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??? PREFACE At the time of the publication of this book, I must express my thanks to so many peopleto 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 oweso much, and to Prof. Dr. J. Ph. Vogel, who, from the very first, awakened the love for thebeauty of Sanskrit, and through all these years has ever been ready to help me with his richexperience drawn from the living contact with India. It is many years ago since Raden Ajoe Yodjana first made me aware of the intrinsicbeauty of Indian music, and guided my first faltering steps on the field of the intricate theoryof this art. I cannot but fully acknowledge my gratitude for this fact which proved of suchimportance 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 myendeavour. In the first place to Sj. Rabindranath Tagore, who, at his school, Santiniketan,.gave me the opportunity to come into contact with Indian scholars and musicians, like hisnephew, Sj. Dinendranath Tagore, and my dear teacher. Pandit Bhimrao Shastri, to whomI gladly dedicate this publication. Then to Sj. Man Mohan Ghose, who, notwithstanding hisown, very absorbing work, found the time to read with me through the 7th chapter of theSangitadarpa/ia, and fully let me enjoy the fruits of his own researches in the field of nrtya. After my return from India it was Dr. Raghuv??ra, studying under Prof. Caland at

thattime, who was found willing to give me the valuable help, not only of his thorough knowledgeof Sanskrit, â€” by which he was able to solve the intricate problem of nasla and uddista (firstchapter ?§l. 124. f.) and to give many other valuable suggestions, â€” but also of his knowledgeof 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 tome, and I hope he will accept my warm thanks here. Also to the authorities of the India Office Library, London, the Biblioth?¨que Nationale,Paris, Tiie Pr. Staats Bibiothek, Berlin, and the Universiteits Bibliotheek, Leiden, I mustexpress my sincere thanks for the willingness with which they put the necessary manuscriptsand books at my disposal. It was a pity that formalities prevented the kind librarian of tiieGovernment Library, Benares, and the Library of the Asiatic Society of Bengal, Calcutta,from sending their manuscripts of the Sang??tadarpa/m to Holland. Special thanks I owe to Pandit Visweswarnath Reu, officer in charge of the manuscripts,Jodhpur, Rajputana, who not only had the manuscript, at the State Library, Jodhpur, copied



??? vinbsp;the mirror op music for me, but even personally compared and corrected the copy ; and to my dear friend TakhurRam Singh, M. A, Inspector of Education, Bikaner, Rajputana, who, assisted by his friendsMessrs. Parekh 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 ofEducation, Ajmer, Rajputana, who presented me with a Hindi manuscript of one adhyayaof the Sangitadarpana, and with a complete Sankrit manuscript of Somanatha\'s Ragavibodha,which served me for Appendix I; and to Mr. J. P. Hassibamani, Madras, who lent me, aslong as I needed it, his copy of the Indian Music Journal which is verry rare nowadays, andcontains, amongst other valuable articles, a translation of the Ragavibodha, by R. Samashastri.B. A. M. R. A. S. Lastly my thanks to ,the publisher who, notwithstanding many difficulties, managed to^et the book printed in time.
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??? INTRODUCTION A. â€” MANUSCRIPTS Many libraries in Europe possess manuscripts of the Sang?Žtadarpana â€” The Mirror ofMusic and Dance â€” by D??modara, the son of Laksm??dhara. The India Office Library possessesfour of them, one complete, (1120. No 2231) containing the full seven chapters, in Sanskritonly. This manuscript has been the basis of the present edition. The manuscripts 1121, No1709b, 1122. No 2410, and 1123, No 2399, contain only parts of the whole work. 1121 givesthe Sanskrit text without .the 7th cliapter, no 1122 has only the first and second chapter,Sanskrit with a metrical Hindi translation and a paraphrase, likewise in Hindi, in prose. Thesame is the case with 1123 which, however, has only the second chapter. One manuscript with the complete Sanskrit text belongs to the Biblioth?¨que Nationalein Paris (D 280), which formerly belonged to Mr. F?Štis in Brussels, from whom the presentowner bought it. At the time it was still in Mr F?Štis\' possession, Prof. Dr. H. Kern, Leiden,made a copy of it, which is nowadays amongst the manuscripts of the Library of the LeidenUniversity (Leg. Warnerianum, or 4990. Skr No 33) This copy owes its importance to someemendations quot; in margine quot; made by Prof. Kern. The Preussische Staats 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 manuscri])ts were used by Prof. R. Simon for his valuable article entitled quot; Quel-len zur Indische Musik quot; published in 1902, in the Nachrichten der Deutschen Morgenliindis-chen Gesellschaft. Heft I-ll. After a critical review of the text, Prof. Simon gives a compa-rison between D??modara\'s work and the older text of the Sang??taratn??kara â€” the Oceanof music written by ?‡??rngadeva, on which D??modara is highly dependent. Prof. Simon care-fully compares the two texts and gives the verses in which D??modara dilTers from his example.Where D??nu)dara quotes the Sang??taratn??kara, Prof. Simon gives the exact place of thequotation in the original work. In this way the true position of the Sang??tadarpa/ja with regardto the Sang??taratn??kara is definitely slated. In the 2nd and 7tli adhy??ya, where D??modaraentirely dilTers from his adopted master, Prof. Simon compares the text the modern workof R??ja Sourendra Moluin Tagore, the Sanlt;t?Žtas??rasangraha. Throughout his work Prof.Simon quotes the various readings of the dif??erent manuscri])ts. As basis for his publicationhe took the copy of the Biblioth?¨que nationale, which is the oldest, but has the drawback ofbeing badly damaged in the last chapter. For reasons of economy of space, 1 have not repeated in the present edition the variants



??? mentioned already by Prof. Simon. The variants printed quot; in margine quot; of the following chap-ters, are taken from the copies B. from the Bikaner manuscript and J. from the .Jodhpurmanuscript. A printed edition of the first two chapters of the Sang?Žtadarpana appeared in Calcutta,about the year 1878, which I have not been able to procure. A second edition of the samechapters appeared, with a Gujerati commentary by the hand of R. L. Takkar, in Bombay,Samvat 1966 (A. D. 1909). B. â€” HISTORY Historically the Sang?Žtadarpana belongs to the period classified by Prof. Simon as thethird, which might be called the post-classical period. Leaving ont the Vedic music, the oldestperiod centers round the work called Bharata\'s N??tya?§??stra, dated back to the 5th centuryA. D. or even older ; the second centers round ?‡??rngadeva\'s Sang??taratn??kara, which hasbeen written between the years 1210-1247 ; the third centers round the Sang?Žtadarpa/Ja, whichcannot be older than 1450 the date of Kallinatha, the commentator of the Sang??taratn??kara,quoted by D??modara, and not younger than Samvat 1704 (A. D. 1647) the year of the Parismanuscript. I do not know on which ground Mr. H. A. Popley (in his Â? Music of India Â? page 19)places D??modara during the reign of Jahangir (1605-1627) as he does not state his source. Prof. Simon considers the

Sanskrit text of the Sang??tadarpa/m and the metrical Hinditranslation as well as the prose paraphrase, to be written by one and the same man, so that,in that case, D??modara himself would be the author of the three different versions handeddown to us. The ground of Prof. Simon\'s supposition is, that, whereas in the colophons at theend of the chapters the author designates himself as D??modara, the son of Laksm??dhara,in the introduction to the first chapter (?§l 2.) of the mansucripts 1120, 1121 and 1122, of theIndia Office, â€” he mentions his name as Haribhatta. The Berlin Hindi version mentions noneof these names but speaks of the author of that version as l.larivallablia. As the metrical 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 seemsevident that Haribhatta and D??modara 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 flaribhatta is the author of theBh??sya(the commentary). The fact that the author of the Hindi text must have been a Panjabman, as is showedby the use of the particle quot; da quot; instead of quot; ka quot; is no proof against the identification, asD??modara\'s birthplace is unknown.

The uncouth form of the Hindi text, â€” written in ahardly intelligible, highly ungrammatical old Hindi, translating rather haphazardly, leavingout ?§lokas at random it appears, with bad verses, â€” stands out in strong contrast with thevery well styled and clear Sanskrit, using, almost without exception, well handled ?§lokas.This circumstance seems to be against the identification, although it is no definite proof. Thefact, however, that the Hindi often misinterpretes the Sanskrit, and, by skipping difficult



??? passages within the verses, makes the Hindi unintelligible without help of the Sanskrit textseems to be a definite proof that one is not justified in identifying Damodara with Haribhattaor rather Haribhatta with Harivallabha. Now the name Haribhatta does not occur in theParis manuscript, which is of an older class, nor in B. or J. Thus it may be that the India Officemanuscripts go back to orie source, â€” a Sanskrit manuscript â€” to which afterwards the Hinditranslation and then, still later, the paraphrase, have been added. That the paraphrase isstill later than the metrical translation is made probable by a mistake in the prose explanationof the Hindi verse, the translation of adhy 1 ?§l. 41, C, â€” COMPARISON OF THE DIFFERENT WORK A detailed comparison between Bharata\'s N??tya?§??stra, ?‡??rngadeva\'s Sang??tai\'atn??karaandD??modara\'s Sang?Žtadarpana, would require a book by itself. I will leave out Bharata\'s work,representing a much older stage of development of the Indian musical theory, and only hereand there indicate some salient differences between ?‡??rngadeva and Damodara. The periodthat elapsed between these two aulhors,was, as we have seen,at least two centuries,and the moreintense influence of the Mohammedan culture made itself strongly felt during that time. Theinflux of Persian notions must have influenced the original Indian system, and

so we cannotbe surprised at these differences. So, for instance, it would be possible to see Mohammedaninfluence in the diflerent position nrtya, â€” dance â€”, occupies in the triad comprised in the wordsang?Žta, namely vocal-and instrumental music, and dance. More probably this position isthe consequence of the development of music as an independent art. When we consider theoldest text, 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 Sang??taratn??kara, which in its namealready shows the preponderance of music over dance, we find that, out of the seven chaptersonly the last is dedicated to dance and stage directions, but that this chapter contains 1690 outof the nearly 5000 ?§lokas of this work. Considering then the Sang??tadarpa/ia, we see that alsoin this work the dance is treated in the last, the seventh, chapter, but that this chapter herecontains somewhat less than 300 ?§lokas out of the neariy 1300 of the whole treatise. Comparing the Sang?Žtadarpana with the Sang??taratn??kara, one would almost be temptedto call the former an excerpt from the latter. Still this would be unjust, although the factremains that, for the greater part, D??modara follows ?‡??rngadeva word for word. In some ])la-ces, however, notably in the 2nd and 7th chapter, he differs, and apparently presents

the ideasand ideals of his own days and of other writers than ?‡??rngadeva. In many ways D??modara\'sgreater conciseness proves a great bliss compared to the flood of details and subdivisionswhich the Sang??taratn??kara pours out over the reader. Very often D??modara is more to thepoint, 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, immedialelysays that he has studied all his predecessors in order to offer a treatise containing the sub-stance of sang?Žta. Remarkable and typically Indian is his division of sang?Žta in nuirga â€” tra-



??? ditional, more or less holy music, of divine origin, bestowing liberation, as first formulatedby the sage Bharata â€” and de?§??, â€” music only serving for enjoyment of mankind, accordingto the different customs of the various countries, which is treated in a far less serious and rathersuperficial way all thrugh. D. â€” CONTENTS He then proceeds (up to ?§l 13) giving the different technical terms which will be explainedin 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 refersto the intricate question of the khandameru (which will be treated in ?§l. 128 f. f.) with thewords : Prast??rah khandameru?§ ca nastoddistaprobodhakah, â€”translated : the calculation and thekhandameru, which explains the phenomenon of nasta and uddista, â€” the commentatorreverses the order and says ; khandameru prastara ??r nasta uddista hi ??n, separating thekhandameru and its only reason of existence viz. the explanation of nasta and uddista, whichhave no such direct connection with the prastara. E. â€” N?‚DA â€” SOUND As is proper in a treatise on music D??modara begins with sound. The first constituentof sang?Žta viz. g?Žta, he considers to be sound in itself, thus to be existent without the need ofan agent, which may indicate the priority of vocal music

in the triad. The second constitu-tent, on the contrary, v??dya, instrumental music, is only a manifestation of sound, which maymean that it is perceivable only when there is an object to manifest itself upon, perhaps anindication of the development of instrumental after vocal music. The tliird constituent,nrtya, â€” dance â€”, is dependent on the two previous elements of sang?Žta, which may meanthat dance without either vocal or instrumental accompaniment was unthinkable. The importance of sound, however, does not stop at this point ; on the contrary, soundis the ruler of this world, being in first instance the constituent of quot; word on which dailylife and the world are dependent. This might seem a little far fetched, but here we shouldremember the bramanical theory, in which the correct pronunciation of the sacrificial formulaâ€” brahman â€” is the first thing necessary to maintain the order of the world, whereas neglector mispronunciation causes universal disasters. The author then proceeds to divide sound in struck and unstruck ; the latter is ofdivine origin and resides in the body. This unstruck sound should be only revered, to obtainultimate deliverance from the cycle 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 restof the treatise.



??? F. â€” ANATOMY The exposition of tlie difterent cakras(?§l. 18-29) and other anatomical details which fol-lows, seems a little out of place here. In the Sang??taratn??kara (I. i. 119-163) whence this isexcerpted, it comes natural in the whole cosmogony given there. The subject is taken from theyoga philosophy in which these cakras â€” lotus shaped centres of supernatural power â€” playan important part. They become active after one has obtained the right way of breathing.In Hellmuth von Glasenapp\'s book quot; Der Hinduismus quot; p. 296) one finds a picture of a yogion whom some of these cakras are marked, and also the way the breath takes through the chiefcanals, Id?? and Pingal??. Musically only the an??hatacakra, situated in the heart, has impor-tance for its connection with the ??n??hatan??da (unstruck sound), and further the vi?§uddhacakra in the throat, as being the seat of speech and of the seven notes with their divisions. G. â€” IMPORTANCE OF SOUND WITH QUOTATIONS FROM OLDER WRITERS In ?§loka 29 the author takes up again the subject of music, by relating the origin of soundof which the importance is stated once more by means of diiferent stanzas, for the greater partquotations from older writers, Anjaneya and Vijn??ne?§vara, whose works have not been handeddown to our limes. H. â€” DIFFERENT WINDS OR BREATHS Then in ?§loka

33 D??modara proceeds, relating the birth of sound according to the clas-sical belief of the diiferent breaths or winds in the body and their diiferent function, alsochiefiy taken from yoga philosophy. Remarkable is the relation between place and intensityof sound, and the saying that the sound of art can only be produced in the mouth. The etymo-logy given in ?§loka 37 is typical of its kind throughout the whole of Sanskrit literature. Theold Indian scholars seem to have been extremely fond of these fanciful derivations. Again theauthor leaves the subject of music proper, for giving further explanation and details of anato-mical subjects. Amongst the winds the i)r??/ja is the only one directly connected with music,as being the cause of the i)ronuncialion of words. It appears that pr??/m comes nearest to ourordinary sense of breath, as it causes both the taking in and the blowing out of air, cough,and the like. D??modara seems to give the opinions of different schools, as the definitions in?§l. 46 do not tally with what he said a few ?§lokas before. 1. â€” VOICE REGISTERS â€” STH?€NAS The author seems to be conscious of his digression, for he resumes his subject with thewords quot; atha prakrlam quot; â€” quot; now the subject itself quot; and forthwith continues with thethree registers of the voice, each comprising one octave, the breast register â€” situated, as



??? stated, in the heart â€”, the middle one â€” situated in the throat â€”, and the high one â€” situa-ted in the head â€”, in connection with which the author states that with the instrument ofthis body it is just the reverse as with a wooden stringed instrument, as, with the voice thehigher 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 isthat the higher octave is called twice (the number of vibrations of ?) its predecessor. J. â€” ?‡RUTI â€” THE SMALLEST AUDIBLE INTERVAL In ?§l. 49 begins the subject of the ?§ruti, the smallest audible interval, of which 22 go tomake 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 willhave been compared. So much is certain that in India a scale of ?§rutis never has been sung orplayed in the way we play our modern chromatic scale, each succeeding note being on thethe ?§ruti just above the previous one. ?‡rutis 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 orbelow the note which is being ornamented. There is, however, no doubt, that the ?§ruti hasmainly theoretical value. Now the question has been

raised by the recent scholars of India andEurope, quot; How much was the actual ?§ruti, and were all ?§ruitis alike ?quot; 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. Bosanquet doubtedthis conclusion in a paper quot; on the Hindu Division of the Octave quot; writing, quot; â€” consequentlywe may infer that the ?§rutis are intended to be equal in a general sort of way, probably withoutany great precision quot; a statement which was warmly defended by Rao Sahib P. R. Bhandarkarin an excellent article â€” unfinished alas, â€” published in the quot; Indian Antiquary quot; of 1912.After that, however, the eminent scholar Fox Strangways in his work quot; Music of Hindostan quot;again comes to the conclusion that the ?§rutis have unequal worth, after having examined Bha-rata\'s N??tya?§??stra. He resumes his reasoning on page 112, demonstrating that the ?§rutis havethree different values : 1st the difference between a major and a minor tone â€” 22 cents. 2nd the difference between a minor tone and a semitone â€” 70 cents. 3rd the difference between the semitone and the first mentioned, the quot; i)ram??/?Ža?§ruti quot;â€” 90 cents Very recently a German scholar, Dr. B. Breloer, in his treatise quot; Die Grundelemenleder Altindischen Musik quot;

Bonn 1922, though using quite different methods, came to theconclusion that the values of the ?§rutis are, 24, 66, and 90 cents respectively, a conclusionpractically identical with that of Fox Strangways. Thus there seems to be a fair probabilitythat the value of the ?§ruti was really of these three different kinds. D??modara does not enter very deeply into this question. Both Bharata and ?‡??rngadevatreat this matter extensively, giving intricate methods of determining the value of a ?§ruti bymeans of two v??n??s â€” stringed instruments. ?‡loka 50-51 seem to have been taken by mistake from the more detailed Sang??taratn??kara



??? where each one of the 22 ?§rutis gets a definite place in one of the canals Ida and Pingal??. Herethese two ?§lokas have no connection, either with the preceeding or with the following verses52-55, 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 ?§rutis will play animportant part, but their origin or place is no subject of discussion in D??modara\'s treatise. K. â€” THE NOTES, SVARAS Now it is said that an uninterrupted series of ?§rutis makes a note. The different notes ofthe octave with their names are â€” sadja or sa, with 4 ?§rutis, rsabha or ri, with 3 ?§rutis, g??ndh-??ra or ga, with 2 ?§rutis, madhyama or ma, with 4 ?§rutis, pancama or pa, with 4 ?§rutis, dhai-vata or dha, with 3 ?§rutis, nis??da or ni, with 2 ?§rutis. The etymologies given of the word quot; svara quot; are again highly fantastical. Only the first can be said to refer to svara in the sense of note, the second one, given in?‡1 56, is, as Dr. Raghuv??ra remarked, a quotation taken from the Mah??bh??sya on P??nini\'sgrammar (M. bh. on 1 2, 29) where it is the definition of svara in the sense of vowel quot; svayamr??janta iti svar??h anvag bhavati vyanjanam quot;. Here again the Hindi translation makes amistake, rendering quot; ?§rutyanantarabh??vitvam yasya quot; as quot; ?§ruti ke p??che hota hai quot;. L. â€”

THE ALTERATIONS IN THE NOTES AND THE QUESTION OF THEPRIORITY IN INDIA OF THE DESCENDING OVER THE ASCENDING SCALE What follows in ?§loka 57 after the mentioning of the seven unaltered notes in each oc-tave â€” three times seven in the three registers â€” is not quite clear, except that the differentalterations are 12 in each octave, as later on, in ?§l 63, the fact is mentioned that, together withthe unaltered notes one gets 19 varieties within the octave. Again one should never think that these 19 varieties could ever be sung together, onlycertain definite ones can be used at the same time. In reality, as will be shown later on, these12 variations do not even actually exist, only 7 of them. The difficulty of exphiining these and other questions with regard to the determination ofnotes in the old Indian system of musical theory is, that, at a certain period of history, a basicchange has taken place. A^.iich misunderstanding has been created, as people started explai-ning old rules according to the modern conceptions. The old method was, to place the notesat the end of the composing ?§rutis, whereas the modern system, just as with us, is, to placethe notes at the beginning of the interval. Thus the old method, as clearly stated by the Sang??taratn??kara 1) was ?§rutis 1 2 3 4, 5 6 7, 8 9, 10 11 12 13, 14 15 16 17, 18 19 20, 21 22. notes sa ri

ganbsp;m??nbsp;panbsp;dha ni (1) Sangltaratnamp;kara 1 3 U-20 viz, ?§l 13(l-lla ; tatra sadjn?§ cafuli?§nitih sMiSpyas lantryi\'iin fiirly??y??in tlion the sa, of four ?§rutis, is to bo flxcd on the fourth striiiR (roproscntinR the Ith ?§ruti).



??? 8nbsp;the mirror of mtjsic The modern system is ?§rutis 1 2 3 4, 5,6 7, 8 9, 10 11 12 13, 14 15 16 17, 18 19 20, 21 22. notes sa ri ga manbsp;panbsp;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 oldidea of the descending scale are to be found in the way of enumerating the m??rchanas - mo-des - (following presently), where the first m??rchana is that from sa-sa, the second, not aswith 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 ?§rutis from one note to ano-ther. D??modara does not explicitly state here that he follows ?‡??rngadeva\'s system but lateron he states (?§l 69) that the difference between the sadjagr??ma and the madhyamagr??ma liesm the fact that quot; pa quot; in the former is placed on its fourth, in the latter on its third ?§rutiConsequently one can safely explain the above mentioned ?§lokas of the Sang?Žtadarpana ?§l57 ff (corresponding with Sang??taratn??kara 1. 3. 40-46), by quoting the explanation .T. Grossetgives of that passage of the Sang??taratn??kara in his article on Indian music. Encyclop?Šdie dela Musique I, page 289. 1st alteration. Sa, having four ?§rutis, comes down from the fourth to the third ?§ruti,while, at the same

time, its first ?§ruti is annexed by the kai?§ika ni, giving the result of a sa oftwo ?§rutis (cyuta â€” fallen â€” sa). First real new note. 2nd alteration. Sa remains on its fourth ?§ruti, but kakali ni annexes the first two ?§rutisConsequently the sa becomes a note of two ?§rutis again, but this time its upper two ?§rutis\'(acyuta-not fallen-sa) 3rd alteration. Ri remains on its original 7th ?§ruti, but takes the last ?§ruti from sa, bywhich act it becomes a note of four ?§rutis. Sa by the operation becomes the cyuta sa. 4th alteration. Ga, standing originally on the 9th ?§ruti, takes the first ?§ruti from ma, andthus gets its position on the 10th ?§ruti. Ma, originally a note of 4 ?§rutis becomes one of three,(s??dh??ra/ja-common-ga). Second real new note. 5th alteration Ga annexes one more ?§ruti of ma, and thus becomes a note of four ?§rutisgetting its place on the 1 Ith ?§ruti (antara-medium, ga) Third real new note. 6th alteration. Ma comes down from its original, 13th ?§ruti to the 12th, giving at thesame time its first ?§ruti to the s??dh??rana ga, and thus becomes a note of two ?§rutis (cyutama) Fourth real new note. 7th alteration. Ma remains on the 14th ?§ruti, but gives its first two ?§rutis to antara ga, and thus, in the same fashion as acyuta sa, keeps only its two upper ?§rutis. Consequently itis called acyuta ma. 8th alteration. Pa, having four ?§rutis, cedes, in the madhyamagr??ma (see

later on, ?§l57 f. f.) its upper ?§ruti to the dha above it, and thus descends from the 17th tp the 16th ?§riiti.Consequently, as it has only three ?§rutis left, it is called tri?§ruti pa. Fifth real new note. 9th alteration. Pa, giving its last ?§ruti to dha, annexes the last ?§ruti of (cyuta) ma, thusagain getting four ?§rutis. Kai?§ikapa (fine as a hair).



??? 10th alteration. Dha, originally having three grutis, annexes, in the madhyamagrama,the last 9ruti of pa, not descending from its original 20th gruti, thus becoming a note of four?rutis. Vikrta-alterated-dha. 11th alteration. Ni, originally having two grutis takes the first Qruti of sa, and thus changesits place from the 22nd ^ruti to the first gruti of the new octave, consequently becoming a noteof three ?rutis. Kaigika ni. Sixth real new note. 12th alteration. Ni takes the first two ?rutis of sa and thus is placed on the second ?rutiof the new octave, becoming a note of four grutis. Kakali â€” soft (?) â€” ni. Seventh real newnote. It is clear, that, as the notes were realised at the end of their constituting ?rutis, a diffe-rence of a ?ruti at the beginning of a note was only perceivable by the fact that the note belowwas raised one gruti in pitch. M. â€” SONANCE, CONSONANCE, ASSONANCE AND DISSONANCE After the too concise exposition of the alterations of the sevens unaltered notes, Damo-dara touches the important subject of sonance (vaditvam), consonance (samvaditvam), asso-nance (anuvaditvam), and dissonance (vivaditvam). The sonant note, as he says, is the noteoccurring often in the performance. We night say, quot; the sonant note is the melodie centre ofthe melody quot;. Then he proceeds, telling that consonance exists between two notes which arcat a distance of eight or

twelve grutis from one another. Bharata gives 9 and 13 grutis, inwhich he clearly includes the gruti on which the note was placed. crutis 1 23 4,5 0 7, 8 9, 10 11 12 13, 14 15 16 17, 18 19 20, 21 22. notes. sa ri ganbsp;manbsp;pa dha ni So we see that sa is consonant with ma (fourth) and ma is consonant with sa (fifth), Otherintervals than fourth and fifth were not recognised as consonant, but were either assonant ordissonant. From our standpoint it is remarkable, as it is from the modern Indian system aswell, 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-grama, where pa has one ?ruti less. From themodern consonance of these notes in India we might draw the conclusion that of the two, themadhyamagrama ousted the sadjagrama in the course of history. The author only gives examples of dissonance, and then concludes that notes which areneither consonant nor dissonant will naturally be assonant. The rule he gives for dissonanceis a little cryptic. 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, indicating that as well the interval ofone, as that of 20 grutis was considered as dissonant. He concludes this subject comparing the notes to the elements in a state. N. â€” GRAMAS AND MORCHANAS (SCALES AND

MODES) He then starts the subject of grama, already referred to before, giving an exposition of



??? the difYerent gramas, which, I think. Fox Strangways was right in translating as scales, not-withstanding Breloer\'s objection, as the gramas are the different fundamental scales from whichthe m??rchanas, modes, are formed. Gr??ma is. clearly defined, as a series of notes, the dwellingplace of the m??rchanas. Weber, Indische Streifen 1, 3, page 544, suggests that the Greek wordgamma, in its musical sense, is nothing but a derivation from the Sanskrit word grama â€”whichas 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 ?‡??rngadeva\'s times,whom D??modara quotes here again. There is, however, a third one, which only exists in hea-ven, which means that gr??ma was extinct already when ?‡??rngadeva lived. This third gr??ma,called the g??ndh??ra-gr??ma, was a living musical conception at the time the Pancatantra wascomposed, 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 ?§rutis. The scheme given there ?§rutis 1 2 3 4, 5 6 7, 8 9, 10 11 12 13, 14 15 16 17, 18 19 20 21 22.notes sa ri ganbsp;manbsp;pa dha ni represents the first of the gr??mas, the sadjagr??ma, where pa is situated in its fourth ?§ruti.The only difference between this gr??ma and

the second, the madhyamagr??ma, is that pain the ma-gr??ma is situated in its third ?§ruti ?§rutis 1 2 3 4, 5 6 7, 8 9, 10 11 12 13, 14 15 16, 17 18 19 20, 21 22.notes sa ri ganbsp;manbsp;pa dha ni Dr. Breloer remarks, page 19, that the sa-gr??ma is identical with the first ecclesiasticalmode (D-d) whereas the series of notes, beginning on the ni of the ma-gr??ma, coincides withthe natural diatonic scale with major third and a sixth in relation of a pure fourth to the third. As far as the heavenly g??ndh??ragrama is concerned Dr. Breloer has made an interestingdiscovery. Its scheme, as given both in Sang??taratn??kara and Sang?Žtadarpana, shows a consi-derable difference with the other two ?§rutis 1, 2 3 4, 5 6, 7 8 9 10,11 12 13, 14 15 16,17 18 19, 20 21 22.notes ni, sa ri ga manbsp;pa dha The ingenious study of Dr. Breloer, page 20, proves beyond doubt that this gr??ma isidentical with what is known under the name of quot; gypsy-scale quot; (Zigeunerleiter) quot; c, d, eflat, f sharp, g, a flat, b, c quot; , from which the mode quot; g, a flat b, c, d, e flat, f sharp, g quot;, canbe derived, which transposed gives quot; c, d flat, e, f, g, a flat, b, c quot; with the curious two minorseconds and, consequently, two times the interval of one tone and a half. It is remarkable thatthe scale as a gr??ma by itself could have become extinct, as this scale is still extensively usedin India.

Anyhow, the whole notion of gr??ma has died out nowadays, and perhaps the disap-pearance of this gr??ma was the beginning of that process. The fanciful genealogy and the identifications which follow, have no practical musicalvalue. It seems again, up to ?§loka 77, a kind of interruption, missing in the India-oflice manus-cript 1120, but, nevertheless, belonging to the text, as the contents, given at the beginningof the chapter, mention these different points as to be treated somewhere here. The subjectwhich logicafly follows the exposition of the gr??mas, viz. the m??rchan??s, begins in ?§loka 77. It



??? is clear that murchana 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, bytaking the second, third, fourth note and so on, as the first, the Indian theory makes the mur-chanas from the gramas, but as said before, not ascending but descending. Thus the firstderived murchana is not quot; ri, ga, ma, pa, dha, ni, sa, ri quot; , but, quot; ni, sa, ri, ga, ma, pa, dha, ni quot;.The reason why the author says that the possibility of forming murchanas lies in the combi-nation of the three registers, is, that one murchana consists out of seven notes. Consequentlysa-sa means one complete register,either low, middle or high. As soon as one derives a murchanafrom that, either quot; ni-ni quot; or quot; ri-ri quot; one inevitably needs one of the other registers. From the way the enumeration of the murchanas is given, it is clear that â€” as Fox Strang-ways already guessed â€” the sa-grama starts on sa, the ma-grama on ma. It appears that the gandhara-grama was not yet so long extinct in ^arngadeva\'s times,that its different murchanas were forgotten. The complete set of seven is enumerated, but forthe rest of the treatise the gagrama is no longer taken into consideration, all the tabulationsand calculations in which the author now plunges with delight, refer only to the murchanasof the sa-

and the ma-grama. Ql. 85 f. seems a little out of place here, one would have expected it much earlier, some-where near 9I. 57 f. f, when the different alterations of the notes were treated. The subject ofthe murchanas goes on in 87, a rather unclear verse which intends to say that â€” speakingof the sa-grama â€” the third murchana is that in which the sa occupies the third place, conse-quently the murchana called uttarayata, which starts on dha below the middle sa. In the sameway the fourth murchana in the ma-grama is that in which the ma occupies the fourth place,consequently the mode which starts on the middle sa. 0. â€” KRAMAS â€” COMBINATIONS OF NOTES. HEPTA â€”, HEXA â€”, AND PENTATONIC MODES The musical value of what follows is very doubtful. It is true that the combinations ofnotes, called kramas, arc sung by way of exercice even nowadays : sa, ri, ga, ma, pa, dha, niâ€” sa, ri, ga, ma, pa, dha quot; and so on, but nobody will be really interested in their actual num-ber : 7 times 50, 392. Important in the glokas which follow is, of course, the division of the murchanas in hep-tatonic (pur/ia or sampur/ia), hexatonic (sadava) and pentatonic (audava), but the mathemati-cal juggling tricks, which anyone can verify for himself, do not really matter a bit. From gloka90 it appears that the word guddha-tana, â€” which is used henceforward in the text â€” is synony-

mous with murchana 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 notesare sung in any reversed order, the crooked series of notes is called kuta-tana, a bent or cur-ved tana. It is easily imaginable what a wonderful field for mathematical calculations is ope-ned by this new possibility of combining the dilTerent notes. The basis of all these speculationsis called the mulakrama, the original series.



??? The calculations culminate in the construction of the khandameru, an astonishing wonderof ingenuousness, with which one can, in a minimum of time, find out, for instance, the formof the 3599th combination of seven notes, or, to take the reverse order, the position of anygiven series of notes, up to seven, in the complete series of possible combinations\'. As, however, the author of the Sang?Žtadarpana himself apparently got lost, and, quotingthe Sang??taratn??kara left out one indispensable ?§loka, the text has become quite unintelli-gible. For that reason the translation of the corresponding ?§lokas from the Sang??taratn??karaand fragments of Kallin??tha\'s commentary are given as an appendix at the end, togetherwith a clearer means of arriving at the method of reversing the order of notes, as given by So-man??tha in his\'R??gavibodha (A. D. 1609) P. â€” S?‚DH?‚RAATA After having finished the calculations in ?§l. 138, the author begins a new\'subject, that ofs??dh??rana, a nearly untranslatable technical term, meaning literally community, and desi-gnating the phenomenon, already mentioned in connection with the alterations of the notes,where certain ?§rutis in some cas?Šs belong to one note, in other to one of its adjoining notes.Thus these notes might be considered as having these ?§rutis in common. This s??dh??rana iscalled svara-s??dh??rana, the

s??dh??rana of notes. There is, however, a second kind, calledj??ti-s??dh??rana. D??modara does not give an explanation of it, but merely says that j??ti-s??dh??-rana belongs to the chapter of r??g??lapana â€” one of the subdivisions of the third chapter â€”,but, having arrived there, he seems to have forgotten all about j??tis and their s??dh??ra/ja.Consequently the the Sang?Žtadarpana leaves us in the dark about this. It appears from othersources, that the j??tis-literally speciesâ€” are some intermediate stage between the m??rchan??sand the r??gas,a term translated best as quot; individualised, or specialised quot; modes, with which thenext chapter deals. The j??ti-s??dh??rana means the melting of one j??ti in to the other. Q. â€” THE VARNAS â€” CONSTITUENTS OF MELODY In ?§loka 143 the author begins a brief exposition of the var//as â€” the diflerent ways inwhich a melody can be executed. The divisions are clear enough in themselves. A melody canbe 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 alamk??ras â€” ornementations â€” sometimes no fewer then 1323, which D??-modara, however, spares his reader. R. â€” THE CHIEF POINTS OF MELODY, GRAHA, NY?‚SA ETC. In the course of the

development of the theory of music up to our times, many diiferentmeanings have been given to the terms graha, am?§a, and ny??sa. About the meaning ?‡??rn-gadeva, and with him D??modara, attach to them, there can be no doubt, (?§l 146 f. f) Fox



??? Strangways\' suggestion in quot; Music of Hindostan quot; page 153, footnote, that graha might meanclef, is not at all corroborated by Damodara\'s statement. S. â€” 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 cry of dilTerent animals has given rise to thesuggestion that the Indian theory recognised something like absolute pitch. Before, however,it is definitely stated that all animals of a certain species produce cries at the same pitch, noimportance can be attached to this statement. And the the fact that all the voices of the samekind of animal are alike is far from proved. Anyone who has ever heard a herd of goats passby, will remember the astonishing variety of individual voices. And which one of the seriesof notes produced by the Indian cuckoo (kokila) at dilTerent stages of this love-making, sito be chosen as the standard pa ? T. â€” THE SECOND CHAPTER ABOUT RAGA The most important phenomenon of Indian art-music, as far as melody is concerned,undoubtedly is raga â€” the basis of all mclodical composition. Its etymology, as given here,from the root ranj â€” to colour or to alTect with feeling â€” is right. CliieHy raga is a mode, inwhich a certain feeling is specially expressed,, arrived at by an intricate and very developedcomplex of details. The dilTerent shades a

composition can have, viz, raganga, bhasanga etc.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 Damodara very sjjaringly cites the Sangitaratniikara, but draws morefrom other works, mentioning the names of the works or the authors whence he gets the opi-nions or systems he renders. He does not make an attempt to reconcile the sometimes conflic-ting statements, but just gives the text as he found it. I^rom the dilTerent authors and workshe quotes, usually nothing more than the names are left, or available, at present, only (^arn-gadeva and his commentator Kallinatha being better known. The theory as represented by Damodara shows a marked difference with that found in theSangltaratnakara. The complete personification of the ragas and ragi/2is to such an extentthat 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. Thesentiment of each raga, the season and the watch (of three hours) to which it belongs, is given,but there is no trace of i)ersonification yet. It is probable that the Mohammedan influencecontributed to this development, as in the world of Islam this mystical relation betweenhour and melody was not

unknown either, which is proved by the fact that this notion wasdiscovered in Marokko lately. The combination of the two kindred ideas may have producedthis refinement. It ajjpears, however, that it never became one universal system all over India;different provinces, even nowadays, give different forms and different names to the same raga.



??? Not all authors consider the same r??gas as the chief, masculine, ones, and different treatisesallot different wives to each of them. Owing to the impossibility of hearing the r??gas sung asthey were sung in D??modara\'s days, it is difficult to understand why he specially marries thoseparticular r??gi/7?Žs to that particular r??ga, and not other ones. The melodic scheme of ther??ga and that of his five wifes often does not show a very striking relationship. Some do noteven belong to the same gr??ma. So the R??ga M??lavakau?§ika, described in ?§loka 59., charac-teristically is a r??ga of the s??djagr??ma with sa in the three chief melodical functions, viz. asincipient, chief and final note. Now his first wife, Tod??, is definitely stated to be in the firstm??rchan?? of the madhayamagr??ma with ma in the three functions ; by some others, D??mo-dara relates, it is said that sa is am?§a, ny??sa and graha, but that appears to be the less impor-tant tradition. The same is the case with the next wife, the hexatonic Khamb??vat??, ?§l. 63composed in the 6th m??rchan?? of the madhyamagr??ma. There is another curious thing viz. the discrepancy of gender between many lyrical stanzasand the r??gin?Ž they are supposed to describe. In one way or other R. L. Takkar in his editionhas 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 tendency to anything like it. It isunnecessary to give many examples, they can be found at every step starting with ?§loka 49,the beginning of the lyrical descriptions of the r??gi/?Ž?Žs. So, for instance, ?§l. 81, where the lastwords clearly state quot; iti lalitah quot; and still the verse is supposed to give the description of Lalit??,the fifth wife of the R??ga Hindola. Apparently the reader has to change all the adjectives intofeminines himself, and thus draw the picture of the r??gin?Ž 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 r??gas are givenin the Sang??taratn??kara, the Sang?Žtadarpana, and in modern times, according to the datagiven by Fox Strangways opp. page 151. Of course it would lead too far to compare them allwithin the space of this introduction, but of some the comparison may be made here. About the R??ga Bhairava the Sang?Žtadarpana says in ?§l. 47 : Dhaivata is am?§a, grahaand ny??sa, it is without ri and pa, and consequently pentatonic. Ma stands at the end,whereas the mode is the m??rchan?? starting on dha. Further it is mentioned that, where dhais altered, it is called audava, the reason of which statement it is difficult to guess, as the r??gais always audava â€” pentatonic.

The reading is apparently corrupt, as it is impossible thatdha is ny??sa â€” the last note, and at the same time ma stands at the end. R. L. Takkar readshere quot; ripah?Žn? tvam ??gatah quot; instead of what all available manuscripts have quot; ripaluno \'tham??ntatah quot; Undoubtedly, notwithstanding the somewhat ponderous way of expressing,Takkar\'s reading removes the discrepancy, but as he does not state his source, it cannot beaccepted as definite. Now the Sang??taratn??kara (11 2 80-81) which gives more particulars, mentions thedropping of ri and pa, and the fact that dha is am?§a and graha, but not ny??sa, whereas mais the last note. This statement makes Takkar\'s reading more improbable still. Its m??rchan??in the Ratn??kara is the same one as mentioned in the Sang?Žtadarpana. The difference betweenthe two treatises lies in the fact that D??modara mentions the alteration of the dha only, whe-



??? reas Qarngadeva states that both kakali and antara occur. So we see, notwithstanding thesimilarity the in many respects, a basic difference in the construction of the raga in these trea-tises. When we take the modern raga as given in Fox Strangways\' list, we see no trace anymoreof a pentatonic scheme, all notes are equally frequent, dha is still amga, and this note is flat-tened, but ri, the one dropped formerly, plays an important part, being flattened too, bywhich we get the mode with the two minor seconds and the two intervals of one note and ahalf, showing relationship to the extinct ga-grama. In the second place let us consider Bhairavl, Bhairava\'s wife, a great favourite in moderntimes. Damodara (11, 51) says Bhairavi is heptatonic, with ma in the function of amga, grahaand nyasa, belonging to the madhyamagrama, in- the murchana beginning on ma. Then it isstated, that others say Bhairavl sometimes has the notes of Bhairava. The Sangltaratnakara (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 E-e, andconsequently, when,

transposed, it begins on c, it has four flats viz. d, e, a and b. We find thatthe amga is dha. These two instances will be suflicient to show the differences in different times, probablyin different places, although, as said above, all India in our Limes sings Bhairavi with the abovementioned notes. With regard to the names of the dilTerent ragas and raginis it can be stated that some ofthem bear names of gods, like Bhairava and Bhairavi, and Qri, others, like Dipakâ€” fire â€”and Megh â€” cloud â€” take their names from these phenomena, probably in connection withtheir mystical or rather magical relation to the things they are named after. So Dipak, sungin the right way, produces fire, whereas the Raga Megh draws near rain-clouds and thus,again when properly sung, is a mighty weapon against droughts. Other ragas arc named afterplaces, the modern Multani after Multan, or districts, Kanadi, the Kanarese one, or evenprovinces, Gaudi, from Gaud, probably Bengal, Saindhavi, from Sindh. If ever the history of Indian music will be written, it is certain that the investigationinto 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 future this willbe the case.



??? (1)B9rimahaga?!adhipatayenbsp;na-ma^ ^ri^aradayai namah. (2)nbsp;B. J. om. SANGITADARPAA^AHgRlGAiVEgAYA NAMAH. ATHA SANGlTADARPAiVAGRANTHO (1)LIKHYATE (2). 1. pranamya girasa devau pitamahamahegvarausangltagastrasanksepah sarato \'yam mayocyate (3)nbsp;B. J. ^rlmaddamodarakhyâ– ena. (4)nbsp;B *ro \'bhidhiyate. (5) J. yad anvistam prayuktamca bharatena ca dhimata. 0) J *danasyakarawam likliya-te dhuna. 7) B *lak9myaJ.Iak5mi. (8)nbsp;J *ady etavan vastu san-graha^i. (9)nbsp;B* adylH^ etavan, then likeJ. 2.nbsp;bharatadimatam sarvam alodyatiprayatnataligrimata haribhattena sajjaiianandahetave (3) 3.nbsp;pracaradrupasangltasaroddharo vidhlyate (4)gitam vadyam nartanam ca trayam sangltam\'ucyate 4.nbsp;margadegivibhagena sangitam dvividham matamdruhinena yad anvistam prayuktam bharatena ca (5) 5.nbsp;mahadevasya puratas tan margakhyam vimuktidamtattaddegasthaya ritya yat syal lokanuranjakam 6.nbsp;dege dege tu sangitam tad degity abhidhlyate.gltavaditranrtyanam raktih sadharano gunah 7.nbsp;ato raktivihinam yan na tat sangitam ucyateatha ragotpadanakaranam likhyate- (6) gariram nadasambhutih sthanani grutayas tathatalah guddhah svarah sapta vikrta dvadagapy ami 8.nbsp;vadyadibhedag catvaro ragotpadanahetavahkulani jatayo vania dvipany arsanca daivatam 9.nbsp;chandamsi

viniyogag ca svara/iam grutijatayah gramag ca murchanas tanah guddhah kutag ca samkhyaya 10.nbsp;prastarah kha/jdamerug ca nastoddistaprabodhakahsvarasadhara/mm jatisadhara/iam atah param 11.nbsp;kakalyantarayoh samyak prayogo vanjalaksanamtrisastir apy alankaras trayodagavidham tatah 12.nbsp;jatilaksma grahancadibhedan vaksyamy ca yathakramam (7) 13.nbsp;gitam nadatmakam vadyam nadavyaktya pragasyatetaddvayanugatam nrtyam nadadhinam atas trayam (8) 14.nbsp;nadena vyajyate var/jah padam var/?at padad vacah (9)vacaso vyavaharo \'yam nadadhinam ato jagat 15.nbsp;ahato \'nahatag ceti dvidha nado nigadyate so \'yam prakagate pi/jde tasmat pi/ulo \'bhidhiyate



??? THE MIRROR OF MUSIC AND DANCEHOMAGE TO GANEQANOW BEGINNETH THE WRITING OF THE BOOK quot; THE MIRROR OF MUSIC AND DANCE quot; 1.nbsp;Having bowed the head before, the Gods Pit??mahaand Mahe?§vara, I relate this brief treatise the theory of sang?Žta, in its different parts, 2.nbsp;After having studied the entire teaching of Bharata and others, I, Haribhatta, compose, for the pleasure of the educated, 3.nbsp;a selection of the substance of sang?Žta in its successive forms. â€”nbsp;Vocal and instrumental music and thirdly dance, together are called sang?Žta. â€” 4.nbsp;By division into m??rga and de?§??, sang?Žta is considered to be twofold.That, which is conceived by Druhina and performed by Bharata 5.nbsp;in the presence of Mah??deva, is called m??rga, bestowing liberation.That sang?Žta which, in different countries, serves for enjoyment 6.nbsp;of the people, according to the custom of that land, is called de?§??. Rakti (charm) is an inherent characteristic of music, vocal and instrumental, and dance. 7.nbsp;Hence is that which lacks charm not called sang?Žta. â€”nbsp;Now follows the description of the causes of the production of R??ga, â€”First the body, then the origin of sound, the registers and the ?§rutis,the seven unaltered notes and the twelve with alteration, 8.nbsp;the four differences of v??di etc, tliese are the causes of the

origin of R??ga. Further [will be told] the casts and ranks, colours, the continents, the rishis and gods, 9.nbsp;the metres, the use of the different sentiments in the different notes, the kinds of ?§rutis,then the gr??mas and m??rchan??s, the t??nas of the ?§uddha and k??ta variation, 10. calculation of the number by figures, and the kha/ulameru, which illustrates the meaningof nasta and uddi?§la, after that the s??dh??ra/ja of notes and that of j??tis,11 the correct use of k??kali and antara, and the definition of var/ia,the sixty three alank??ras, and then I will relate the thirteenfold 12.nbsp;definition of j??ti, and the differences of graha am?§a etc, in due order. 13.nbsp;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.nbsp;By sound the letter is formed, by the letter the syllabic, by the syllable the word,by the word this daily life, and consequently the world is dependent on sound. 15.nbsp;Sound is distinguished twofold, as struck and unstruck, the latter becomes manifest in the body (pi/Jcla) and therefore also is called pi/ida.



??? (1) B loka. (2) J saddalam cakram iritam. (3) J prawat??h krteh. (4) J Â?sth??nam. vi?§uddhil^. (5) B lalin??. (6) B ??jasanjnam. (7) B kolh??ntiko. (8) J *khyatam?¤h smrt??lj. (9) J pras??dayanti B pras??dayantu. (10) J kimca om. 16.nbsp;tatr?¤n?¤hatam n?¤dam tu munayah samup?¤sateguropadistam?¤rgena muktidam na . tu ranjakam. 17.nbsp;sa n?¤das tv ?¤hato loke ranjako bhavabhanjakah?§ruty??didv??ratas tasm?¤t tadutpattir nir??pyate (1)nbsp;^ 18.nbsp;tatra ?§ar?Žra-vivekah gudaling?¤ntare cakram ?¤dh?¤r?¤khyam caturdalamsv?¤disth?¤nam lingam??le satpatram cakram sanjnakam (2) 19.nbsp;n?¤bhau da?§adalam cakram manip??rakasanjnakamhrdaye \'n?¤hatam cakram civasya pranav?¤krteh (3) 20.nbsp;p??j?¤sth?¤nam tad icchanti yutam dv??da?§abhir dalaihka/7the tu bh?¤ratisth?¤nc vi?§uddh??m soda?§achadam (4) 21.nbsp;tatra sadj?¤dayah sapta svar?¤h samyakprabliedatahlalan?¤khyam ghantik?¤y?¤m cakram dv??da?§apatrakam (5) 22.nbsp;bhr?šmadhye tridalam cakram ?¤jn?¤sanjnam manoharamtato \'py asti mana?§cakram saddalam sarvasaukhyadam (6) 23.nbsp;tato \'pi soda?§adalam somacakram prak??rtitamcakram sahasrapatram tu brahmarandhre sudh?¤dharam 24.nbsp;tat sudh?¤s?¤radh?¤r?¤bhir abhivardhayate tanumsusumnay?¤ brahmarandhram ?¤rohaty avarohati 25.nbsp;jivah pr?¤nasam?¤r??dho rajjv?¤m

kolh?¤tiko yath?¤ (7)t???§ ca bh??ritar?¤s t?¤su mukhy?¤h prokt?¤c caturda?§a 26.nbsp;susumned?¤ pingal?¤ ca kuhur atha payasvin?Žg??ndh??r??, hastijihv?¤ ca v?¤ra/7?¤tha ya?§asvin?? 27.nbsp;vi?§vodar?? ?§ankhin?? ca tatah p??s?¤ sarasvat?? alambuseti tatr?¤dy?¤s tisro mukhyatam?¤ mat?¤h (8) 28.nbsp;evamvidhe tu dehe \'smin malasancayasamvrtcpras?¤dhayantu dh?Žmanto bhuktim muktim up?¤yatah (9) 29.nbsp;atha n?¤dasya cotpattim vaksye ?§??stravivckatah [kimca]-dharm??rthak??mamoksa/2??m idam evaikas?¤dhanamn?¤davidy?¤m par?¤m labdhv?¤ sarasvaty?¤h pras?¤datah (10) 30.nbsp;kambal???§vatarau n?¤gau ?§ambhoh ku/idalat?¤m gataupa?§uh ?§i?§ur mrgo v?¤pi n?¤dena paritusyati 31.nbsp;ato n?¤dasya m?¤h?¤tmyam vy?¤khy?¤tum kena ?§akhyatetatra c?¤njaneyah : n?¤d?¤bdhes tu param p?¤ram na j?¤n?¤ti sarasvat??ady?¤pi majjanabhay?¤t tumbam vahati vaksasi. 32.nbsp;tath?¤ ca vijn??n?Š?§varah :v??n??v??danatattvajnah ?§rutij??tivi?§??radah,t??lajna?§ c?¤pray?¤sena moksam??rgam sa gacchati.



??? 16.nbsp;It is this unstruck sound which is revered by the wise, after the fashion prescribed bythe teachers, which gives deliverance, but is not for pleasure. 17.nbsp;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 etc. 18.nbsp;Now the examination of the body : Between the anus and the male organ is a cakra with four leaves called ??dh??ra ; a cakra,called sv??dhisth??na, with six leaves, is placed at the root of the male organ. 19.nbsp;In the navel is a ten-leaved cakra, called manipiiraka, in the heart a cakra, calledan??hata, of ?‡iva, in his form of quot; OM quot; ; 20.nbsp;this cakra, with twelve leaves, is sought for as an object of adoration. In the throat, theseat of speech, is the vi?§uddha cakra, with sixteen leaves ; 21.nbsp;in it are situated sadja and the others, the seven notes, with all their divisions. Acakra with twelve leaves, called lalana, is in the uvula. 22.nbsp;Between the brows is a lovely cakra of three leaves, called ??jn??. Then there is also the mana?§cakra of six leaves, bestowing all bliss ; 23.nbsp;and further the somacakra with sixteen leaves is mentioned. A cakra with a thousandleaves, however, is situated in the fontanelles, called sudh??dhara (possessing nectar). 24.nbsp;That cakra makes the body prosper by streams of nectar. The

principle of life (jiva) rises along the carotis (susumn??) up to the fontanelles and down again, 25.nbsp;riding on the life-breath (pr??/?a) like an acrobat on a rope. These (the veins and arte-ries) are many ; amongst them, however, fourteen are said to be foremost : 26.nbsp;1st susumn??, 2nd id??, 3rd pingal??, 4th. kuhu, and 5th. payasvin??, 0th. g??ndh??ri, and7th hastijihv??, 8th v??ra/j?? and 9th ya?§asvin??, 27.nbsp;10th vi?§vodar?? and 11th ?§ankhin??, then 12th pu.s?? and 13th sarasvat??, lastly alambus??.Of them the three first mentioned are considered the most important. 28.nbsp;Thus the wise must, in this body, lilled with a mass of dirt, win enjoyment and delive-rance in the right way. 29.nbsp;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) artlia (goods) k??nia (love)and moksa (deliverance). Having obtained the highest knowledge of n??da (sound), bythe favour of Sarasvat??, 30.nbsp;the two serpent demons, Kambala and A?§vatara, became the earrings of ?‡iva.Domestic animals, children, as well as wild animals arc charmed by sound ; 31.nbsp;who, therefore, can tell in full the majesty of sound ? Anjaneya says : Even Sarasvat?? docs not know the opposite shore of the sea of sound ; even now she carriesa gourd near her breast for fear of drowning. 32.nbsp;and

Vijn??ne?§vara says : He, who thoroughly knows the art of v??/i??playing, and is an expert in the subject of?§ruti and j??ti and who knows the time as well, that person is without elfort on the wayto deliverance.



??? (1) J vahati. (2) Pollow reading. Paris man.pataka preritah. 33.nbsp;atmana preritam cittam vahnim ahanti dehajambrahmagranthisthitam pranam sa prerayati pavakah (1) 34.nbsp;pavakapreritah so \'tha, kramad urdhvapathe caranatisuksmam dhvanim nabhau hrdi suksmam gale punah (2) 35.nbsp;pustam Qirse tv apustam ca krtrimam vadane tathaavirbhavayatity evam pancadha kirtyate budhaih. (3) J kanthasthitah. J girahsthitah. (4)nbsp;B asmad. (5)nbsp;J *granthilaksanam. (6)nbsp;B adharam. (7)nbsp;B J dehamadhyam. (8)nbsp;J tatraste \'gni. (9) B vayavah. (10) J krkaram B dhananjajah. 36.nbsp;katham kanthe sthitah pustah syad apustah girse sthitah (3)ucyate tatra ^irasi sancaryarohayarnayoh sambhutir na bhaved yasmad apustah qirasi sthitah (4) 37.nbsp;nakaram pra/7anamanam dakaram analam viduhjatah pranagnisamyogat tena nado \'bhidhiyateatha brahmagranther laksanam (5) 38.nbsp;adharad dvyangulad urdhvam mehanad dvyangulad adhah (6)ekangulam dehamadhye taptajambunadaprabham 39.nbsp;tatragnes tu- sikha tanvi tasmac cakran navangulat (8)dehasya kando \'sty utsedhayamabhyam caturangulah 40.nbsp;brahmagranthir iti proktam tasya nama puratanaihatha vayuh (9) 41.nbsp;pranapanau tatha vyanasamanodanasanjnakah nagam kurmam ca krkalam devadattam dhananjayam (10). 42.nbsp;tesam mukhyatamah pra/jo

nabhikandad adhah sthitahcaraty asye nasikayor nabhau hrdayapankaje 43.nbsp;Qabdoccara/janihsvasocchvasakasadi-kara/iamapanas tu gude medhre kalijanghodare tatha 44.nbsp;vyano \'ksigrotragulphesu katyam ghra/?e ca tislhatisamano vyapya nikhilam ^arlram vahnina saha 45.nbsp;udanah padayor aste hastayor angasandhisutvagadidhatun a?ritya panca nagadayah sthitah 46.nbsp;tvagasrnmamsamedosthimajjaQukrani dhatavahhrdi pra/JO gude \'panah samano nabhisamsthitahudanah ka/jthedcQc syad vyanah sarva?arlragahatha prakrtam anusaramah 47.nbsp;iti vastu (11) sthitis tavad gane tredha bhaved asauhrdi mandro gale madhyo murdhni tara iti kramat 48.nbsp;dvigunah purvapurvasmad ayam syad uttarottarahevam 9arlravinayam daravyam tu viparyayah (11) J ramagane iti.



??? 33.nbsp;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. 34.nbsp;this prana then, stirred by the fire, goes, by and bye, in upward directionand produces an extremely subtile sound in the navel, a subtile in the heart 35.nbsp;then, in the throat, a strong, in the head a weak, and in the mouth a sound with artificialqualities; thus its five divisions are mentioned by the wise. 36.nbsp;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 gl 143)does not take place and therefore the sound in the head becomes weak. 37.nbsp;The letter na is a name for praÂ?a, the letter da is known as fire ; consequently that which is born from the union of prana and fire, is called nada (sound).Now the description of the brahmagranthi. 38.nbsp;Two thumb\'s-breadths above the adharacakra, and two thumb\'s-breadths below the maleorgan, and one thumb\'s-breadth inside the body is a cakra with a hue like that of heated gold ; 39.nbsp;thereon is a thin flame of fire, which stretches nine thumb\'s breadths from the cakra,that is the kanda (bulb, ganglion ?) of the body, four angulas in height and length, 40.nbsp;the brahmagranthi, as it is called by the ancients. Now the winds : 41.nbsp;Pra/?a, apana, the ones called vyana,

samana and udana,further naga, kurma, krkala, devadatta and dhananjaya. 42.nbsp;Amongst them the most important is prana, placed below the nabhikanda (the ganglionof the navel); it moves in the mouth, the nostrils, and the lotus of the heart 43.nbsp;and is the cause of the pronunciation of words, in-and outgoing of breath, coughing and thelike. Apana resides in the anus, the male organ, the hips, the legs and the belly. 44.nbsp;Vyana resides in the eyes, ears, the ankles, the hip and the nose.Samana pervades the whole body together with the fire. 45.nbsp;The udana resides in the feet, the hands and the joints of the limbs.The other five, naga etc, are in the substances like skin etc. 46.nbsp;â€” The substances are skin, blood, flesh, fat, bones, marrow and semen. â€”Pra/?a is stationed in the heart, apana in the anus, samana in the navel,udfwja in the region of the throat, vyana pervades the whole body. 47.nbsp;Now we return the to the subject itself : 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. 48.nbsp;Each one in getting higher and higher is the twofold of its predecessor; such is the case with this our bodily vl/ui, but with the vi/ia of wood it is just the op-posite.



??? 49. svar??pam??tra?§ravan??n n??do \'nurananam vin?? ?§rutir ity ucyate bhed??s tasm??d dv??vim?§atir mat??h (1) J mata B rudr?? vame (2)nbsp;B J ratik??. (3)nbsp;B Â?nityant?? B *sthit??h. (4)nbsp;J k?§itir apy aks?? JB *pinyatha. (5)nbsp;B mandat??. (C) J â™?n?Ž caiva B *n?Žti dve. 50.nbsp;tadabhivyaktaye n??d??sthitir dehe nir??pyate id?? v??me sthit?? n??d?? daksine pingal?? tath?? (1), 51.nbsp;hrdi n??d?? susumn?? tu brahmarandhr??vadhi sthit??atha ?§rutayah 52.nbsp;t??vr??-kumudvat??-mand??-chandovatyas tu sadjag??hday??vat?? ranjan?? ca raktik?? rsabhe sthit?? (2) 53.nbsp;raudr?? krodh?? ca g??ndh??re vajrik??tha pras??rin??pr??ti?§ ca m??rjan??ty et??h ?§rutayo madhyam???§rit??h (3) 54.nbsp;ksiti rakt?? ca sand??piny ??l??piny api pancame (4)madant?? rohin?? ramyety et?? dhaivatasam?§ray??h (5) 55.nbsp;ugr?? ca ksobhin?? dve nis??de vasatah ?§rut?? (6) iti ?§rutivivekah?§rutyanantara-bh??vitvam yasy??nura/?Žan??tmakahsnigdha?§ ca ranjaka?§ c??sau svara ity abhidh??yateathav?? 56.nbsp;svayam yo r??jate n??dah sa svarah parik??rtitah.?§uddh??h sapta svar??s te ca mandr??disth??natas tridh?? (7) J dvi?§rutir vikrtis tad??nisad??. 57. ?§uddha?§ cyut??dibhedena vikrt?? dv??da?§odit??h.catuh?§rutir yad?? sacljo, dvi?§rutivikrtis tath?? (7) (8) B s??dh??rano cyuta^^. (0) J s??dh??rana cyut?? sa sy??tk??kalitve

cyut??li smrtah. 58. s??dh??rane cyutah sa sy??t k??kalitve \'cyutah smrtah (8)tri?§rutir rsabhah s??dh??rane s??j??m ?§rutim ?§ritah (9) 59. catuh?§rutitvam ??pannas tadaiko vikrto bhavet (10)s??dh??rane madhyamasya g??ndh??ras tri?§rutir bhavet 60. svasy??ntaratve bhavati catuii?§rutir iti dvidh?? (11)cyut??cyut??dibhedena madhyamah .sadjavad bhavet 61.nbsp;s??dh??rane \'ntaratve ca dvi?§rutir vikrtos tad??pancamo madhyamagr??me tri?§rutir j??yate svarah 62.nbsp;madhyamasya ?§rutim pr??pya kai?§ike tu catuh?§rutihkai?§ike k??kalitve ca nis??das tricatuh?§rutih (12) 63.nbsp;dhaivato madhyamagr??me vikrtah sy??c catuh?§rutihete ca saptabhih ?§uddhair bhavanty ekonavim?§atih (10) J ?§ajji?§?§rutim ?§rayet. (11) J Â?tir api dvidh??. (12) J om 62 c- 63



??? 49.nbsp;The sound which is so small that it is just perceivable as such by the ear, without re-sounding, is called ?§ruti. In this way the divisions (within the octave) are 22. 50.nbsp;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 pingal??, 51.nbsp;the vein in the heart is susumn??, stretching as far as the fontanelles.Then the ?§rutis. 52.nbsp;t??vr??, kumuvat??, mand?? and chandovat?? are the ?§rutis in sa ;dayavat??, ranjan?? and raktik?? are placed in ri : 53.nbsp;raudr?? and krodh?? in ga ; vajrik??, pras??rin??,pr??ti and m??rjan?Ž, these ?§rutis are placed in ma ; 54.nbsp;ksiti and rakt??, sand?Žpin?? and ??l??pini belong to pa ;madant??, rohin?? and ramy??, these belong to dha ; 55.nbsp;ugr?? and ksobhi/J??, these two have their place in ni. This is the exposition of the ?§rutis.That which consists of an uninterrupted series of ?§rutis, which is resonant in itselfÂ?which is lovely and enchanting, that is called svara (note) 56.nbsp;or the sound which rules (r??jate) by itself (svayam) is called svara (from s va (yam) and r??-(jate) ) Seven in number are the unaltered notes, three-fold by the diff?Šrent registers, lowand the others. 57.nbsp;By the alterations called cyuta etc. the unaltered notes are said to have twelve alter-ed forms. When sa has four ?§rutis, and two ?§rutis are subject to alteration, 58.nbsp;then, in

this alteration called s??dh??ra/ia, sa will be called cyuta. In the alteration calledk??kali sa will be called acyuta. The ri, normally of three ?§rutis, in the alteration called s??dh??rana absorbs one ?§rutiof sa, . 59. and consequently gets four ?§rutis ; that is one alteration. When the alteration called s??dh??ra/ja takes place with ma, ga will have three ?§rutis(instead of two) 00. and when it comes in the alteration called antara, ga will be of four ?§rutis ; thus (thechanges of ga are) twofold. By the difference in cyuta and acyuta tlie ma is like tlie sa. 61.nbsp;In the alteration s??dh??ra/?Ža and in that called antara two ?§rutis are changed.In the madhyamagr??ma the pa becomes a note of three ?§rutis, 62.nbsp;but in the case of the kai?§ika alteration pa has four ?§rutis, having annexed a ?§ruti of ma.In the state of kai?§ika and k??kali ni has respectively three and four ?§rutis. 63.nbsp;In the madhyamagr??ma dha should have four ?§rutis (taking one from pa).Thus all these, together with the seven unalterated notes, amount to 19,



??? atha v??dy??dibhed??h64. vady??dibhedabhinn???§ caturvidh? s te svar??h kathit??h (13)r??gotp??dana?§aktir vadanam tadyogato v??di. (14) j svaraprayoge B balah ?Ÿ5_ bahulasvarah prayoge sa bhavati r??j?? ca sarves??m (14). SV??F??il* ?§rutayo \'stau dv??da?§a v?? bhavanti madhye yayoh svarayoh (13) conj. smrt?¤h. (15)nbsp;B ridhau viv??dinau. (16)nbsp;B J add tath?? ca ratn??kara. (1)nbsp;J B om. (2)nbsp;J B om 67 c. d. \' 66.nbsp;samv??dinau tu kathitau parasparam tu nis??da-g??ndh??rau ridhayor viv??dinau stas tayor ridhau v?? (15)viv??dinau syat??m (16) sadjamadhyamapancan??m (ca) (1) 67.nbsp;?§es??/?Ž??m anuv??ditvam svar??n??m upaj??yateeka-?§rutyantarayau kau tau mitha?§ ca viv??dinau (2) 68.nbsp;v??d?? r??j?? svaras tasya samv??d?? sy??d am??tyavat?§atrur viv??d?? tasya sy??d anuv??d?Ž tu bhrtyavat. iti v??dy??dibhed??hgr??mah svarasam??hah sy??n m??rchan??deh sam???§rayahtau dvau dhar??tale tatra sy??t sadjagr??ma ??dimah 69.nbsp;dvit?Žyo madhyamagr??mas tayor laksanam ucyate.sadjagr??mah pancame svacaturtha?§ruti-samsthite 70.nbsp;svop??ntya?§rutisamsthe \'smin madhyamagr??ma isyateyad v?? dhas tri?§rutih saclje madhyame tu catuh?§rutih 71.nbsp;rimayoh ?§rutim ekaik??m g??ndh??ra?§ cet sam???§rayet (3)pa?§rutim dho nis??dhas tu dha?§rutim sa?§rutim ?§ritah

72.nbsp;g??ndh??ragr??mam ??caste tad?? tam n??rado munihpravartate svargaloke gr??mo \'sau na mah??tale (4) 73.nbsp;sadjah pradh??nam ??dyatv??d am??ty??dhikatas tath??gr??me sy??d avilopitv??n madhyamas tatpurahsarah (5) (3) J g??ndh??ra?§ ca. (4) Conj. iti gr??malaksanamafter ?§l 72. (5) B J Â?dhyamas tii. (6) J adds kram??d gr??matrayodev??h brahma-vi^n??-mahe?§-var??h. Etad etc. 74.nbsp;etatkulapras??tatv??d g??ndh??ro \'py agran??r divi (6)g?Žrb??nakulasambh??t??h sadjag??ndh??ramadhyam??h 75.nbsp;pancamah pitrvam?§ottho ridhau rsikulodbhavaunis??do \'suravam?§ottho br??hmanah samapancam??h 76.nbsp;ridhau tu ksatriyau jncyau, vai?§yaj??t?Ž nigau matau?§??dr??v antarak??kalyau kramena kathit?? budhaih, iti gr??malaksa/?Žam.Follow six ?§lokas taken from .1, left out in allmanuscripts except J., coinciding with S. R. I. 3. 55a-60. belonging to the text, because mentioned in the



??? Now the differences of vadi etc. 64.nbsp;By the division into vadi etc, the notes are of four kinds. Vadana (sounding) is the power by which raga (charm) comes into existence, hence theterm vadi (sonant), 65.nbsp;(which means) the note which occurs often in the performance and becomes the king ofall (the other notes). The two notes in between which there is a distance of 8 or 12 grutis, 66.nbsp;are called samvadi (consonant).Ni and ga are vivadi (dissonant) respectively with ri anddha. Or, with other words, ri and dha are dissonant with ga and ni. 67.nbsp;With the other notes, sa, ma and pa, there exists anuvaditva (assonance). The two notes which are only one gruti distant from one another are vivadi (dissonant) 68.nbsp;The note which is vadi is the king, and the note which is samvadi with it is like the mi-nister. Its enemy is the vivadi, and the anuvadi its servant.nbsp;. . . Thus far the differences of vadi etc.. A series of notes is called griiina, the dwelling place of murchana etc.There are two gramas on this earth of which the sadjagrama is the principal. 69.nbsp;The second is the madhyamagrama. Of both the characteristics are told now, The sadjagrama comes in to existence by the circumstance that pa stands on its properfourth gruti. 70.nbsp;The madhyamagrama is recognised when the pa stands on its third gruti.When, however, dha consists of three grutis, and in sa and

ma each are four grutis 71.nbsp;when ga takes up one gruti of each ri and ma, and dha absorbs one yruti of pa, ni on the other hand one of dha, and sa. 72.nbsp;then the muni Narada calls it the Gandhara grama.That grama is frequent in heaven, but is not found on earth. (These arc the characteristics of grama) 73.nbsp;The sa is the principal on account of its being the lirst. but, on account of the importance of the minister the ma may be sent before it, in thegrfima, without harm. 74.nbsp;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, 75.nbsp;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 76.nbsp;arc brahmins, ri and dha ksatriyas, ni and ga vaigyas,the antara and ktlkali notes, subsequently, gudras. [These are\' the characteristics of the Grama.]Translation of the omited glokas, found in text J. ; (the colours are respectively :)



??? contents, ?§l. 8. 9 (7) [(S. R. I. 3. 54d) var/?Ž??s tv ime kram??t](77.) padm??bhah pinjarah svarnavarnah kunjaraprabho \'sitah pitah karvura ity esam janmabh??mim atho bruve(78.) j amb???§??kaku?§akraunca?§??lmal??svetanamasu dv??pesu puskare caite jatah sadjadayah kramat(79.) vahnir vedhah ?§a?§??nkaka?§ ca laksm??k??nta?§ ca n??radah rsayo dadr?§uh panca sadj??d??ms tumburur dhan??.(80.) vahnibrahmasarasvatyah ?§r???§a?§arvagane?§var??h sahasr??m?§ur iti prokt??h kramat sadj??didevat??h(81.) kram??d anustub g??yatri tristup ca brhat?? tatahpanktir usnik ca jagat??ty ??hu?§ chand??msi s??disu (1) B saptasaptadh??h. (82.) sar?? v??re \'dbhute raudre dho v??bhatse bhay??nakek??ryau gan?Ž tu karune h??sya?§rng??rayor mapau. 77.nbsp;kram??t svar??n??m sapt??n??m ??roha?§ c??varoha/mmm??rchanety ucyate gr??matraye t??h sapta sapta ca (1) 78.nbsp;sth??natraya-sam??yoge m??rchan??rambhasambhavahtatra madhyasthasadjena sadjagr??masya m??rchan?? 79.nbsp;pratham??rabhyate \'ny??s tu nis??d??dyair adhastanaihmadhya-madhyamam ??rabhya madhyamagr??ma-m??rchan??h 80.nbsp;??dy??ny??s tadadho \'dhasthasvar??n ??rabhya sat kram??tsaclje t??ttaramandr??dy?? rajan?? cottar??yat?? (7) S. R. I. 3. 55a-60. (2)nbsp;B. J. a?§vakrant??bhirudgat??, (3)nbsp;B sauv?Žr??. (4)nbsp;J adds after 83d

t???§ casvagre prayoktavya vi?§t?§??datra nodlt??h. (5)nbsp;conj c??ntaia ? (6)nbsp;B y atha. 81.nbsp;?§uddhasadj?? matsarikrt?? a?§vagr??m?? marudgat?? (2)sauvir?? madhyamagr??me hari/J???§v?? tatah par?? (3) 82.nbsp;sy??t kalopanat?? ?§uddhamadhy?? m??rgi ca pauravihrsyak?? saptam?? prokt?? m??rchanety abhidh?? im??h 83.nbsp;nand?? vi?§??l?? sumukh?? vicitr?? rohi/??? sukh?? al??p?? ceti g??ndh??ragr??me syuh sapta murchan??h (4) 84.nbsp;prthak caturvidh??h ?§uddh??h k??kal?? kalit??s tath??s??ntar??s tad vayopet??h satpanc???§at tu m??rchan??h (5) 85.nbsp;yad?? nis??dasanjnakah ?§rutidvayam sam???§rayet (6)tad??rdhvasasya k??kal?? tad?? sa kathyate budhaih 86.nbsp;yad???§rayati g??ndh??ro madhyamasya ?§rutidvayam,tad??s??v antarah prokto munibhir rtusandhivat 87.nbsp;m??rchan??y??m y??vatithau bhavet??m sadjamadhyamaugr??mayos t??vatithy eva m??rchan?? s?? prak??rtit??



??? (77.) like the lotus, reddish yellow, of golden colour, like the jasmin, black, yellow and spotted. Now I will enumerate their continents of birth :(78.) Jambu, gaka, k??ca, kraunca, galmali, gveta, and puskara, in these continents are born respectively sa and the other notes.(79.) Fire, the creator, the moon, Visnu, Narada, and the sages, have created the first five notes, Tumburu the notes dha and ni.(80.) Fire, Brahma, Sarasvat??, Vis/2u, giva, Ganesha and the sun, thus are enumerated their respective principal deities.(81.) Anustub, gayatr??, tristubh, brhat??, pankti, usnih, and jagat??, respectively, are called the metres belonging to sa and theother notes. (82.) 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 pathetic, ma and pa in the comic and erotic sentiment. 77.nbsp;The ascending and descending of the series of seven notes, one after the other, is calledm??rchana. Of them there are seven in each of the three gramas. 78.nbsp;The possibility of the development of m??rchanas lies in the connecting of the threeregisters. The first m??rchana of the sadjagrama begins on the middle sa, 79.nbsp;the others respectively on the ni and the notes below that. The first murchana of the madhyamagrama is started on the middle ma, 80.nbsp;the others on the six notes successively below it. In the sadjagrama the first

m??rrchana is called uttaramandra, then follow rajan??, utta-rayata, 81.nbsp;guddhasadja, matsarikrta, agvagrama and marudgata. In the madhyamagrama : sauvir??, hari/Jagva, and after that 82.nbsp;kalopanata, guddhamadhya, marg?? and pauravi, whereas the seventh is called hrsyaka. In that way the m??rchanas are named. 83.nbsp;Nanda, vigala, sumukh??, vicitra, rohi/n, sukha, and alapaare the seven m??rchanas in the gandharagrama. 84.nbsp;Each m??rchana has four varieties, called guddha (pure), kakal??, kalita and antara.In that way we get fifty-six m??rchanas (leaving out the gagrama) 85.nbsp;When the note called ni absorbs two grutis of the sa above it,that variety is called kakali by the wise. 86.nbsp;When ga annexes two grutis of ma, then it is called antara by the wise, (a phenomenon which is) like the melting of one season in the other. 87.nbsp;After the position (f. i. 3rd, 4th etc) which sa and ma occupy in a m??rchana of their own gr??mas respectively, the m??rchana in question is called (f. i. the third, fourth,etc).



??? pratliam??disvar??rambh??d ekaik?? saptadh?? bhavettas??cc??ry??ntyasvar??nt??n p?šrv??n ucc??rayet kram??t (7)nbsp;J netr??nkar??.nbsp;\' 89. te kram??h kathit??s tes??m samkhy??-netr??kara matah (7) (8)nbsp;J yad?? ca B. J. audavati.nbsp;yad?? tu m?šrchan??h ?§uddh??h s??dav??udavit?? krt??h (8) (9)nbsp;J m??rchan??s tatra. (10)nbsp;B J saripasaptamaih. (11) B J dvi?§nitibhy??m.rip??bhy??m.. (12)nbsp;B J ?§rutibhy??m. (13)nbsp;J Â?dvaye mat??h. (14)nbsp;B sarves??m. (15)nbsp;J sarve catura?§ltih syuh. (1)nbsp;B. J. Â?c??ritasvar??h. (2)nbsp;B J om. 06 d and 07 a. b. c. (3)nbsp;also om. in S. R. (4)nbsp;B ekak??sy??m. (5)nbsp;B m??rchan??sth??. (6)nbsp;B sankhy??t??. 90.nbsp;tad?? tu ?§uddhat??n??h syur m?šrchan???§ c??tra sadjag??h (9)sapta kram??d yad?? h??n??h svaraih saripamadhyamaih (10) 91.nbsp;tad??stavim?§atis t??n??h s??dav??h parik??rtit??hyad?? tu madhyamagr??me m??rchan??h sarigojhit??h 92.nbsp;sapta kram??d yad?? t??n??h syus tcid?? tv ekavim?§atih.evam ekonapanc??can milit??h s??dav?? mat??h â€?93. sap??bhyam dvi?§rut??bhy??m ca ridh??bhyam saptavarjit??h (11)sadjagr??me prthak [prthak] tan?? ek? vim?§atir audav??h. 94.nbsp;tri?§rut??bhy??m dvi?§rut??bhy??m madhyamagr??mam??rcha-n??h (12), yad?? h??n??s tad?? tan???§ caturda?§a sam?Žrit??h. 95.nbsp;audav?? milit??h

pancatrim?§ad gr??madvaye sthit??h (13) . .sarve tu catura?§??tir milit??h s??davaudav??h (14) iti ?§uddhat??navivekah (15) 96.nbsp;asamp??rn???§ ca samp??rn?? vyutkramocc??rit??h svar??h (1)m??rchan??h k??tat??n??h syur [iti ?§??stravinirnayah (2) 97.nbsp;p??rn??p??rn??di-sankhy???§ ca punarukt??pas??ran??h (3)m??rchan??h k??tat??n??h syuh] tes??m sankhy??bhidh??yate. 98.nbsp;p??rn??h pancasahasr??ni ?§atv??rim?§adyut??ni caekaikasy??m m??rchan??y??m k??tat??n??h sahakramaih (4) 99.nbsp;satpanc??can m??rchan??h syuh p??rn??li k??t???§ ca yojit??h (5)laksadv? yam sahasr??/?š dvya?§??tir dve ?§ate tath?? 100.nbsp;?§atv??rim?§ac ca vikhy??t?? ath??p??r/i??n pracaksmahe (6)ekaik??nty??ntyavirah??d bhed??h sad .satsvar??dayah. 101.nbsp;ekah svaro \'tra nirbhedo \'py ukto nast??disiddhayekram???§ c??k??tat??natve \'py ukt??s tes??payoginah. 102.nbsp;syuh s??dav??n??m vim?§aty?? saha ([fromB. J.] sapta ?§at??ni ca)audav??n??m tu vim?§aty??sahitam ?§atam ucyatecatuhsvar??n??m k??t??n??m caturvim?§atir ?Žrit??h 103.nbsp;trisvar??h sad dvisvarau dv??v ekas tv ekasvaro matah (7)??rciko g??thika?§ caiva s??miko\' thas var??ntarah (8) (7)nbsp;J eka eva svaromatah. (8)nbsp;B cm. tv.



??? 88.nbsp;By beginning on the first note, of the first m??rchana each can become sevenfold whenone sings so, that the last but one of the, previous series becomes the last of the seriessung. f. i. sa. re ga ma pa dha ni sa, sa re ga ma pa dha ni, sa re ga ma pa dha etc. 89.nbsp;These varieties are called kramas. Of them there are counted 392 (seven times56, see gl. 84). When the m??rchanas are guddha, or in a hexatonic or pentatonicform, 90.nbsp;then these kramas are called otherwise guddhatanas. The seven murchanas ofthe sadjagrama can be taken without the notes sa, ri, pa and ma, respectively 91.nbsp;and thus the total number of hexatonic tanas becomes 28. When, in the same way, the seven m??rchanas of the madhyamagrama are taken 92.nbsp;without sa, ri or ga respectively, then the total number of tanas is twenty-one.In this way all the hexatonic forms together make forty-nine. 93.nbsp;When in the sadjagrama each m??rchana is sung when either sa and pa, or the notes of two grutis (ga and ni), or ri and dha, are cast out from the seven, thenthe number of pentatonic tanas becomes 21. 94.nbsp;When in the madhyamagrama the notes with three grutis (ri and pa) or thenotes with two grutis are left out from the m??rchanas, then 14 tanas are known. 95.nbsp;All the pentatonic tanas of the two gramas together make 35.Hexatonic and pentatonic together give a

total of 84. quot; This is the exposition of the guddhatanas. 96.nbsp;The m??rchanas, either complete (heptatonic) or incomplete, of which the notes are sung in any inverted order, are called k??tatanas [thus is the rule of the books. 97.nbsp;The m??rchanas got by the number of the complete and incomplete together,lessened by the number of the ones twice mentioned, are called k??UitanasJ Their numberwill be told now: 98.nbsp;There arc fivethousand and forty complete k??tatanas together with their kramasin each murchana separately. 99.nbsp;M??rchanas there are fifty-six, which, multiplied with the number of k??tatanasgives a product of twohundrcd-eighty-twothousand-twohundred and forty (of TOO. k??tatanas in all heptatonic m??rchanas together). Now we will consider the incompleteones. By omiting the last npte each time we get six dilTerent forms, of six notes and so on. 101.nbsp;One single note has no variations. For the accomplishment of nasta etc. the varieties mentioned under the head of ak??ta (= guddha) will be combined later onwith those mentioned here. 102.nbsp;Of the hexatonic variety there are ([from B. J.] sevenhundred) and twenty k??tatanas ;of the pentatonic variety one hundred and twenty;and twenty-four of the k??tatanas built of four notes ; 103.nbsp;The variety of three notes has three, that of two, two k??tatanas, one note is considered only as one.

Arcika, gathika, samika and svarantara,



??? 104. ekasvaraditananam caturnam abhidha imah (9)uktaguddhadibhedena nigayuktag caturvidhah 105. tayor ekaikahinas tu dvedha mulakramo matah (10) sadjadyau madhyamadyau ca catvarah syur dvidha dvidha 106.nbsp;caturdhanye dagety astacatvarimgad ami kramah (11)savimgatih saptagati prag ukta gunitaih kramaih (12) 107,nbsp;catustrimgatsahasrani sastyapangagatani ca (13)iti sadavasankhya syad atha pancasvaran bruve : 108. gadyau dhadyau nisadadyau caturbhedah sad audavahastav anye dvidhety evam catvarimgad ime kramah (14) 109.nbsp;savimgatau gate taig ca gunite \'stau-gatani tucatvari ca sahasrani sankhya pancasvaresv iti 110.nbsp;catuhsvaresu nyadyau dvau caturdha dvadagaparekramad dvidheti dvatrimgaccaturvimgati tah (15) [te] kramat 111.nbsp;gatani saptastasastya syac catuhsvara-sammitih (9) J svarantakati. (10) J B Â?krama mata^i. (11)nbsp;J kramafc. (12)nbsp;J sapta^ataih. (13)nbsp;J satpanca^atgatani. (14) B J ami kramat. (15)B J caturvim^ati-taditah. 112.nbsp;trisvaresu tu madyau dvav abhedau dvadagaparedvidha sadvimgatir iti kramat te sadbhir fdiatah (16) 113.nbsp;satpancacacchatam ca syad dvisvaresu punar dvidharigadhanyadayo \'stau syuh guddhfih sad itare kramah (17) 114.nbsp;dvavimgatis te ca catugcatvarimgad vitaditfdiekasvaras tv abhedatvan maula eva gaturdaga (10) B kramas te. (17) J itare

kramad. 115.nbsp;sadjadeh guddhamadhaya bhedakam pancamam vinacatuhsvare kramadvandve \'stacatvarimgad iritah 116.nbsp;tanas trisvarayos tv etc dvadaga dvisvare dvayam(1) B J auttaramandrakaih. eka ckasvaras tc .trigastir uttaramandrakaih (1) agityabhidhika catuhsvari sa/7/3avatir bhavet (3) 118. dvadaga trisvaradvandve catvaro dvisvaradvaye (4)eka eva svaras tanas tesam pancagati tv iyam (5) (4)nbsp;J dvadaca trisvaram, dvand-ve. (5)nbsp;J pancagata tviyam. (2)nbsp;J Â?gi kramah J punaruk- 117. punarukta matas tanair nyadimargi kramat punah (2) pancasvara ye catvaras tattananam catuhgati (3)nbsp;J. Â?dhika catul? risastava-tibhir (?)



??? 104.nbsp;thus are called the four tanas of one note and so on. By the afore-said differences of guddha etc, the tanas connected with ga and ni havefour different varieties. 105.nbsp;When one of these two (ga, ni) is missing [in the scale], the basic tana has only two varie-ties. Thus, the two varieties of sa and ma both make four, (consequently) two groups oftwo in each grama, 106.nbsp;the other ten have four each ; so these kramas taken together are 48 in number.The previously mentioned sevenhundred and twenty (see gl. 102), multiplied 107.nbsp;with these forty-eight, give a product of thirtyfourthousand-fivehundred and sixty,which is the number of the variations possible with six notes. Now I will mentionthe (variations of) five notes 108.nbsp;The two beginning with ga, with dha and with ni, these six pentatonic scales have fourvarieties each ; the other eight have two varieties each, consequently these kramas number 40. 109.nbsp;When the above mentioned 120 are multiplied by them, the product, givingthe total number of variations of five notes, will be 4800. 110.nbsp;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 [from B. J.] 111.nbsp;with the previously mentioned twenty four gives 768 as the total of combinationswith four notes. 112.nbsp;In the scales 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 113.nbsp;previously mentioned six, it gives 156 as the product. In the scales of two notes the eight beginning on ri, ga, dha and ni arc twofold, the other six without variety, 114.nbsp;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. 115.nbsp;Of the m??rchana guddhamadhya (in the magrama) which begins on sa, without thepa, which makes the diflerence (between sadja and madhyama grama), forty-eight tanas are mentioned in the pair of kramas of four notes : 116.nbsp;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 thosewhich are 117.nbsp;considered as mentioned already, (namely) when enumerating the tanas of the m??r-chana uttaramandra (of the sagrama). In the same way the four tanas of five notes (without the characteristic pa), in them??rchana marg?? (of the ma-grama), have 480 varieties, the tanas of four notes have ninety-six verieties, twelve the couples of three 118.nbsp;notes, four those of two, and one the single note. The sum total of these amounts to fivehundred and ninety three, viz. tanas which have no difference with

the



??? trinavaty?¤ yuta t?¤nair abhinn?¤ rajanigatair (6)119. dhaivat??des tu pauravy???§ catv??ra satsvar?¤h kram??ttatt??n??n??m tu s???§?Žtih ?§at??stavim?§atir mat??h (6) B eka ekasvaras. (7) B J pr??guktasankhyakahB trisvaro. (8)nbsp;J om 121 b. G. d 122 a. (9)nbsp;J 122 d repeats sahasr??-n??m catustayam. I 1 (10) J iti ku^at?¤naprak?¤raB *prakaranam. (11) J *cid vilak?§adau. (12)L*dholikhedKhandameru.sa ri ga ma pa dha ni 0 0 0 0 0 0 ~r 2 T Ti 120 720 12 48 240 1440 300 2160 quot;?”?” 480 288?– 600 3600 4320 (13) J *kam atho. (14) J *gune. 120.nbsp;audav??n??m caturn??m pr?¤g ukt?? sankhy?? catuhsvaretrisvarau dvisvar??v ekasvarah pr??g uktasanjnakah (7) 121.nbsp;pancavim?§atisamyukt?? catustrim?§acchati tv iyamt??n??n??m sadr?§??k??r?? sy??t t?¤nair auttar??yataih (8). 122.nbsp;ity ek?? [daj?§??tisamyuktam sahasr??n??m catustayamt??n??n??m punarukt??n??m p??rn??p??rnaih saha kramaih (9) 123.nbsp;apan??yeta ced es?? k??tat??namitir bhavetlaksatrayam saptada?§asahasr??ni ?§at??ni canava trim?§adyukt??n??ti jn??nopayo \'tra kathyate. iti k??tat??napras??ranam (10). 124.nbsp;sankhy??jn??naprak??ras tu s??mpratam kathayisyateank??n ek??disapt??n t??n ??rdhvam ??rdhvam likhet tatah 125.nbsp;hate p??rvena p??rvena tesu c??nke pare pareekasvar??dit??n??n??m sankhy?? sanj?¤yate kram??t.

126.nbsp;dvisvaram trisvaram v?¤pi catuhsvaram ath??pi v??kramam kimcid vilikhy??dau p?šrvah p??rvah par??d adhah (11) 127.nbsp;svarah sth??pyah sa ced agre tatp??rvas tad adho bhavetpurato \'pi likhed dhim??n svar??n uparivartinah (12) 128.nbsp;m??lakramah kram??t prste ?§esah prast??ra ??dr?§ahnastoddistaprabodh??rtham kha/jclamerur athocyate 129.nbsp;saptakosth??m likhed ??dy??m panktim ekaikakoslhatahh??nam tu p??rvap??rvasm??t panktisatkam adho likhed (13) 130.nbsp;??dyapankty??dikosthe tu likhed ekam paresu khamdvitiya-pankt??v apy ekam ??dyakosthe likhed budhahparesu p??rvap?šrv??nkam ko.sthasankhyagu;jam nyaset (14) (15). B J 131 tam ev??nkamko?§thasankhy?? gunam nya-set tatal? param tadadho\'dhasthako?§the?§u, khandame-fur ayam matah. (1) B. J. ?§unye?§u. 131.nbsp;evam eva likhed ankam adho \'dhali panktikosthakamkhandamerur ayam prOkto nastoddislaprabodhakah (15) 132.nbsp;vedyat??nasvaramit??n dattv?? tesv eva lostak??n (1)m??lakramam likhed ??d??v uddistam tad adho likhet



??? corresponding ones in rajani (of the sa-grama). 119.nbsp;In the same way there are four tanas of six notes (without the characteristic pa) in themurchana pauravi (ma-grama) beginning on dha. These have 2880 varieties; of the four tanas of five notes 120.nbsp;the number has been mentioned already, and the same is the case withthe varieties of four, three, two notes and one note. 121.nbsp;The sum total of these amounts to threethousand-fourhundred and twenty five,which are the tanas coinciding with those of the murchana uttarayata (of the sa-grama). 122.nbsp;In this way we get a number of four-thousand and eighty-one tanas mentionedtwice, together witli their kramas in complete or incomplete form. 123.nbsp;When this number is deducted from the total mentioned before, the numberof kutatanas becomes threehundred-and-seventeen-thousand ninehundred andthirty. A means to know them is told now. Thus far about the kutatanas. 124.nbsp;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. 125.nbsp;Multiplying the first with the second, the third with that product and so on one gets the number of tanas of one note etc. respectively. (1 X 2, 2 X 3, 6 x 4, etc.) 126.nbsp;(see appendix I). Having written a (mula)-krama of two, 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 ; 127.nbsp;when that one is already above, (to the right) then take the previous one, and writeit below ; 128 to the left write the notes of the basic krama in due order. The rest of the expositiongoes in the same way. And now the kha/ulameru will be described, in order to explain the question of nastaand uddista. 129.nbsp;One should draw a row of seven squares to begin with ; below that six rows more,each with one square less than the previous one. 130.nbsp;In the first quarc of the first row one should write one, in the others nought(Sec 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 numbereach time. 131.nbsp;In that way one should fill in the squares of the lower rows as well.That is called the kha/jclameru explaining nasta and uddista. 132.nbsp;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 out either number or form) one should write the mfilakrama (that is the kr. in its original form) lirst, and under that the uddista-tana (a given tana of which one wants to know the number in the series). a



??? (2)nbsp;J. B. *sy??nty??n J. porva. 133. svar?¤n m??lakramasy?¤nty?¤t p??rvam t??vatithah svarah (2) (3)nbsp;J. uddist??ntafi.nbsp;udd?Žst??iityas t??vatithe kosthe \'dho lostakam ksipet (3) (4)nbsp;J. sy??i labdham tyaktv??. 134. lostac??laiiam aiity??t sy??t tyaktv?? labdham kramo bhavet (4) samas ced antimo \'ntyena so\' pi ty??jyah prayatnatah. 135.nbsp;lost??krant??nkasamyog??t uddistasya mitir bhavetsankhyay?? tu yad?? r??pe prste nastam tad ucyate 136.nbsp;yair ankair nastasankhy?? sy??n maulaik??nkasamanvitaihnastat??nasvarasth??nam tair jn??tv?? tam svaram likhet (5)nbsp;J iti khanijameru. (6)nbsp;B adds atha s??dh??ranah. (7)nbsp;B kakalyantara?§adjam. (8)nbsp;J adds after â™?ijan??t : s??dh??-ra??Žam matam sasya B. J.*iha y??ter s??dh??ranam vidulj. (9) B. J. nir??pyate. 137.nbsp;kramo \'tr??pi ca kartavyo labdhaty??gena p?šrvavattathaiv??tra likhec chistam evam nastottaram vadet 138.nbsp;t??nasvaramitordhv??dhahpanktig??nty??nkami?§ran??t ekasvar??dit??n??n??m sankhy?? sanj??yate sphulam.iti khandameru nastoddistaprakara/mm (5) 139.nbsp;s??dh??ranam bhaved dvedh?? svaraj??tivi?§esa/j??t (6)svaras??dh??ranam tatra caturdh?? parik??rtitam 140.nbsp;k??kalyantara sadjai?§ ca madhyamena vi?§esa/i??t (7)s??dh??ranam k??kali hi bhavet sadjanis??dayoh (8) 141.nbsp;antarasy??pi gamayor evam

s??dh??ra/?Žam matamnis??do yadi .sadjasya ?§rutim ??dy??m sam???§rayet 142.nbsp;rsabhas tv antim??m proktam sadjas??dh??ra/iam tad??madhyamasy??pi gamayor evam s??dh??ra/mm matamr??g??l??panasamyuktam j??tis??dh??ra/mm viduh iti s??dh??ranaprakara/jam 143.nbsp;g??nakriyocyate var/mh sa caturdh?? nir??pitah (9)sth??yy??rohyavaroh?? ca sanc??r?? tv atha laksa/?Žam 144.nbsp;sthitv?? sthitv?? prayogah sy??d ekaikasya svarasya yahsth??y?Ž var/?Žah sa vijneyah par??v anvarthan??makau 145.nbsp;etatsammi?§ra/J??t varnah sancar?? parik??rtitah athav?? yatropavi?§yate r??gah, svarah sth??y?Ž sa kathyate.iti sth??yy??divar/ialak.sa/?Žam 146.nbsp;g??t??dau sth??pito yas tu, sa grahasvara ucyate iti grahasvarahny??sah svaras tu vijneyo yas tu g?Žtasam??pakal.i.



??? 133.nbsp;The number of the place occupied by the last note of the uddistat??na in the m??lakramacounted from the last, that is as well the number of the square below to which thepebble must be shifted. 134.nbsp;The shifting of the pebbles must be started from the end. By leaving out the note thusobtained (both in m?šlakr. and udd.) the new krama will be made. Whenever the last of m??lakrama and uddista are the same, that note is to be carefullyleft out. 135.nbsp;The number of the uddista (in the series) is obtained by adding together the figures onwhich the pebbles have been put. When the form is required of a t??na of which the number is given, that is called naÂ§ta. 136.nbsp;Having obtained the place of a note of the nastat??na, by shifting thepebbles to those figures which, combined with the figure one, of the first square of the first row, make up the number of the nastat??na, one must write downthat note. 137.nbsp;The new krama must be made like before by dropping from the m??lakrama the noteobtained ; and now also one must write down the notes leftover. In that way one tells the rest of the nasta. 138.nbsp;By adding together the last figures of the vertical rows, as many as there are notes in the tana, the number of t??nas of one or more notes clearly comes outThus far the kha/jclameru, nasta and uddista. 139.nbsp;S??dh??ra/gt;a (amalgamation) is of two kinds,

namely that of notes and that of j??tis.The s??dh??ra/ja of notes is fourfold : 140.nbsp;the k??kali, antara, sadja and niadhyamas??dh??ra/ja.K??kali-s??dh??ra/ia exists between the notes sa and ni, 141.nbsp;anatra-s??dh??ra/Ja between the notes ga and ma.When ni absorbs the first ?§ruti of sa, 142.nbsp;the note ri the last ?§ruti of that same note, then it is called sadjas??dh??ra/ja.S??dh??ra/ja between ga and ma is called madhyama-s??dh??ra/ja. The s??dh??ra/ui of j??tis they know to be connected with the subject of r??g??l??pana.Thus far the subject of s??dh??ra/?Ža. 143.nbsp;Uttering notes in singing is called var/ja ; this can be of four kinds : sth??y?Ž, ??roh?Ž (ascen-ding), avaroh?? (descending) and sanc??r??. Defined thus : 144.nbsp;the execution of each single note, which remains on the same pitch, is called sthay??,the next two are what their names indicate. 145.nbsp;the vaivia arising from the mixing of the previous is called sancar??.or : the note in which the r??ga ends, is called sth??y?Ž. Thus far the delinition of the vaivms called sth??y?Ž etc. 146.nbsp;The note placed at the beginning of a song is called graha (the incipient). That is the grashasvara.The ny??sa is the note that finishes a song.



??? (1) J ity ??lank??ra laksanam ;om. the examples. (2)nbsp;J ny??sopany??sa conj. acc.to Sangitar. (3)nbsp;I 7. 28. mandr???§ca. (4)nbsp;B. m??rge?§u. (5)nbsp;B. Â?tve. (6)nbsp;J svar??n. (7) B J mayurac??takacch??gakrauncakokiladarduralj g??jasca sapta ?§adjadi kramaducarayanty ami. (8) J om catura .B J add(â™?yah) prathamah. iti ny??sasvarah. 147.nbsp;bahulatvam prayogesu sa am?§asvara ucyate iti am?§asvarali 148.nbsp;vi?§istavarnasandarbham ??lank??ram pracaksyateekaikasy??m m??rclia77??y??m trisastir udit?? budhaih ath??lank??raprast??rali (1) :sari, sari, gari, gari, gama, gaina, pama, pama, padhapadha, padha, dhani, dhanisa. iti prathamahsasa, riri, gaga, mama, papa, dhadha, nini, sasa.iti dvit??yali ity ??lank??ralaksanam. 149.nbsp;grah??m?§at??ramandr??n??m ny??s??pany??sakau tath?? (2)api sanny??saviny??sau bahutvam c??lpat?? tatah (3) 150.nbsp;et??ny antaram??rgena saha laksm??ni jatisu (4)s??davaudavite kv??p??ty evam ??hus trayoda?§a (5). atha svar?? ucyante (6). 151.nbsp;?§rutibhyah syuh svar??h sadj??rsabhag??ndh??ramadhyam??hpancamo dhaivato c??tha nis??da iti sapta te tes??m sanjn?? sarigamapadhan?Žty apar?? mat??h. 152.nbsp;sadjam vadati may??rah svaram rsabh??khyam c??tako br??te (7)g??ndh??r??khyam ch??go nigadati paksi tu madhyamam kraun- call 153.nbsp;gadati pancamam

ancitav??kapikoratati dhaivatam unmadadardurah?§rnisam??hatamastakakunjarogadati n??sikay?? svaram antimam Iti svaraprakaranamiti ?§rilaksm??dharasutacaturad??modaraviracite sa/ig??tadarpa/iesvaragat??dhy??yah (8).



??? That is the ny?¤sasvara. 147.nbsp;The note which occurs frequently in the execution of a song is called amga, that is the amgasvara. 148.nbsp;the intertwining of separate varnas is called ?¤lank?¤ra, of which there are mentioned by the wise sixty three in each separate m??rchan?¤. Then the example of ?¤lank?¤rassari, sari, gari, gari, gama, gama, pama, pama, padha, padha,padha, dhani, dhanisa. That is the first,sasa, riri, gaga, mama, papa, dhadha, nini, sasa,that is the second. Thus far the definition of c?¤lank?¤ras. 149.nbsp;Graha, amga, t?¤ra and mandra, nyasa and apany?¤sa, sanny?¤sa andviny?¤sa, bahutva (frequence) and alpat?¤ (scarcity) together 150.nbsp;with the antaramarga, hexa-and pentatonality, these thirteen sometimes are enumerated as characteristics in the jatis (J. B.).Now the notes are told : 151.nbsp;by the grutis are formed the notes sadja, rsabha, g?¤ndh?¤ra, madhyama,pancama, dhaivata and nis?¤da, these seven. They are called otherwise sa, ri, ga, ma, pa, dha, ni. 152.nbsp;The peacock utters the note sa, the c?¤takabird utters ri,the goat gives the note ga, the krauncabird ma, 153.nbsp;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 chapter concerning the notes.Here ends the chapter about the notes

of the book, called :quot; the mirror of music and dance quot; written by Damodara the clever,the son of Laksmldhara.



??? R?‚G?€DHY?‚YO DVIT?•YAH atha r??gaviveko likhyate 1,nbsp;yo \'yam dhvanir vi?§esas tu svaravar/ia-vibh??sitahranjako janacitt??n??m sa r??gah kathito budhaih.atha r??g??nga bh??s??nga kriy??ngop??nganirnayah 2.nbsp;r??gach??y??nuk??ritv??d r??g??ngam iti kathyate iti r??g??ngam.bh??s??ch??y???§rit?? ye tu bh??s??ng??s te nir??pit??hiti bh??s??ngam (1)3i karunots? hasamyukta(m) kriy??ngam tena hetun??iti kriy??ngam (2) (1)nbsp;J om bh???§??nga. (2)nbsp;J n yiikt??h kriy??ng??s. (3)nbsp;J, tatra ?§uddhar??gatvam n??ma?§uddhach??y??laga-mukhyatvena Cas-tro... â™? lag??tvam. (4)nbsp;J om bhavali. (5) B nat|o bang??lo J. b??ng-(0) B prasavo. J kelah??sah. (7)nbsp;J prasabho. (8)nbsp;B c??srapancamah. (9) J ?§iva?§aktisam. J Â?\'bbavat (10)nbsp;J B cr??r??gah sadyavadan??d. (11)nbsp;J *vo \'bh??t J Â?mo \'bhvat. kincicch??y??nuk??ritv??d up? ngam iti kathyateiti up??ngam. 4.nbsp;k??nd??ran?? tu kathit?? t??rasth??nesu ?§??ghrat??gamakair vividhair yukt?? kau?§alyena vibhOsit?? 5.nbsp;atha matangamatena r??g??/???m traividhyam dar?§ayati?§uddh???§ ch??y??lag??h prokt??h sankir/j???§ ca tathaiva catatra ?§uddhar??gatvam n??ma ?§??strokta-niyam??d (3)ranjakatvam bhavati ch??y??lagar??gatvam n??m??nyacch??y??lagatvena raktihetutvam bhavati (4)sank?Žr/mr??gatvam n??ma ?§uddha cli??y??lago

mukhyatvenaraktihetutvam iti kallin??thoktam likliitam 6.nbsp;audavah pancabhih proktah sv??raih sadbliis tu s??clavahsamp??rnah saptabhir jneya evam r??gas tridh?? matah 7.nbsp;cr??r??ga natabang??lau bh??samadhyamas??davau (5)raktahamsa?§ ca kolh??sah prabhavo (6) bhairavo dhvanih (7), 8.nbsp;meghar??gah somar??gah kamoda?§ c??mrapancamah (mau) (8)sy??t??m kandarpade?§??khyau kakubh??nta?§ ca kai?§ikah 9.nbsp;natan??r??ya/?Ža?§ ceti r??g?? vim?§atir ?Žrit??h. atha r??gar??gi/J?Žmatam dar?§ayati.?§iva?§aktel?Ž samy?´g??d r??g??/j??m sambliavo bhavet (9). 10.nbsp;panc??sy??t pancar??g??h syuh .sastha?§ ca girij??mukh??tsadyovaktr??t tu ?§r??r??go v??madev??d vasantakah (10) 11.nbsp;aghor??d bhairavo j??tas tatpurus??t pancamo bhavet (11)i?§??n??khy??n meghar??go n??ty??rambhe ?§iv??d abh??t



??? SECOND CHAPTER. ABOUT THE R?‚GAS Now the ragas are discussed : 1.nbsp;That which is sound in the first place, ornated by notes and varnas (see I ?§l. 143 s. s.)charming the heart of mankind, is called R??ga (charm) by the wise. Now the explanation of r??g??nga, bh??s??nga, kriy??nga and up??nga 2.nbsp;R??g??nga is said to result from specially following the beauty of the r??ga (melody); that is r??g??nga. (a composition in its chief part depending on raga)Bh??s??ngas are created by following the special charms of the text. That is bh??s??nga (a composition in its chief part depending on text). 3.nbsp;That which results from the combination of karuna (sentiment ?) and uts??ha (perseverance)is on that account called kriy??nga. That is kriy??nga (a composition in its chief part depending on technique ?).By following the special features just a little, the up??nga is formed. That is up??nga (a composition chiefly depending on secondary causes). 4.nbsp;K??/7d??ra/J?? is called the ability of singing (or playing) quickly in the high and otherregisters, ornated by all dilTerent kinds of gamak (ornementation) and skill. 5.nbsp;Now the three dilTerent kinds of r??gas are described, â€” after the views of Matanga, â€”called ?§uddha, ch??y??laga and sanklr/ia. Now what decides the fact of being a ?§uddha r??ga is said in the ?§astras to be that thecharm is specially musical ;

being ch??y??laga comes when the charm is dependent onsomething else, (text e. g.), sank?Žrnaka it is called when Ihe cause of the charm lies inmusical and other causes both.So is related what Kallin??tha says.(). A r??ga is called audava when it is pentatonic, .s??dava when it consists of six notes,samp??r/ja (complete) finally, when it consists of seven notes. Thus r??gas are of three kinds. 7.nbsp;(1) ?‡r?Ž, (2) nata, (3) bang??la, (4) bhasa and, (5) madhya, both hexatonic, ((gt;) raktahamsa,(7) kolh??sa, (8) prabhava, (9) bhairava, (10) dhvani, 8.nbsp;(11) mcgha, (12) soma, (13) kamoda, (14) amra, (15) pancama, then the two called (10) de?§?  and (17) kandarpa, (18) kakubh??nta and (19) kai?§ika, 9.nbsp;finally (20) natan??r??ya/Ja, these twenty ragas are mentioned. Now the doctrines about r??gas and r??gi/J??s are told :By the union of ?‡iva and ?‡akti the birth of the r??gas came about. 10.nbsp;From Panc??sya (?‡iva) five r??gas sprang, the sixth from the mouth of Girij?? (P??rvat?Ž).?‡r?Žr??ga from ?‡iva in his form of Sadya, [following B..I.], vasanta from him as V??madeva, 11.nbsp;from him as Aghora the r??ga bhairava, and as Tatpurusa the r??ga pancama;meghar??ga sprung from ?‡iva in his from of I?§??na, in the beginning of n??tya (dance).



??? 12. girij??y?? mukh??l l??sye natan? r??ya/70 bhavet ke r??g??h k???§ ca r??ginyah k?? vel?? rtava?§ ca ke (12) (12) (Paris man. P??rvaty uv??ca). (1)nbsp;(Paris : ???§avara uv??ca). (2)nbsp;J. B. puru?§? h smrt??h. (3)nbsp;J om. (4)nbsp;J gaur??. (5)nbsp;J p??khandik?? J var??ga- Ti??h. (6)nbsp;B bahul?? Jvagal?Ž. (7)nbsp;B vil??s??. B. J. vadaham-sik??. (8)nbsp;B pavaman. (9)nbsp;B mal??r??. (10)nbsp;B g??ndh??ri. (11)nbsp;B kaumod?Ž. (12)nbsp;B s??lang?Ž. J s??rang??.J. natta hamm?Žr??. (13)nbsp;J iti â™?trim?§ati r??gar??- (14)nbsp;B. J. atha r??gavel??. (15)nbsp;B mallar?? Jvelavati ca ban-g??li mall??r?Ž s??ma- (16)nbsp;B *na?§r?Žm??lasameghara-g???§ca.- (17)nbsp;B pata. B kauthik??. (18)nbsp;B sorav?Ž. (19)nbsp;B (lodik??. B kud??vik??J ku^??ik??. (20)nbsp;B n??gadh?Ž. (21)nbsp;J *ra7i?? jney??. B *r??tparah. (22)nbsp;B. J. na^ah k??. J s??rangamna^a. (23)nbsp;B \'r?Ž karnas??ms??rik??. (24)nbsp;B vadahamsi J vanahams?Ž. (25)nbsp;JB Â?dhi jneya. (26)nbsp;J. B. jney??. 13.nbsp;kiin r??pam katham ucc??ro vada deva pras??datah?§r??r??go\'tha vasanta?§ ca bhairavah pancamas tath?? (1) 14.nbsp;meghar??go brhann??tah sad ete purus??hvay??h (2) iti satpurusar??g??h (3)m??lav?? trivan?? gaud?? ked??r?? madhum??dhav?? (4) 15.nbsp;tatah p??h??dik?? jney?? ?§r??r??gasya var??ngan??h (5)de?§?? devagir?? caiva

vair??ti todik?? tath?? 16.nbsp;lalit?? c??tha hindol?Ž vasantasya var??ngan??hbhairav?Ž gurjarl caiva rev?? gunakar?? tath?? . 17.nbsp;vang??l?? bahul?? caiva bhairavasya var??ngan??h (6)vibh??sa?§ c??tha bh??p??l?? karn??t?? patahamsik?? (7) 18.nbsp;m??la?§r??h patamanjary?? sahail??h pancam??ngan??h (8)mall??r?Ž sorath?Ž caiva s??ver?Ž kau?§ik?Ž tath?? (9) 19.nbsp;g??ndh??ri haracrng??r?? meghar??gasya yositah (10)kamod?Ž caiva kaly??n?Ž ??bh?Žr?Ž n??tik?? punah (11) 20.nbsp;s??lang?Ž natahamb?Žr?? natan??r??yan??ngan??h (12)\' iti sattrimsad r??ginyah (13)madhum??dhav?? [ca] de?§??khyo bh??p??l?? bhairav?Ž tath?? (14) 21.nbsp;vel??val?Ž ca malh??r?? vang??l?? s??magurjarl (15)dhan???§r??r m??lava?§r???§ ca meghar??ga?§ ca pancamah (16) 22.nbsp;de?§ak??ro bhairava?§ ca lalita?§ ca vasantakahete r??g??h prag?Žyante pr??t??r ??rabhya nitya?§ah 23.nbsp;gurjar?? kai?§ika?§ caiva s??ver?Ž pathamanjar?Ž (17)rev?? gu/??akar?? caiva bhairav?Ž r??mak??ry api 24.nbsp;sorath?Ž ca tath?? jney??h pratliamapraharottaram (18)vair??t?? todik?? caiva kamod?Ž ca j??d???Žk?? (19) 25.nbsp;g??ndh??r?Ž n??ga?§abd?Ž ca tath?? de?§?? vi?§esatah (20)?§ankar??bhara/io jneyo dvit?Žyaprahar??t param (21) 26.nbsp;?§r?Žr??go m??lav??khya?§ ca gaud?? triva/ia-sanjnak??hnattakaly??na sanjnaka?§ ca s??langam nattakam

tath?? (22) 27.nbsp;sarve n??t???§ ca ked??r?? kar/?Ž??ty??bh??rik?? tath?? (23)paclahams?? pah??d?Ž ca trt??yaprahar??t param (24), 28.nbsp;ardh??ratr??vadhi jney?? r??g?? ete sukh??prad??h (25)yathoktak??la evaite gey??h p??rvavidh??natahr??j??jnay?? sad?? gey?? na tu k??lam vic??rayet (26) iti r??gavel??



??? 12.nbsp;The r??ga natan??r??yana came from the mouth of Girij??, when she was performing l??sya(women\'s dance). [following Paris man.] (P??rvat?Ž said :) which are the ragas, which the r??gi/J??s, what are the times, what the seasons, 13.nbsp;what the form, how are they sung ? Tell me that by your favour, 0 God.(?‡iva said) The r??gas ?§r?Ž, vasanta, bhairava, pancama, 14.nbsp;megha and brhann??ta, these six are called the male r??gas. These are the male r??gas.M??lav??, trivan?Ž, gaud??, ked??r??, madhum??dhav?Ž, 15.nbsp;lastly pah??dik??, are to be known as the beautiful wives of the r??ga ?§r?Ž.De?§??, devagir??, vair??t?? and tod?Ž, 16.nbsp;further lalit?? and hindol??, these are the beautiful wives of vasanta.Bhairav??, gurjar??, rev?? and gu/?Žakar?? 17.nbsp;vang??l?? and bahul??, are the beautiful wives of bhairava.Vibh??sa (!), bh??p??li, kar/j??ti, patahainsik??, 18.nbsp;m??la?§r?? and patamanjar??, are the wives of the r??ga pancama.Mallari, sorath??, saverl, kau?§ik??, 19.nbsp;g??ndh??r?? and hara?§rng??r?? are the wives of the r??ga megha.Kamod??, kaly??/?Ž??, ??bh??r?Ž, n??tik??, 20.nbsp;s??lang?? and natahamb??r?? are the wives of the r??ga natan??r??yana. These are the 36 r??gin??s. (now the time of the r??gas) [following B. ,J.]Madhum??dhav?Ž and de?§? , bli??p??l?? and bhairav??, 21.nbsp;vel??val?? and malh??r??, vang??l??

and s??magurjar??,dhan???§r??, m??laya?§r??, meghar??ga and pancama, 22.nbsp;de?§ak??ra, bhairava, lalita and vasantaka, these r??gas always have to be sung starting in the early morning. 23.nbsp;Gurjar??, kai?§ika, s??ver??, ])athamanjar??,rev??, gu/?Žakar??, bhairav??, r??mak??r?? 24.nbsp;and sorath?? are to be known (as sung) subsequent to the first prahar.Vair??t??, t?´dik??, kamod??, j??d????k??, 25.nbsp;g??ndh??r??, n??ga?§abd??, de?§?? specially and ?§ankar??bhara/m are to be known (as sung) after the second prahar. 26.nbsp;?‡r?Ž and m??lava, gaud?? and trivan??,nattakaly??na, s??langa and naUak?ŽÂ? 27.nbsp;all the kinds of n??ta, ked??r??, kann\'it?? and ??bh??r?Ž,padahams??, pah??di belong after the third prahar. 28.nbsp;Sung as late as the middle of the night these r??gas must be considered as bestowing 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 arc to be sung at all times, the singer should notconsider the right time then.



??? (27)nbsp;B. J. svasah??yai?§ ca. (28)nbsp;B bhaitavasya sah?¤yes tu.B *ine vidh?Žyate. (29)nbsp;B. J. jneyo. J adds here :iti some?§vara matam. (1)nbsp;B natta. (2)nbsp;J haimake. (3)nbsp;J omits Â? iti rtuvela Â? here. (3 bis) B iti r??gavel??. (4)nbsp;J kai?§ika. (5)nbsp;B purus??h smrt??h. (G) .T madhum??dhav?? B. bhai-rav?Ž ca. (7)nbsp;J. B. saindhav?? B jney??. (8)nbsp;B khandh??vat?? J gauri.conj. : r??jar??gasya. (9)nbsp;B r??jar??jasya kai?§avasya. (10)nbsp;J vel??vatL B ve?§y??khya.J de?§akhy?? patha, (11)nbsp;J k??nad??. (12)nbsp;J. B ked??r??, k??nar??, de?§??. (13)nbsp;B. J. vasanti J dhan??sik??. (14)nbsp;B de?§??kirl. J malarl,de?§??kar?Ž. (15)nbsp;J. B. tanka?§ca.conj. takk?? ca. (16)nbsp;J. B. iti hanumanmatam, (17)nbsp;J. B. gauda. (18)nbsp;J Â?dhyam??di. (19)nbsp;J dhany???§rl?§ caiva. (20)nbsp;J, B, om cl 41. (21)nbsp;B k??rnataunbsp;.T. nata-sam-?§rit??h. (22)nbsp;J kaucikihnbsp;patha- (23)nbsp;B ??s??var?Žnbsp;tu J mall??ri, (24)nbsp;J Â???dh??ri. .T. B. repeatpathamanjar?Ž. (25)nbsp;B sam?§rit??h. (26)nbsp;B k??d??l ca J kOt???Ž ca B. J-n??tik??. (27)nbsp;B velavall ca. J valavati ca. (28)nbsp;B *khya sanjnat??h. Jsanjnak??h. 29.nbsp;?§r?Žr??go r??gin?Žyuktah ?§?Ž?§ire g?Žyate budhaihvasantali sasah??yais tu vasantartau prag?Žyate (27). 30.nbsp;bhairavah sasah??yais tu rtau gr??sme prag?Žyate (28)pancamas

tu tatli?? geyo r??giny?? saha ?§??rade (29) 31.nbsp;meghar??go r??gin?Žbhir yukto vars??su g?Žyate (1).natan??r??yano rago r??giny?? saha hemake (2)yathecchay?? v?? g??tavy??h sarvartusu sukh??prad??h iti rtuvela. iti some?§varamatam (3) atha hanumanmatam (3 bis) 32.nbsp;bhairavah kau?§ika?§ caiva hindolo d?Žpakas tath?? (4)?§r?Žr??go meghar??ga?§ ca sad ete purus??hvay??h (5) 33.nbsp;madhyam??dir bhairav?? ca vang??l?? ca var??tik?? (6)m??dhav?Ž ca punar gey?? bhairavasya var??ngan??h (7) 34.nbsp;tod?Ž khamb??vat?? gaud?? gunakr?? kakubh?? tath?? (8)r??ginyo r??gar??jasya kau?§ikasya var??ngan??h (9) 35.nbsp;vel??val?Ž r??makar?Ž de?§??khyah patamanjar?Ž (10)lalit??sahit?? et?? hindolasya var??ngan??h (11). 36.nbsp;k??nar?? de?§ik??ra?§ ca kamod?Ž n??tik?? punah (12)d?Žpakasya priy??h panca khy??t?? r??gavi?§??radaih 37.nbsp;vasant?? m??lav?? caiva m??la?§r???§ ca dhan???§rik?? (13)as??var?Ž tu vijney??h ?§r??r??gasya var??ngan??h 38.nbsp;mall??r?Ž de?§ak??r?Ž ca bh??p??l?? gurjar?? mat?? (14)takka?§ ca pancam?Ž bh??ry?? meghar??gasya yositah (15)iti hanumanmate r??ginyah. atha r??g??rnavamatam (16) 39.nbsp;bhairavah pancamo n??to mall??ro gaud [hjam??lavah (17)de?§??khya?§ ceti sad r??g??h procyante lokavi?§rut??h 40.nbsp;vang??l?Žyam gu/jakar??[m| madhyam??dir vasantakah

(18)dhan???§r?Ž?§ ceti pancaite r??g?? bhairavasam?§ray??h (19) 41.nbsp;lalito gurjar?? de?§?? var??l?? r??makrt tath?? (20)mat?? r??g??rnave r??g??h pancaite pahcam???§ray??h 42.nbsp;natan??r??yanah p??rvam g??ndh??rah s??lagas tath??tatah ked??rakar/i??tau pancaite n??tasam?§ray??h (21) 43.nbsp;meghamall??rik?? m??lakau?§ikah pa [njtamanjar?Ž (22)as??var??ti vijney?? r??g?? mall??rasam?§ray??l.i (23) 44.nbsp;hindolas triva/?Ž??ndh??r?? gaur?? ca padahamsik?? (24)pancaite r??gan??m??no gaudam ???§ritya samsthit??h (25) 45.nbsp;bh??p??l?? ca ??d???Ž ca kamod?Ž n??ttik?? tath?? (26)vel??val?Žti vijney?? r??g?? de?§??khyasam?§ray??h (27) iti r??g??rnavamatam (28)



??? Thus far the time of the r??gas. 29.nbsp;The raga ?§r?Ž with his r??gin??s is sung by the wise in the cold season. Vasanta with his mates is sung in spring. 30.nbsp;Bhairava and his companions are sung in the hot season,Pancama with his r??gin??(s) during autumn. 31.nbsp;The r??ga megha along with his r??gin??s is sung during the rains,tlie r??ga natan??r??yana with his r??gin??(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 seasons. Thus the views of Some?§vara.Now the opinion of Hanuman. 32.nbsp;The r??gas bhairava, kau?§ika, hindola, d??paka,?§r?Ž and megha, these six are called the male ones. 33.nbsp;Madhyam??d?? and bhairav??, vang??l?? and var??tik??, and, lastly, m??dhav?? are to be sung as the wives of bhairava. 34.nbsp;Tod?Ž, khamb??vat??, gaud??, gunakr?? and kakubh?? these r??gin??s are the beautiful wives of the king of r??gas, kau?§ika. 35.nbsp;Vel??val??, r??makar??, the one called de?§?  and patamanjar??together with lalit??, these are the beautiful consorts of hindola. 36.nbsp;Ked??ri, k??nar?? and de?§?? (see .1) kamod?? and then n??tik?? these five are called by the authorities on r??ga the beloved ones of d??paka. 37.nbsp;Vasant??, m??lav??, m??la?§r??, dhan???§r?? and as??var?? are to be known as the wives of the r??ga ?§r?Ž. 38.nbsp;Mall??r??,

de?§ik??r??, bh??p??l??, gurjar??, and as the fifth wife takk??, these are the wives of the meghar??ga. These are the r??gi/???s according to Hanuman. Now the opinion of the R??g??rnava. 39.nbsp;Bhairava, pancama and n??ta, mall??ra and gaudham??lava then the one called de?§? , these six are the r??gas, renowned in the world. 40.nbsp;Vang??li, gu/uikar?Ž, madhyam??di, vasanta and, lastlydhan???§r??, these live r??gas belong to one group with bhairava. 41.nbsp;Lalita, gurjar??, de?§??, var??t?? and r??makrt, these live r??gas are said in the r??g??r/mva to belong to the r??ga pancama. 42.nbsp;First natan??r??yana, then g??ndh??ra, s??laga, ked??ra and kar/i??ta, these five r??gas form one group with n??ta. 43.nbsp;Meghamall??rik??, m??lakau?§ika, patamaiijar?? and as??var??, these r??gas are to be known as belonging to the r??ga mall??ra. 44.nbsp;Hindola, triva/j??, andh??r??, gaud?? (?) and padahamsik??,the five ragas of these names are fixed on gauda. 45.nbsp;Bh??p??l?? and kild????, kamod??, nattik?? and vel??val?? these r??gas must be known as belonging to the r??ga called de?§? .Thus far the opinion of the r??g??rnava.



??? (20) J, B. pr??rabhyate. (1) B m?Žtakah. J m??ntakah.conj. sadavah ? (2) J. B. give the example ofthe notes after 47 i. o. after 48. (3) B gajaranni. (4)nbsp;J bhairavar??ga esah. (5)nbsp;J om ?§l 49. 46.nbsp;na t??l??n??m na r??g??n??m antah kutrapi vidyateid??n?Žm r??gar??ginyor ud? hara/?am (ucyate) (29). 47.nbsp;dhaivat??m?§agrahany? so ripah??no \'tha m??ntatah (1)bhairavah sa tu vijneyo dhaivat??dikam??rchanahdhaivato vikrto yatra audavah parikirtitahud??haranam (2) 48.nbsp;gang??dharah ?§a?§ikal??tilakas trinetrahsarpair vibh??sitatanur gajakrtiv??sah (3)bh??svat tri?§??lakara esa nrmundadh??r???§ubhr??mbaro jayati bhairava ??dir??gah.dha ni sa ga ma dha iti bhairavah (4). 49.nbsp;madhyam??di?§ ca r??g??nga grah??m?§any??samadhyam?? (5)saptasvarais tu g??tavy?? madhyam??dikam??rchan??samp??rn?? kathit?? tajjnaih ridhahin?? kvacin mat?? (0) J kam?? B has Â? tapt?? Â? for Â? paty?? Â?(7) J sancumbit??sya. (8)nbsp;B omits from 51 upto thelast line of gunakari 08d. (9)nbsp;J sauvlrlmurchanaya tu (10)nbsp;J kai9cid. (11)nbsp;J om athav?? and the fol-lowing notes, (12)nbsp;J vang??l?? sy??d audavly??. (13)nbsp;After 53 J adds 5I 49, (14)nbsp;,T kak^ia-nivecitakaranda-dhara tapa-sviny, ancat-tri-^ulaparimanditavamahasta ,bhasmojjvala nivadabaddha-ja^a kalapa. vangalikety a-bhihita taruÂ?arkavarna. 50.nbsp;paty??

sah??sam parirabhya k??mani (6)sacumbit??sy?? kamal??yat??ks?? (7)svarnach??vih kunkumaliptadeh?? s?? madhyam??dih kathit?? mun??ndraih. ma pa dha ni sa ri ga ma athav?? m?? ma p?? pa ma sa ni sa ni ga ma iti madhyam??di. 51.nbsp;samp??rn?? bhairav?? jney?? grah??m?§any??samadhyam?? (8)sauv??r??m??rchan?? jney?? madhyamagr??mac??rin?? (9)kvacid es?? bhairavavat svarair jney?? vicaksa/iaih (10) 52.nbsp;sphatika-racitap??the ramyakail??sa?§rngevikacakamalapatrair arcayanti mahe?§amkaradhrtaghanav??dy?? p??tavar/?Ž??yat??ks??sukavibhir iyam ukt?? bhairav?? bhairavastr?Žma pa dha ni sa ri ga ma athav?? dha ni sa ga ma dha iti bhairav?? (11) 53.nbsp;vang??l?? audav?? jney?? grah??m?§any??sasadjabh??k (12)ridhah??n?? ca vijney?? m?šrchan??pratham?? mat??p??r/i?? v?? matrayopet?? kallin??thena bh??sit?? (13) 54.nbsp;kaks??nive?§itakarandadharas tapasv?? (14)bh??svattri?§??laparima/ulitav??maliastahbhasmojjvalo nividabaddhajat?? kal??po vang??lahity abhihitas tarun??rkavarnah. sa ga ma pa ni sa athav?? ma pa dha ni sa ri ga maiti vang??lah. 55.nbsp;sadjagrah??m?§akany??s?? vair??ti kathit?? budhaih



??? 46.nbsp;Neither of t??las (times) nor of r??gas the limit can be perceived anywhere.Now the description of r??gas and r??gin??s is started. 47.nbsp;Bhairava is to be known as having dha in the function of am?§a, graha [and ny??sa] andending on the note ma, being without the notes ri and pa, and in the m??rchan?? which starts on dha.When the dha is altered bhairava is known as pentatonic (hexatonic ?).Description : 48.nbsp;Bhairava, the first of the r??gas, conquers, having the form of ?‡iva in his aspect of Gan-g??dhara, with the sign of the crescent on the forehead, three-eyed, his body ornatedwith snakes, clad in an elephant\'s skin, with a radiant tri?§??la in hand, carrying a humanskull, having a white garment. dha ni sa ga ma dha. That is Bhairava. 49.nbsp;The r??gi/i?Ž madhyam??di depends on musical charm, ma is her am?§a, graha and ny??sa,her m??rchan?? starts on ma, and she is to be sung with seven notes ; (so) the authorities ^on the subject proclaim her as heptatonic ; sometimes, however, she is said to be without ri and dha. 50.nbsp;A goddess of love, [J], embraced by her husband, smiling, her mouth covered wiht (his)kisses, with eyes shaped like the leaf of a lotus, with a complexion like gold, anointed withsalfron, such is madhay??madi, described by the wisest of the wise. nui, pa, dha, ni, sa, ri, ga, ma. Or : m??, ma, p??, pa, ma sa ni, sa, ni, ga, ma.So is

madyam??di. 51.nbsp;Bhairav?Ž is to be known as being heptatonic, with ma in the function of graha, am?§a and ny??sa, in the sauv?Žr?Ž m??rchan??, belonging to the madhyamagr??ma.Sometimes she is known by the wise as having notes like bhairava. 52.nbsp;Seated on the lovely, top of the Kail??sa on a stool ornated with rock cristal and leavesof radiant k)tusses, singing the praise of ?‡iva with the instrument of the heavenly hostsin hand, of yellow complexion, and with ovalshaped-eyes, is bhairav?Ž, the wife of bhairava,as described by the clever poets. ma, pa, dha, ni, sa, ri, ga, ma. or : dha ni sa ga ma dha. That is bhairav?Ž. 53.nbsp;Vang??li is known as pentatonic, without ri and dha ; sa in the functionof am?§a, graha and ny??sa, belonging to the first m??rchan??. As described by Kallin??tha, however, she is heptatonic and has ma in the three functions. 54.nbsp;(following J) A female ascetic, carrying a basket on her girdle, her left hand adornedwith a bent trident, and ashes being her ornament, with a bunch of matted hair boundtightly together, such is described vang??li, who has a complexion like the soft rayed moon,sa, ga, ma, pa, ni, sa. or : ma, pa, dh? , ni, sa, ri ga, ma. That is vang??l??. 55.nbsp;Vair??ti, as is told by the wise, has sa in the function of am?§a, graha and ny??sa, her m??r-



??? (15) J yasy??m.(1) J *marac?¤lanena. (2)nbsp;J *am?§aviny??sa. (3)nbsp;J ridhah??n??. (4)nbsp;J bhairavar??gin??. (5)nbsp;J samp??rnah kau?§iko ma-tah. (6)nbsp;J pratham?? yatra. J *ra-manditah. (7)nbsp;J dhrtagauraya?§tir. (8)nbsp;J *8U kftaprac?¤rali.(0) J m?¤iavyto. (10) J todi kau?§ikasundarl. (il) J ripavary??. (12)nbsp;J madhusyanditasvalpa-n?¤d?¤. (13)nbsp;J ukt?? k??a kohalena. pratham?? m??rchan?¤ yasy?¤h samp??rn?¤ kirtivardhan?Ž (15) 56,nbsp;vinodayant?? dayitam s\\ike?§??sukankan?¤ c?¤marac?¤likena (1)karne dadh?¤n?¤ s??ravrksapuspamvar?¤nganeyam kathit?¤ var?¤ti sa ri ga ma pa dha ni sa iti var??t?? 57,nbsp;sadjagrah??m?§any??s?? p?šrn?? saindhavik?¤ mat?? (2)m?šrchanottaramandr?? [d]y?¤ kai?§cit s??davik?? mat??rih??n?? tu bhaven nityam rase v??re prayujyate (3) 58,nbsp;tri?§??lap??nih ?§ivabhaktirakt?? rakt??mbar?? dh??ritavandhujiv??pracandakop?? rasav?Žrayukt?? s?? saindhav?? bhairav??r??gin??yam(4) sa ri ga ma pa dha ni sa athav??sa ga ma pa dha ni sa iti saindhaviiti pancabh??ryasahito bhairavah, 59,nbsp;sadjagrah??m?§akany??sah samp??rno m??lavakaucikah (5)m??rchan?¤ pratham?? jney?? k??kal??svarasammatali (6) 60,nbsp;??raktavarno dhrtaraktayastir (7) v??rah suv??resu krtaprav??ryah (8)v??rair dhrto vairikap??lam??l?? mato m??lavakau?§iko \'yam (9)sa ri ga ma pa dha ni sa sa ni dha

pa ma ga ri sa iti m??lavakau?§ikah 61,nbsp;madhyam??m?§agrahany??s?? sauv??r??m??rchan?? mat??samp??r/?Ž?? kathit?? tajjnaih tod?Ž ?§r??kau?§ike mat?? (10)grah??m?§any??sasadjam ca kecid atra pracaksate 62,nbsp;tus??rakundojjvaladehayastihk???§m??rakarp??raviliptadeh??vinodayant?? hari/mm van??ntev??/i??dh??r?? r??jati todikeyam. ma pa dha ni sa ri ga ma athav?? sa ri ga ma pa diia ni saiti tod?Ž. 63,nbsp;dhaivat??m?§agrahany??s?? s??dav?? tyaktapancam??kamb??vat?Ž ca vijney?? m??rchan?¤ paurav?? mat??. 64,nbsp;khamb??vat?? sy??t sukhad?? rasajn?? sauudaryal??va/iyavibluV .sit??ng?? g??napriy?? kokilan??datuly?? priyamvad?? kau?§ikar??gi/nyam.dha ni sa ri ga ma dha iti khamb??vat?? 65,nbsp;grah??m?§any??sasadj?? sy??d ripavarj?? sukhaprad?? (11)m??rchan?¤ pratham?? jney?? gaur?? sarv??ngasundar??. 66,nbsp;nive?§ayant?? ?§ravane \'vatamsam ??mr??nkuram kokilan??da- ramyam ?§y??m?? madhusyandisus??ksman?¤d?¤ (12) ganr??yam ukt??tikut??- lialena (13).



??? chana is the first one, she is heptatonic, increasing fanae, 56.nbsp;A beautiful woman, with lovely locks, beautiful braceletsand a flower of the sura tree in her ear, pushing back her lover with a movement of her chowree, such is described varatLSa, ri, ga, ma, pa, dha, ni, sa.That is var??t??. 57.nbsp;Saindhav?? is said to have sa in the position of am?§a, graha and ny??sa, to be heptatonic,being in the m??rchan?? uttaramandr??. By some, however, she is said to be hexatonic,without ri. She has, in any case, to be connected with the heroic sentiment. 58.nbsp;With a trident in hand, glowing with devotion for ?‡iva, dressed in red, carrying a bandhu-j??va flower, in fiery anger, inspired by the heroic sentiment, is saindhav??, the ragini ofbhairava. sa, ri, ga, ma, pa, dha, ni, sa ; or : sa ga ma pa dha ni sa. That is saindhav??.Thus far bhairava with his five consorts. 59.nbsp;M??lavakau?§ika has sa in the function of graha, am?§a and ny??sa, and is heptatonic. Thefirst one is his m??rchan?? and he has the k??kal?? note. 60.nbsp;M??lavakau?§ika is considered as being reddish in colour,carrying a red stick, a hero, amongstheroes 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 m??lavakau?§ika.Gl. Tod??, the beloved of kau?§ika, is said by the authorities to be heptatonic and in the sau-

v?Žr?Ž m??rchan??, having ma in the function of graha, am?§a and ny??sa. 62.nbsp;The slender body with fresh jamincs shining,anointed with camphor from Kashmir her limbs,pushing back a deer at the edge of a forest glade,holding a v??/?Ž??, shines lod?Ž. ma, pa, dha, ni, sa, ri, ga, ma ; or : sa, ri, ga, ma, pa, dha, ni, sa.That is tod??. 63.nbsp;Khambh??vat?? is to be known as having dha in the function of graha, am?§a and ny??sa,hexatonic by the dropping of pa, and belonging to the m??rchan?? paurav?Ž. 64.nbsp;Khamb??vat?? 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, ther??gi/??ofkau?§ika. dha, ni sa, ga, ma, dha. That is khamb??vat??. 65.nbsp;Gaur??, of perfect bodily beauty, is to be known as having sa in the function of graha,am?§a and ny??sa, and being without ri and pa, in the first m??rchan??, bestowing joy. 66.nbsp;Gaur?? is described by Kohala [.I| as having a dark complexion, making a very delicatesound on a madhusyandi, putting in her ear a ring made of the sprouts of a mango treein which the kokilas were singing lovely. sa, ga, ma, dha, ni, sa, â€” ni,, dha, ma, ga, sa. That is gaur??.



??? (14)nbsp;J viny??s??. (15)nbsp;J *v???§rayaÂ??Ž. (1)nbsp;J priyasangam??rt??. (2)nbsp;J karun??. (3)nbsp;J. B. ni sa ga pa dha niathav?? sa ga ma pa ni sa. (4)nbsp;B ?§adjagrah? m?§akamny??sa. (5) B suposin??ng?? J su?§obhi-t??ngL B â™?kad??na. , (0) J om. Â? iti kakubh?? Â?. sa ga ma dha ni sa ni dha ma ga sa iti gaur?? 67.nbsp;ridhah?Žn?? gunal^ar?? audav?? parili??rtit??nigrah??m?§?  tu niny??s?? ranjan??-m??rchan?? c??tra (14)kai?§cit sadjatray?? mat?? m??lav???§rayin?? tu s?? (15) 68.nbsp;?§ok??bhibh??tanayan??runad??nadrstirnamr??nan?? dharanidh??sarag??trayastih??muktac??rukavar?? priyad?šravart?? (1)sank??rtit?? gunakar?Ž karune krs??ng?? (2) ni, sa, ga, ma, pa, dha, ni, sa, ga, sa, ni, athav??sa ga ma pa ni sa. iti gunakar?Ž (3) 69.nbsp;dhaivat??m?§agr??hany??s?? samp??rn?? kakubh?? mat?? (4)trt?Žyam??rchanotpann?? ?§rng??rarasa-mandit?? 70.nbsp;uposit??ng?? ratim??ndit??ng?? candr??nan?? campakad??mayukt?? (5)kat??ksin?Ž sy??t param?? vicitr?? d??nena y ukt?? kakubh?? manojn??dha ni sa ni ga ma pa dha iti kakubh?? (6) Iti pancabh??ryasahito m??lavakau?§ikah (7) B dol?Žsuravel??sukhyam. (8) Conj. kharvakapotadyuti-k??ma. J. B. kapotadyuti. (9)nbsp;J vel??vatl. (10)nbsp;B. J. murchan??y?? sy??d. (11) J vel??vatl. (12)nbsp;J s?? prag?Žyate. (13)nbsp;J ridhau tyaktv??thav??prokt??. B kai?§cit

pancamavarjana.J *varjit??. (14)nbsp;J trividh?? s?? samuddi?§t??samp??rn?? s??davaudav??. (15)nbsp;J Â?kanthi. (16)nbsp;B athav?? sa, ri, ga, ma,pa, ni, sa. 71.nbsp;hindolako ridhatyaktah satrayo gadito budhaihm??rchan?? ?§uddhamadhy?? sy??d audavah k??kal?Žyutah 72.nbsp;nitambin??mandatarangit??su dol??su khel??sukham ??dadh??nah(7)kharvah kapolah dyuti-k??mayukto hindolar??gah kathito mun?Žndraih (8) sa ga ma pa ni sa-sa ni pa ga ma saiti hindolah. 73.nbsp;dhaivat??m?§agrahany??s?? p??r/i?? vel??val?Ž mat?? (9)paurav?Ž m??rchan?? jney?? rase v??re prayujyate (10) 74.nbsp;sanketad??ks??m dayite ca dattv?? vitanvati bh??sanam angakesumuhuh smarant?? smaram istadevam vel??val?Ž n??lasarojak??n- tih(ll) dha ni sa ri ga ma pa dhaiti velaval?Ž 75.nbsp;sadjagrah??m?§akany??s?? p??r/j?? r??makar?Ž mat??m??rchan?? pratham?? jney?? karune s?? prayujyate (12)ridhatyakt??(m) kecit tu kecit pancamavarjit??(m) (13)s??davaudav?? prokt?? samp??r/i?? ca tridh?? mat?? (14) 76.nbsp;hemaprabh?? bh??surabh??san?? ca n??lam nicolam vapus?? va- hant?? (15) k??nte sam?Žpe kaman?Žyakanth?? m??nonnat?? r??makar?Ž mateyamsa ri ga ma pa dha ni sa [athav??] sa ni dha pa ma ga ri sa (16)iti r??makar?Ž



??? 67.nbsp;Gunakar?Ž is pentatonic by leaving out ri and dlia, ni is am?§a and gralia, and ni is ny??saas well, her m??rchan?? is ranjan?? ; by some, however, she is said to have sa in the threefunctions, and to be dependent on m??lava. 68.nbsp;Gunakar?Ž, connected with the sentiment of misery, is described as being lean, with over-whelming grief in her eyes, and a confused and depressed look, her head bent, gray likedust her slender body, having loosened her beautiful plaits, (paining,) far from her belovedni, sa, ga, ma, pa, dha, ni sa, ga, sa, ni ; or : sa, ga, ma, pa, ni, sa. That is gunakar?Ž. 69.nbsp;Kakubh?? is believed to have dha in the function of am?§a, graha, and ny??sa, to be hep-tatonic, and to have sprung from the third m??rchan??, adorned by the sentiment of love. 70.nbsp;Ivakubh??, the charming, whose body bespeaks the torments of fasting and the charms oflove, 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 kakubh??. Thus far m??lavakau?§ika with his five wives. 71.nbsp;Hindola is said by the wise to be without ri and to have sa in the three functions ;his m??rchan?? is ?§uddhamadhy??, he is pentatonic and has k??kal?? notes. 72.nbsp;Hindola â€” thus say the wise â€” accompanied by the god of love

whose beauty 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. Si \' sa, ga, ma, pa, ni, sa-sa, ni, pa, ga, ma, sa. That is hindola. 73.nbsp;Vel??val?Ž has dha in the function of am?§a, graha and ny??sa, and is heptatonic ;her m??rchan?? is paurav?Ž and she is connected with the heroic sentiment. 74.nbsp;Vel??val?Ž, beautiful like the blue lotus, ceaselessly remembering Smara, the beloved godof love, has put ornaments in her hair and on lier limbs, the slender one, and on her lover too, in preparation of the meeting. dha, ni, sa, ri, ga, ma, pa, dha. That is vel??val?Ž. 75.nbsp;R??makar?Ž is considered to be heptatonic, with sa in the function of am?§a graha and ny??sa ;hers is the first m??rchan??, and she in sung in the plaintive mood. Some say ri and dha are left out, others, pa is discarded. In that way she is said to be penta-, hexa-, and heptatonic, in three difl^erent ways. 76.nbsp;R??makar?Ž 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 r??makar?Ž.



??? (18)nbsp;B s??davo J angatrayavi- (19)nbsp;B Â?yukto\'sau. (20)nbsp;J p??r^ani. (21)nbsp;J, B. nlrodha, ?§onj, â™?bar?§o. (22)nbsp;B kila candra^?‚sa. (23)nbsp;J patha. (24)nbsp;B hrsik??. B gey??. (1)nbsp;J. B. k??nta B svajam va-hant??. (2)nbsp;J vahanti vapyg??ti?§ukl??B *l??m. (3)nbsp;B J sakhy??. (4)nbsp;P pavamanjar?Ž. (5)nbsp;B leaves out 81 e. f. (6)nbsp;B gaurojalii??yat??k?§??, (7)nbsp;J gaur??njadal??yat??ksah. (8)nbsp;J viniligaran. (9)nbsp;B vikhy??tave \'sau. 10) J yasy??ti pati s?? lalit??pradi?§t??. (11) B tasy??m. 77.nbsp;de?§? khy?? s??dav?? jney?? gatraye/?Ža vibh??sit?? (18)rsabhe7?Ža viyukt?? s?? ?§??rngadevena k??rtit?? (19)m??rchan?? h??ri/?Ž???§v?? ca samp??rnam kecid ucire (20) 78.nbsp;vire rase vyanjitaromahars?  nirudhya sambandhavil??sab??- huh (21) pr??m?§uh pracandah kila indur??go de?§??khyar??gah kathito mun?Žndraih (22) ga ma pa dha ni sa ga athav?? ga ma pa dha, ni, sa ri gaiti de?§??khyah 79.nbsp;pancam??m?§agrahany??sa p??rn?? ca patamanjar?Ž (23)hrsyak?? m??rchan?? jneya rasik??n??m sukhaprad?? (24) 80.nbsp;viyogin?? k??ntivi?§??rnag??tr?? srajam vahant?Žm (1), vapus?? ca â–  ?§usk??m (2) ???§v??syam??n?? priyay?? ca sa[m]khy?? sudh??sar??ng?Ž (3) pa- tamanjar?Žyam (4) pa dha ni sa ri ga ma pa iti patamanjar?Ž. 81.nbsp;ripavarj?? ca lalit?? audav?? satray?? mat?? m??rchan??

?§uddhamadhy?? sy??t samp??rn?? (m) kecid ??ciredhaivatatrayasamyukt?? dvitly?? lalit?? mat?? (5) 82.nbsp;praphullasaptachadam??lyadh??r?Žyuv?? ca gauroIlasa(6) locana- ?§r?Ž (7) vinih?§vasan daivava?§??t prabh??te vil??siveso (8) lalitah pra- di.stah (9) sa ga ma dha ni sa athav?? sa ri ga ma pa (10)dha ni sa athav?? dha ni sa ma ga dhaiti lalit?? iti pancabh??ryasahito hindolah 83.nbsp;sacljagrah??m?§akany??sah samp??rno d?Žpako matahm??rchan?? ?§uddhamadhy?? sy??t g??tavy?? g??yanaih sad?? 84.nbsp;b??l?? rat??rtham pravil?Žnad?Žpe grhe \' ndhak??re subhag?? pravrtt??tasy??h ?§irobh??.sa/?Žaratnad?Žpair lajj??m prakurvan (11) krtav??n prad?Žpah sa ri ga ma pa dha ni sa iti d?Žpakah (12) J Â?m??nik??. (13) J. B. dadb??n??. B vftayo-gapatya. (14)nbsp;B cittr?? J citt??. (15)nbsp;J. B. kedarik?? d??pakar??-gin??yam. 85.nbsp;ked??r?? ridhah?Žn?? sy??d audav?? parik?Žrtit??ritray?? m??rchan?? marg?Ž k??kal?Žsvaramandit?? (12) 86.nbsp;jat??m dadh??nah lt;sitacandramaulir n??gottar?Žyo dh^ta-yoga- p?Žthah (13) gang??dharadhy??nanimagnacittah ked??rar??gah kathitas ta- pasv?Ž (14). ni, sa, ga, ma, pa, ni-ni, pa, ma, ga, sa, ni (15).



??? 77., The r??gi/?Ž?? de?§?  is to be known as being ornated with ga in the three functions, hexatonic, without ri, as described by ?‡??rngadeva (the author of the Sang??ta-ratn??kara)Her m??rchan?¤ is h?¤rin?¤cv?¤, some say that she is heptatonic. 78.nbsp;De?§?  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, ri, ga.That is the r?¤ga called de?§? . 79.nbsp;Patamanjar?? is heptatonic, with pa in the function of graha, am?§a and nyasa,belonging to the m??rchan?¤ hrsyak?¤, and giving joy to those who have taste. 80.nbsp;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 â€” that is pata-manjar??. pa, dha, ni, sa, ri, ga, ma, pa. That is patamanjar??. 81.nbsp;Lalit?? is pentatonic by the dropping of ri and pa, having sa in the three functions,her m??rchan?¤ is ?§uddhamadhy?? ; some say that she is heptatonic. A second lalit?? is believed to exist with dha in the three functions. 82.nbsp;Lalit?? is described as a young woman, wearing a crown of seven fulgrown leaves, a goddess?‡r?Ž in beauty, with brightly shining eyes, whose husband

sighs at daybreak at the cruelty 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 lalit??. Thus far the r??ga hindola with his live mates. 83.nbsp;D??paka is believed to be hei)latonic, with sa in the function of graha, am?§a, and ny??sa ; as his m??rchan?¤ ?§uddhamadhy?? always is to be sung by the singers. 84.nbsp;The beautiful young woman was engaged in the house, [which was ] in darkness, as thelamp was extinguished for her pleasure ; the light, rellecting in the bejeweled ornaments on his forehead made her ashamed,for] he, having made a light (prad??pam) made her ashamed by the radiance of his bejuwel-ed head-ornaments (?)sa, ri, ga, ma, pa, dha, ni, sa. That is d??paka. 85.nbsp;Ked??r?? is known as pentatonic, without the notes ri and dha, she has ri in the thrcc functions, her m??rchan?¤ is marg??, and she has the k??kal?? note. 86.nbsp;The raga ked?¤rn is said to be an ascetic, whose mind is drowned in meditation on Gan-g?¤dhara (?‡iva), observing the yogapithaposture, wearing a snake as uppergarnient, crowned by thewhite moon, and having plaited his hair,ni, sa, ga, ma, pa, ni-ni, pa, ma, ga, sa, ni. That is ked??r??.



??? (16)nbsp;J m??rgaj??. (17)nbsp;J. B. karw??t?Žyam sukha-prad??. (18)nbsp;J daksinakamap??re. J*oghaih. (19)nbsp;B v??me taro c??rukarevahant??. (20)nbsp;J adds : krp??wap??n?? gaja-dantapatram v??me tare c??-rukare vahant?? samst??yam??-n?? surac??ranoghaih kam??-tikeyam kathit?? mun??ndraih.and B kathito mun??ndraih. vibh??sar??ga^ svacchanda sam-m??nitapu?§pac??pah i priy??ra-sah sv??duras??hhitrptah pa-ryankamadhye svakrne pave-?§o bhaso vi-p??rvali (?) kela-hemagaurah iti vibh??sah. Ail the other manuscripts treatvibh??sa at the end of thechapter see ?§l 136. (21)nbsp;J. B. sammat??. (22)nbsp;B gey??.nbsp;\\ (23)nbsp;B suratotsuko ca. (24)nbsp;B picha. (25)nbsp;B ri, ga, dha, ni, sa, ri. (1)nbsp;J jney?? J. B. *di sarvasam-mat??. (2)nbsp;B. om. 01 c. f. (3) J vidico\'. Iti ked??r?? 87.nbsp;trinis??do \'tha samp??rno nis??do vikrto bhavet (16) m??rg?? ca m??rchan?¤ jneya karn?¤to \'yam sukhapradah (17) 88.nbsp;krp??nap??nir gajadantrapatram ekam vahan daksina-hasta- kena (18) samst??yam?¤nah surac??ranaughaih karn?¤tar?¤gah (19) ksiti- p?¤lam??rtih (20) ni sa ri ga ma pa dha ni iti karn?¤tar?¤gah. 89.nbsp;de?§?? pancamah??n?? sy??d rsabhatrayasamyut?? (21)kalopanatik?? jney?? m??rchan?¤ vikrtarsabh?? (22) 90.nbsp;nidr??lasam s?? kapatena k??ntam vibodhayant?? (23) suratot- sukeva (24) gaur?? manojn??

?§ukapucchavastr??khy??t?? ca de?§?? rasap??r- nacitt?? ri ga ma pa dha ni sa ri (25)iti de?§?? 91.nbsp;dh??m?§agrahany??s?? p??rn?¤ paurav?? m??rchan?¤ mat??mall??ranikate gey?? kamod?? ca nigadyate (1)?§ivabh??sanaked??rayukt?? sarvasukhaprad?¤ (2) 92.nbsp;pitam vas??n?? vasanam suke?§?? vane rudant?? pikan?¤dad??n?¤vilokayanti vidi?§e\'tibh??t?? kamodik?? k??ntam anusmarant?? (3)dha ni sa ri ga ma pa dha iti kamod?? (4)nbsp;J. n. yul??. (5)nbsp;J. B. turangamaskan-. (6)nbsp;B prat??po. (7)nbsp;J, B. rangam??itih. (8)nbsp;J. B. iti ?§uddhan??ta(8 bis) conj. svaccha. (9)nbsp;J. B. sa ca vikhy??to. B quot;sita. (10)nbsp;B sarvagunair yuktah. (11)nbsp;J pratham?? murchan??yatra. (12)nbsp;J fsabhatrayasamyutam. (13)nbsp;B dh??ro- (14)nbsp;B ?§r??r??gar??gam iti p??la-J ?‡T??t??ga f??gahi li?§ili 93.nbsp;grah??m?§any??sasadj?? sy??t samp??rn?? n??tik?? mat??pratham?? m??rchan?¤ jney?? gamakair bahubliir mat?? (4) 94.nbsp;kurangama [mjskandhanisaktab??huh svar/iaprabhah (5) ?§oni- ta?§onag??trah sangr?¤mabh??mau vicaran prat??p?? nato\'yam uktah kila (6) ?§rngam??rtih (7)sa ri ga ma pa dha ni sa-sa ni dha pa na ga ri saiti n??tik?? iti pancabh??ryasahito d??pakah (8). 95.nbsp;?§r??r??gah svacavikhy??tah (8 bis) satrayena vibh??sitah (9)p??rnah sarvagunopetah (10) m??rchan?¤ pratham?? mat?? (11)kecittu

kathayantyenam rsabatrayam sammatain (12) 96.nbsp;ast??da?§??bdah smarac??rum??rtir dh??rollasatpallavakarnap??- rah (13) sadj??disevy??runavastradh??r?? ?§r??raga esa ksitip?¤lam??rtih (14)



??? 87.nbsp;With an altered ni in the threefold function, heptatonic,his m??rchan?? being marg??. That is kar/7??ta. 88.nbsp;The r??ga karn??ta, in appearence like a ruler of the world, being praised by throngs ofcelestial musicians, carries a sword in (his left) hand, and has one leaf of ivory in his right hand,ni, sa, ri, ga, ma, pa, dha, ni. That is the r??ga karn??ta. J. adds after this another ?§loka about the same, but in the feminine gender.After that J gives the description of the r??ga Vibh??sa, treated in allother manuscripts in two quarterverses- at the end of the chapter,(see ?§l. 136). The form of the ?§l. in J is very corrupt. 89.nbsp;De?§?? is without pa, having an altered ri in the three functions ;her m??rchan?? is kalopanat??. 90.nbsp;De?§??, a young woman, charming, with cloths of the colour of sulphur, her mind full ofdesire, wakes up her beloved, who only pretends to be sleeping, as if anxious forlove\'s sport. ri, ga, ma, pa, dha, ni, sa, ri. That is de?§??. 91.nbsp;Kamodi, according to the general opinion, has to be sung approaching mall??ra, in them??rchan?? paurav?Ž, heptatonic, and with dha in the faction of am?§a, graha and nyasa.She, related to ked??ra with his ?‡iva-like attire, bestows joy on everyone. 92.nbsp;Kamod?Ž with beautiful locks, dressed in a yellow garment, errs in the wood in deadly terror, vexed by the sound of the woodpeckers, weeping, looking round

inevery direction, her mind full of her beloved,dha, ni, sa, ri, ga, ma, pa dha. That is kamod?Ž. 93.nbsp;N??tik?? is said to be heptatonic, with sa in the function of am?§a, graha and ny??sa,her m??rchan?? being the iirst, ornated with much gamak (lioritura). 94.nbsp;Nata is described as having the appearance of the mu/??i ?§pnga, going round the batt-lefield, vexed, his body red with blood, shining like gold, his arms hanging roundthe shoulder of a horse. sa, ri, ga, ma pa, dha, ni, sa-sa-, ni, dha, pa, ma, ga, ri, sa. That is n??tik??.Thus far d??pak with his live wives. 95.nbsp;The r??ga ?§r?? is renowned as being pure, and ornated with sa in the three functions,heptatonic, gifted with all virtues ; his is the first m??rchan??. Some say that he has ri in the three functions. 96.nbsp;Having the appearance of one, beloved to the God of love, eighteen years old, withever fresh young leaves stuck behind the ears, (Jres^ed in ruddy cloths, to whom ?adja and the other notesare like servants, looking



??? (16)nbsp;B m??rchan?? yatra geyo.J jney??. (17)nbsp;B bahaucayabaddhah. J\'bandhah. (18)nbsp;J B cobhit??mrah. (19)nbsp;J ind?Žvar? . (20)nbsp;J. B. audav?? m??lav??. Bridha. (21)nbsp;J ranjan??. J. B. *chan??c??tr??. (22)nbsp;B kudadyutih J ?§uka. (28) B *ta?§??l?Ž. sa ri ga ma pa dha ni sa athava ri ga ma pa dha nisa ri iti ?§r??r??gah 97.nbsp;vasant?? sy??t tu samp??rn?? satray?? kathit?? budhaih?§r??r??gam??rchanais??tra gey?? r??gavi?§??radaih (16) 98.nbsp;?§ikhandi-barhoccayabaddhac??dah (17) karn??vatams??krta ?§o- bhan??mrah (18) ind??vara?§y??matan??r vil??s?? vasantakah sy??talimanjula?§r??h (19)sa ri ga ma pa dha ni sa iti vasantik?? 99.nbsp;m??lav?? audav?? jney?? nitray?? parivarjit?? (20)rajan?? m??rchan?? jney?? k??kal?Žsvaramandit?? (21) 100.nbsp;nitambin??cumbitavaktrapadmah ?§ukladyutih (22) kunda- lav??n pramattah sanketa?§??l??m pravi?§an pradose m??l??dharo m??lavar??ga esah(23) ni sa ga ma dha ni ??ti m??lav?? 101.nbsp;m??lava?§r???§ ca r??g??ng?? p??r/i?? satrayabh??sit??m??rchanottaramandr?? sy??c chrng??rarasama/jdit??. (24)nbsp;J B Â?otpalam hastataledadh??n??. (25)nbsp;J valllm. (26)nbsp;B satray??r?§abhah?Žn?? s?? (27)nbsp;J satray?? hin??rsabh??. Jdhan??str?Ž. (28)nbsp;J tanur. (29)nbsp;B *dh??n??. (80) J *le nayan??mbubindu. (31)nbsp;B Â?nayan?Ž?§rvidu. J. B.nisyanda

nirdh??ta. (32)nbsp;B sa ga ma pa ni sa (1)nbsp;J. B. ??s??var?Ž. J. B. Â??§a cadhaivato ny??sa sy??d, audav??prokt?? karu. (2)nbsp;J nrst 100 c and d, thenafh??v?? etc. 102.nbsp;raktotpalahastatale niyuktam vibh??v??yant?? tanudehavall?? (24)ras??lavrksasya taie nisann?? stokasmit?? s?? kila m??lava?§r??h (25)sa ri ga ma pa dha ni sa iti m??lava?§r??h 103.nbsp;salray?? rsabh??d dh??n?? s??dav?? ca dhan??sar?? (20)m??rchan?? pratham?? jney?? rase v??re prayujyate (27) 104.nbsp;d??rv??dala?§y??matan??r manojn?? k??ntam likhant?? (28) vira- hena d??n?? (29) ?§vete kapole dadhat?? drgabunisphandanirdhautakuc?? dha- n???§r??h (31) sa ga ma pa dha ni sa iti dhan???§r??h (32) 105.nbsp;as??var?Ž garityakt?? dhagrah??m?§?? caudav??ny??sas tu dhaivato geyah karunarasanirbhar?? (1) 106.nbsp;athav?? kakubh??d eva cotpann?? dh??nt?? m??m?§agrah?? mat?? (2)pancamenaiva rahit?? s??dav?? ca nigadyate (3)nbsp;B Â??§?Žla?§i?§ire. J pichavas. (4)nbsp;.7 â™?ktikamanoharah??ravall??. (?´) .1. R. eave out athav?? etc. (6) J. B. Â?m??rchanah. 107.nbsp;?§rikha/ida?§aila?§ikhare ?§ikhipucchavastr?? (3)m??tangamauktikakrtoghamah??ravall?Ž (4)??krsya candanataror uragam vahantis??s??v??r?Ž valayam ujjvalan??lak??ntih dha ni sa ma pa dha athav?? ga dha ni sa ri ga dha (5)dha, ga, ri, sa, ni, dha, ma. ity as??var?Žiti

pacanbh??ryasahito ?§r??r??gah 108.nbsp;meghah p??rno dhatrayah sy??d uttar??yatam??rchan?? (6)



??? like a king, sa, ri, ga, ma, pa, dha, ni, sa ; or : ri, ga, ma, pa, dha, ni, sa, ri. That is the r??ga ?§r??, 97.nbsp;Vasant?? is said by the wise to be heptatonic and with sa in the three functions ;she has to be sung by the connoisseurs of r??ga in the same m??rchan?? as ?§r??, 98.nbsp;Vasanta 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 vasantik??, 99.nbsp;M??lav?? is pentatonic by the dropping of pa and ri, having ni in the three functions,ornated by the k??kal?? note, and in the m??rchan?? rajan??. 100.nbsp;The r??ga m??lav??, of pure beauty, wearing a garland, and earrings, deeply in love, entersthe meeting place at nightfall, (where) his face (is) kissed by a lovely woman,ni, sa, ga, ma, dha, ni. That is m??lav??. 101.nbsp;M??lava?§r?? depends on musical charm, is heptatonic, and is ornated by sa in the threefunctions ; her m??rchan?? is uttaramandr??, and she is adorned by the erotic sentiment. 102.nbsp;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 m??lava?§r??. sa, ri, ga, ma, pa, dha, ni, sa. That is m??lava?§r??. 103.nbsp;Dhan???§r?? is hexatonic by the discarding of ri, has

sa in the three functions,stands in the iirst m??rchan?? and is connected with the heroic sentiment. 104.nbsp;Dhan???§r??, whose bosom is washed by streams of tears, with a tear still on her whilecheeks, pained by the separation, with a complexion dark like a blade of d??rv??grass, charming, is busy painting the por-trait of her lover. sa, ga, ma, pa, dha, ni, sa. That is dhan???§r??. 105.nbsp;As??var?Ž is pentatonic, missing ga and ri, and has dha as am?§a and graha ; the note dhaivata is also to be sung as ny??sa. She is connected with the plaintive sen-timent. 100. Or : Sometimes she is said to be hexatonic, by the dropping of pa, being derived from the r??ga kakubha, having dha as ny??sa, ma in the function of grahaand am?§a. 107.nbsp;Abiding on the top of 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 itas a bracelet, such is as??var?Ž, of llaming, 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 as??var?Ž.Thus far about the raga ?§r?? with his live wives. 108.nbsp;Megha is heptatonic, having dha in the three functions, in the m??rchan?? uttar??yat??,



??? (8) B catika. (9)nbsp;B malian. (10)nbsp;J.B. gaiir??krs?? J* tacchale. (11)nbsp;B patisamrantl. vikrta-dhaivato geyah ?§rng??rarasap??rakah (7) 109.nbsp;nilotpal??bhavapur indusam??nacailahpit??mbaras trsitac?¤takay?¤cyam?¤nah (8)p?Žy??samandahasito ghanamadhyavart??v?Žresu r??jati yuv?¤ kila meghar??gah dha ni sa ri ga ma pa dha iti meghar??gah 110.nbsp;malh??r?? sapah??n?? sy??d grah??m?§any??sadhaivat?? (9)audav?? paurav??yukt?? vars??su sukhad?? sad?? 111.nbsp;d??r??krt?? kokilakanthan??d??g??tachalen??tmapatim (10) sma- rant?? (11) ??d??ya v??/?Ž??m malin??m rudant?? mall??rik?? yauvanad??nacitt??dha ni ri ga ma dha iti mall??r?? (12)nbsp;J.B. grah??m?§any??sa?§adja-bh??k. (13)nbsp;J. B. m??rchan?¤ ?§uddha-madhy?? sy??t. ^\'14) J. B. k??kal?Žsvaramandit??. (15) B *kelirat??m?§u sukec?Ž.J keliratih. (17)nbsp;B Â?nuh suve?§y?? J suve?§?Ž. (18)nbsp;B prathamam??rcha. (19)nbsp;B *n?¤m kecid ??cire. (20)nbsp;B Â?kamallpta. (21)nbsp;B Â?mukh?¤. (22) B ya.sy??m J pauravi-m??urclian??. (23) B *ti.smar??M??m B Â?trimukhad. (1)nbsp;J tankah. (2)nbsp;B vi.sannacint??. (3) J varno. J sambh??.sam??nah.B sambh??asyant?Ž kjla 1;anka. 112.nbsp;de?§ak??r?? tu samp??rn?? sadjany??sagrah??m?§ik?? (12)m??rchan?? pratham?? jney?? vair??timi?§rit?? bhavet (13) 113.nbsp;bhartr?? samam kelikal?? rasajn??

sarv??ngap??rn?? (14) kama- l??yat??ksi (15) p??nastan?? rukmatanuh suke?§?? samp??r/7acandr?¤nan?¤ de?§ak??risa ri ga ma pa dha ni sa iti de?§ak??r?? (17) 114.nbsp;sadjagrah??m?§akany??s?? bh??p??l?? kathit?? budhaihm??rchan?? pratham?? yatra samp??rn?? ?§??ntike rase (18)kai?§cit tu ripah??neyam audav?? parik??rtit?? (19) 115.nbsp;gauradyutih kunkumaraktadeh?? (20) tungastan??candramukh?? manojn?? (21) bhartuh smarant?? virahena d??na bh??p??likeyam rasa?§??n- tiyukt?? sa ri ga ma pa dha ni sa athav?? sa ga ma dha ni saiti bh??p??l?? 116.nbsp;grah??m?§any??s??-rsabh?? samp??rn?? gurjar?? mat??saptam?? m??rchan?? tasy??m bahuly?? saha mi?§rit?? (22) 117.nbsp;?§y??m?? suke?§?? malayadrum??/J??m mrd??llasatpallavatalpama- dhyc ?§rutisvar??/?Ž??m dadhat?? vibh??gam tantr??-sukh??d daksinagur- jar??yam (23) ri ga ma pa dha ni sa ri iti gurjar?? 118.nbsp;takka sy??t tu tridh??-sadjah samp??r/m?§ c??dim??rchanah (1) 119.nbsp;?§ayy??susupt??m nalin??dal??n??m viyogin??m v??ksya visan/m- citt??m (2) suvarnavar/jam grham ??gatah san subh??.sayan sa kila tak- kasanjnah (3)



??? to be sung with the alterted dha, â€” a gush of erotic sentiment. 109.nbsp;Having a body like the blue lotus, with garments like the moon, dressed in yellow, implored by the thirsty cataka birds, (who drink only raindrops)with a smile sweet like nectar, in the midst of clouds,radiates amongst the heroes, r??ga megha, the youth,dha, ni, sa, ri, ga, ma, pa, dha. That is the r??ga megha. 110.nbsp;Malh??r?? is pentatonic, without sa and pa, and has dha in the three functions; she is connected with the m??rchan?? paurav?Ž, and always gives joy during the rains. 111.nbsp;Having banished the song from the throat of the kokilas, mall??rik??, her heart burdenedby the vexations of youth, commemorates the lord of her heart in the course of a song, weeping,a v?Žn?? in hand, which she wets with her tears,dha ni ri, ga, ma, dha. That is mall??r?Ž. 112.nbsp;De?§ak??r?Ž is heptatonic, with sadja as graha, am?§a and ny??sa,being in the first m??rchan??, mixed with the r??gi/j?? vair??t??. 113.nbsp;De?§akar?Ž, with a face lovely like the full moon, with beautiful locks, a golden body, a full bosom, with lotus-leaf-shaped eyes, of perfect stature, and skillful,sports with her lord. sa, ri, ga, ma, pa, dha, ni, sa. That is de?§ak??r?Ž. 114.nbsp;Bh??p??l?? is said by the wise to be heptatonic, with sa as am?§a, graha andny??sa, standing in the first m??rchan??, and belonging to the quiescent mood.By

some she is proclaimed to be pentatonic without ri and pa. 115.nbsp;Bh??p??l??, 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 saffron,pained by the separation, remembers her husband. sa, ri, ga, ma, pa, dha, ni, sa ; or : sa, ga ma dha ni sa.That is bh??p??l??. lie. Gurjar?? is heptatonic, with ri as am?§a, graha and ny??sa ; hers is the seventh m??rchan??, and she is mixed up with many other (r??gi/j??s). 117.nbsp;Gurjar??, coming from the south, of dark complexion, with beautiful locks,on a couch, formed by the softly swinging, young sprouts of sandal trees,produces all kinds of ?§rutis and notes on her lute. ri, ga, ma, pa, dha, ni, sa, ri. That is gurjar??. 118.nbsp;Takka has sa in the threefold function, is heptatonic and stands in the first m??rchan??. 119.nbsp;Beholding his beloved, â€” from whom had he been separated â€” asleep, with a sadexpression on her face, on a bed of lotuspetals, â€” he, the golden coloured, having coine home, salutes her ; such is takka.



??? (4)nbsp;B. J. sadjatrayo \'pi B.sampracaste. (5)nbsp;J. B. *p??iiir gajadantapa-tram ?§ar?Žra-vesah samare pra-dis^ah pracawda m??rtiti. (6)nbsp;B sav??ravesah. (7)nbsp;B nattah. (8)nbsp;B iti kalyanabha^tah. (9)nbsp;B. om. 122-124. sa ri ga ma pa dlia ni sa iti takkahiti pancabharyasaliito meghar??gaii. 120.nbsp;kaly??nan??to vijneyah samp??r/7o ritrayo matahsadjatraye \'pi kai?§cit tu sampradisto man??sibhih (4) 121.nbsp;krp??nap??nis tilakam lal??te suvarnavesah samare pracandah(5) smaran pravistah kila raktavar/iah kaly??nan??tah kathito mun?Žndraih (6)ri ga ma pa dha ni sa athav?? sa ri ga ma pa (7) dha ni saiti kaly??nan??tah (8) 122.nbsp;s??rangan??tah samp??rnah satrayottaramandrajah (9) (10) J nisretadeh??. J *n??t??. (11)nbsp;J sur??gin?Ž or conj : sur??n-gan??. (12)nbsp;J devag?Žry??h. J budhaih. (13)nbsp;J tanuh. (14)nbsp;J mand??las??. J. B. girl. (15) B. J. â™?na manoharahara.(18) B nimagnacitta. (17)nbsp;B. J. â™?ka smarabadh??la-lit??ngayastih. (18)nbsp;J pa dha ni sa ga ma padha ni sa ma pa. (19)nbsp;J sora^ha. (20)nbsp;J trivann??. (21)nbsp;B. J. ridhah??neyam vidvad-bhih parik?Žrtit??. (22)nbsp;J c??rurambh??. B. J. kana-kaprabh??. (23)nbsp;B. J. nat??ng?Ž hamp;talalit??. (24)nbsp;B k??ntena. (25)nbsp;J â™?h?Žn?? tathaudav??. (20) B â™?pavarjya tathaudav??. 123.nbsp;v?Žn??m dadh??n?? drdhabaddhaven?Ž

sakhy??samam manjula- vrksam??le j??mbunad??bh?? ca nisannadeh?? s??ranganatta kathit?? mun?Žn-draih (10) 124.nbsp;athav?? karadhrtav?Žn?? sakhy??sahopavist?? ca kalpatarum??le drdhata-ranibaddhakavar?Ž s??rang?? s?? surangin?Ž prokt?? (11)sa ri ga ma pa dha ni sa iti sarangan??tah 125.nbsp;devagiry??h svar??h prokt??h s??rangasadr?§?? mat??h (12) 126.nbsp;k??dambin???§y??matanus suvrtt?Ž tungastan?Ž sundarah??raval- l?Ž (13) citr??mbar?? mattacakoranetra mad??las?? devagirih pradis- t?? (14) sa ri ga ma pa dha ni sa iti devagir?? 127.nbsp;sorath?Ž s??dav?? jney?? pancamatrayasammat??rih?Žn?? ca sam??khy??t?? kai?§cit sadjatray?? mat?? 128.nbsp;p?Žnonnatastan?? su?§obhanah??ravall?Ž (15)kaiv?Žotpallabhramaran??davilagnacitt?? (16)y??ti priy??ntikam ati?§lathab??huvall?Žsaur??strik?? madanam??rtih suc??ru gaur?? (17) sa pa dha ni sa ga ma pa athav?? sa ga ma pa (18)dha ni sa iti sorath?Ž (19) 129.nbsp;trivana sa ca vijney?? grah??m?§any??sadhaivat?? (20)audav?? s?? ca vijney?? ripah??n?? prak??rtit?? (21) 130 rambh??y??s tu taror mule nisa/nn\'i p??tavar/iabh??k (22)tanvang?Ž h??rai^amyukt?? priyena triva/u1 mat?? (23)dha ni sa ga ma dha iti triva/2?? (24)131. sadjatray?? pah??d?Ž sy??d ripah??n?? ca gauravat (25)ch??y?? tilangade?§??y?? ripah??n?? prak??rtit?? (26)



??? sa, ri, ga, ma, pa, dha, ni, sa. That is takka.thus far meghar??ga with his five wives. 120.nbsp;Kaly??/ian??ta must be known as being heptatonic with ri in tlie three functions;by some wise he is said to have sa in the threefold function. 121.nbsp;Kaly??nan??ta is described by the wisest of the wise as being of a red colour, clad in gold,with a mark on his forehead, 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 kaly??nan??ta. 122.nbsp;Sarangan??ta is heptatonic, having the sa in the three functions, springing from them??rchan?? uttaramandr??. 123.nbsp;Sarangan??t??, with tightly fixed plaits, as described by the wisest of wise, shines likegold, and rests her body at the foot of a lovely tree, a v?Žn?? in hand, surrounded by her girlfriends. 124.nbsp;or : â€” her hair fastened rather tightly â€”, holding a v?Žn?? in her hand, surrounded byher friends, sitting at the foot of a wish-tree : that celestial woman is called s??rang??.sa, ri, ga, ma, pa, dha, ni, sa. That is sarangan??t??. 125.nbsp;The notes of devagiri are believed to be identical with those of s??rang??. 12G. 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 multicoloured cloths, and with eyes like those of the love-drunken cakora

bird, languid by love\'s lust. sa, ri, ga, ma, pa, dha, ni, sa. That is devagiri. 127.nbsp;SoraUii is hexatonic, being without ri, and has pa in the threefold function.Some say that she has sa in the three functions. 128.nbsp;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 lisllessly, she, the girl from Saur??stra (Kathiawar), beautiful like an embodiment of the God oflove. sa, pa, dha, ni, sa, ga, ma, pa ; or : sa, ga, ma, pa dha, ni sa. that is sorath?Ž. 129.nbsp;Triva/?Ž?? is to be known as having dha as am?§a, graha and ny??sa ;she is pentatonic by the dropping of ri and pa. 130.nbsp;Triva/?Ž?? is described sitting at the foot of a plantain tree, as being of yellowcolour, slender, and having got a string of pearls from her beloved. dha, ni, sa, ga, ma, dha. That is triva/j??. 131.nbsp;Pah??di will be with three sa\'s, pentatonic, without ri and pa, like gaura.Ch??y?? too, belonging to the kar/?Žatic country, is said to be without ri and pa



??? (27)nbsp;J telinga. B. telanga. (28)nbsp;J yasy??h s??. B param??pari- (29)nbsp;J manjulavrk?§am??le. Bvajulavrk. (30)nbsp;J *rin?Ž sy??t. J Â?kantabhi-hit??. (1) J. B. r??gapancamako. (2) B vi?§??lanetre. B tarune. (3)nbsp;J interchanges 134 c. d ande. f. (4)nbsp;B om. 134 e. f. (5)nbsp;J 135 *rarie budhaih pra-tham?? m??rchan?? yasya sad-jatraya-vibh??sitah. (6)nbsp;B adds between 135 and 136.madhyam??m?§agrahany??savang??li sy??d ri varjit?? ?§??davas?? ca vijn ey?  janasy??para-bh??gatah ma, pa, dha, sari ga sam. (7)nbsp;I om 136 a. b. (8)nbsp;J sadr?§?? jney??. (9)nbsp;J kund???Ž. (10)nbsp;B. J. kaly??n??r??gavad gey??. (11)nbsp;J budhair ??bhirik?? sad??. (12)nbsp;J. B. â™?cr?Žr everytime. (13)nbsp;J Â?de?§agat?? B gata Jr??g??h smytah budhaih. (14)nbsp;B. J. ?‡r?Žmallaksm?Ždhara-sutacatura etc. 132.nbsp;v??nopag??yaty atisundar??ng?Ž rakt??mbar?? manjukadamba- m??le (27) ?§r??candan??drau sthitik??rin?Ž s?? ?§rir??gak??nt?? (28) kathit?? pah??d?Ž (29) sa ga ma dha ni sa iti pah??d?Ž (30) 133.nbsp;r??gah pancamako jneyah pah?Žnah s??davo mat??h (1)pratham?? m??rchan?? yatra sadjatrayavibh??sitalikecid vadanti samp??rnam ?§rng??rarasap??rakam 134.nbsp;rakt??mbaro raktavi?§??lanetrali ?§rng??rayuktas taruno ma- nasv?? (2) prabh??tak? le vijay?Ž ca nityam sad??priyali kokilamanju- bh??s?? (3) sa ri ga ma

dha ni sa athav?? sa ri ga (4)pa dha ni sa iti pancamar??gah (5) 135.nbsp;vel??vaty??h svar??h prokt??h ?§ankar??bharane mat??hiti ?§ankar??bharanah (6) 136.nbsp;vadahamse svar?? jney??h karn??te kathit?? budhaihiti vadahamsah lalit??vad vibh??sas tu rev?? gurjariv? t sad?? (7)iti vibh??sa iti rev?? 137.nbsp;de?§??khy??sadrc?? gey?? kud???Ž sarvasammat?? (8)iti kud???Ž (9) kaly??nasadr?§?Ž gey?? abh?Žr?Ž sarvasammat?? (10)ity ??bh?Žr?Ž (11) 138.nbsp;m??la?§r?Ž jayata?§r?Ž?§ ca dhan???§r?? maruk?? tath?? (12)yes??m ?§rutisvaragr??maj??ty??diniyamo na hin??n??de?§amatach??y?? de?§ir??g??s tu te smrt??h (13)Iti ?§r?Žcaturadamodaraviracite sang?Žtadarpa/ie (14)r??gavivek??dhy??yo dvit?Žyah.



??? 132.nbsp;Ragin?? pah??di, extremely comely, dressed in red, the beloved of the r??ga?§ri, dwells onthe 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 is pah??di. 133.nbsp;The raga pancama is to be known as hexatonic without pa ; he stands in the first m??rchan?¤ and is adorned by the threefold sa.Some say that he is heptatonic, and like a gush of erotic sentiment. 134.nbsp;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 voicesweet like the kokila\'s. sa, ri, ga, ma, dha, ni, sa ; or : sa, ri, ga, pa, dha, ni, sa.that is the, r??ga pancama. 135.nbsp;In the r??ga ?§ankar??bhara/?a are the notes of vel?¤vati. That is ?§ankar??bhara/ia 136.nbsp;The notes in vadahamsa are said by the wise to be the same as those in karn??ta. That is vadahamsa.Vibh??sa is like lalit?? ; rev?? always like gurjari.That is vibh??sa and that is rev??. 137.nbsp;Kud?¤i, according to the general opinion, is sung the same as de?§? . That is kud?¤i.?„bhiri according to the views of all, is to be sung like kaly?¤/iaThat is ?¤bhiri. 138.nbsp;M??la?§ri, jayata?§ri, dhan???§r?? and maruk?¤, of which there is no fixed rule either concer-ning ?§rutis, or notes, or gr??mas or j?¤tis etc., in which are dominant the opinions of dif-

ferent regions, are called de?§?? (popular) r??gas. Here finishes the second chapter, the discussion of the r??gas of the book called Saii-gitadarpa/ja, written by Damodara the skillful.



??? APPENDIX I TO ?‡LOKA 126. RAGAVIBODHA. I. 47. 48 a. b.The kutat?¤naprast?¤ra according to manuscript presented by P. B. Joshi, Ajmer. I. 47. nyasya kramam yathestam p??rvah p??rvah par??d adhah sth??pyah p??rvo yadyupar?Žsy??t tatp??rvah pura uparigah. 48. m??lakramakramena sth??py??h prste \'sya ye tatah ?§es??h. Comm. tatra nidar?§an??ya catuhsvarah prast??rah pradar?§yate. quot; sa ri ga ma quot; itip??rvam kramah sth??pyah. Tatra sadjasy??dhah p??rvasvar??bh??v? t paro na sth??pyah.Rsabhasya tu adhah tatp??rvah sadjah sth??pyate. Upar??tau g??ndh??ramadhyamaupuro lekhyau. Ava?§ista rsabhah sadjasya pa?§c??d deyali. Evam \'\' ri sa ga ma quot; itisahito dvit?Žyo bhedah. (tam vin?? tu prathamaeva) Tata rsabhasya p??rvam sadjo deya?§cet, tarhi sa upari vartate. Sadjasya p??rvo neti, tau hitv?? g??ndh??rasy??dho rih, p??rvomah, pa?§c??d sa-gau, m??lakrame [na] vyavahita-kramena. Evam quot; sa, ga, ri, ma quot; ititrtiyo bhedah. Tato g??ndh??rasy??dhah p??rva rsabho deyatvena pr??ptah param tu puras-t??t sa vidyate. Iti tasy??pi p??rvah sadjo likhyate, puro rimau, pa?§c??d gah. Evam quot; ga sari ma quot; iti caturtho bhedah. Tato g??ndh??rasya p??rvah, tatp??rva?§ c??gre vartata iti gamvih?¤ya, p??rv??sambhav??t sam ca vih??ya, rer adhah p??rvah sali, puro mah, pa?§c??drigau, m??lakrame [na]

vyavahitakramena. Evam ,, ri ga sa ma quot;iti pancamah. Tatahp??rvar?Žty?? g??ndh??rasyaiv??dho rih, puro samau, pa?§c??d gah, evam quot; ga ra sa ma.quot; itisasthah. Iti m??nt??h sad bhed??h. Tatah p??rvar?Žty?? masyaiv??dhast??d gah, taduparigatasvar??bh??v??t, pa?§c??d eva sa-ri-m??h, evam quot; sa ri ma ga quot; iti saptamah. Tato rer adhah sali, purau magau, pa?§c??drih. Evam quot; ri, sa, ma, ga quot; iti astamah. Tato masyaiv??dho rih, puro gah, pa?§c??tsamau. Evam quot; sa ma ri ga quot; iti navamah. Tato masy??dhah p??rvap??rvap??rvah sadjaeva, p??ro rigau, pa?§c??n mah. Evam quot; ma, sa, ri, ga quot; iti da?§amah. Tatah p??rvar?Žty??masau vih??ya, rer adhah p??rvah sah, puro gah, pa?§c??d rimau. Evam, quot; ri, ma, sa, ga quot;ity ek??da?§ah. Tatah p??rvar?Žty?? rim vih??ya, masyaiv??dhah p??rvap??rvo rih, purah sa-gau, pa?§c??n mah. Evam quot; ma ri sa ga quot; iti dv??da?§ah. Iti g??nt??h sad bhed??h.



??? TRANSLATION OF THE CLOKAS AND COMMENTARY OF THE RAGAVIBODHA 1. 47. f following the translation of R. Samasastrij B. A. M. R. A. S. published in the IndianMusic Journal Vol. 1 1911. 47-48 a. b. (Inany combination consisting of notes from one to seven) choose any desired orderor arrangement (and write it in the lirst line. Then for each succeeding line) take the notein the upper line and write it below its succeeding note (this is to be done only once withregard to each note). But if the note to be written in the lower line is found among thesucceeding notes in the upper line, choose instead that note which is previous to it. Ifthat note also occurs in the upper line, choose that which is previous to the previous andso 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 fournotes, sa, ri, ga, ma. Let these be represented by the initial letters S. R. G. M. Let S. R. G. M. be the lirst line. In the second line nothing is written below S becauseit is the lowest of the notes chosen. Below R write S. Now to the right of S put G M whichare found in the upper line, and at last add to the left of S the only remaining note R. Thusthe second line reads as R. S. G. M. Now for the third line S nuiy be

written below R but Sis found to the right of R in the upper line aiul there is no note previous to it. Thereforewrite nothing below R in the lirst instance. Then again write nothing below S becauseit is the lowest. Now below G put R. When this is done add M to the right and S. G tothe left of it. The third line thus reads as S G R M. Then for the fourth line write nothingbelow S because it is the lowest. R may be written below G but R occurs in the upperline amongst the succeeding notes and therefore cannot be written. Therefore below Gput S which is previous to R. When this is done add R. M to the right and G to the leftof S. Thus the fourth line reads as G S R M. Then for the fifth line below G you maywrite neither R nor S, because they occur in the upper line. Below S nothing can be writ-ten. But below R you have to write S. When this is done, add M to the right and R G tothe left of it. Thus the lifth line reads as R G S M Then for the sixth line below R youcannot write S because the latter occurs in the upper line. Therefore below G write R.Then add S M to the right and G to 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 RM to the leftof it. The seventh line becomes S R M G. Then put S below R and add M G to the rightand R to the left. Thus the eighth line becomes R S

M G. Then write R below M and add Gto the right and S M to the left. Thus the ninth line becomes S M R G. Then below M putS 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 tenth line becomes M S R G. Then leaving out M S, below Rput 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 out R and below M write R which is previous to its previousone. 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 inS. Here the expansion stops and the total number of kutatanas that can be formed outof four notes is found to be 24.



??? APPENDIX IIThe text of the ?§lokas taken from the Sang??taratn??kara 1. 4. 63. vedyat??nasvaramit??n nyaset tesv eva lostak??n. 64.nbsp;pr??kpanktyanty??nlcasamyogam ??rdhv??dliahsthitipanlctisu?§??ny??d. adho likhed ekam tam c??dhod\'hah svakosthak??t 65.nbsp;kosthasankliy??gu/iam nyaset kha/jclamerur ayam matah. 66. svar??n m??lakramasy?¤nty?¤t p??rvam y??vatithal.i svarah.uddist??ntyas t??vatithe kosthe \'dho lostakam ksipet. 67. lostac??lanam anty??t sy??t tyaktv?? labdham kramo bhavetlost??krant??nkasamyog??d uddistasya mitir bhavet.



??? APPENDIX II TO ?‡L. 132 Translation of ?§l 63-70 of the Sang??taratn??kara 1.4 plus an excerpt from the commentary on those ?§lokas. S. I. 4. 63. One should put pebbles to the amount of notes in the vedyat??na (that is tosay the t??na which, either in the form of nasta or of uddista, is to be found out) in thesquares of the first horizontal row. Note. Thus, when the vedyat??na has five notes, one should put five pebbles, one ineach 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 squaresone 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, theproduct of this total and the number of the square (which one intends to fill in), countingin downward direction (from the square in which the first total stands). This is knownas khandameru. Note, ekam in 64c is not to be translated â€” (of which the first is one ?)Comm. Thus, in the second vertical row, as the last figure of the previous row is one, andtherefore 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 figure two then is multiplied by two, thenumber of the first square below, (which one

intends to fill in) and thus four is arrivedat, the figure to be put in that square. In the fourth vertical line one should write below the (third) zero the total of the lastfigures of the previous (vertical) rows, which is six. In the adjecent square below this, oneshould write 12, the product of six viz. the last total, and two, the number of that square.In the next square below that, one should write eighteen, the product of tiie first totalsix, and three, the number of the square in (juestion. Proceeding in this way we get the fifth, sixth and seventh vertical rows. In this w^aythe khandameru is completed. ()(). The number of the place occupied by the last note of the uddista (a given variation, ofwhich one wants to know the place in the whole series) in the m??lakrama (the notes intheir natural order), that is the number as well of the square below, to which the pebblemust be shifted. 67. The shifting of the pebbles must be started from the end. By leaving out the note thusobtained (by shifting of the pebble) both in the m??lakrama and in the uddista, the newkrama will be made. The number of the uddista (in the whole series of variations) is ob-tained by adding together the figures (in the squares) on which the pebbles have beenput.



??? 68.nbsp;yair ankair nastasankhy?? sy??n maulaik??nkasamanvitaihtesu lostam ksipen m??lam lostasth??namitam bhavet. 69.nbsp;nastat??nasvarasth??nam tato y??vatithe padeadhah kram??d asti lostah svaras t??vatitho bhavetkram??ntimasvar??t p??rv??l labdhaty??g??di p?šrvavat.



??? Comm.: In the m??rchana uttaramandra the four notes quot;sa, ri, ga, ma quot; are taken as them??lakrama. Which position does tlie last note,, ri quot; of the uddista-tana â€ž ma, sa, ga, riquot;occupy in the m??lakrama, counted from ma, the last note of the m??lakrama ? The answeris : it occupies the third place. Hence one must shift the last pebble to the third squarebelow, on the figure twelve in the fourth vertical row. Now quot; ri quot;, which has beenobtained, â€” designated in that way because the figure of the square is now found out â€”is dropped (both from uddistat?¤na and from m??lakrama), as having fulfilled its purpose. The m??lakrama now consists of the remaining notes sa, ga, ma ; the uddistat?¤na isnow ma, ga, sa. Again the last note of the uddista, sa, is the third from the last of them??lakrama, and hence, in the third vertical row, the pebble is shifted to the third squarebelow, on the figure four. Having thus obtained sa, it is left out in its turn, and conse-quently the m??lakrama becomes now ga, ma, and the uddistat?¤na ma, ga. The ga, which is the last of the uddista, is the second counted from the last of them??lakrama, 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 m??la-krama and in the uddistat?¤na, and as there is no square below the pebble in the

firstvertical row, there is no possibility of shifting the pebble placed on the figure one in thefirst square of the first row. Whenever in the m??lakrama and in the uddistat?¤na theorder 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, whichrepresents the number of the uddistat?¤na quot; ma, ga, sa, ri quot; in the series of variations.In this way the number of any given t?¤na can be found out. 68, 09. One should shift the pebbles to those figures that, combined with the figure one ofthe first square of the first row, make up the number of the nasta t?¤na (a. t?¤na of whichthe number in the series is given, but the form of which is inquired after). The squares towhich the pebbles have to be shifted are reckoned to begin from the squares in the firsthorizontal row in which the pebbles originally were, (this means that the first row iscounted as the first, in contrast with the rule given in gl. 64, 05, in which the first rowof squares was not counted). As many squares as one has to go down to arrive at theplace where the pebble has been put, so nuiny notes one has to count from the end ofthe m??lakrama (to arrive at he last note of the nastat?¤na) The dropping of the noteobtained is done as before (when seeking out the uddista). Excerpt from the comm. One inquires after the form of the

eighteenth t?¤na of four notes in the m??rchan?¤ uttara-mandr?¤. The m??lakrama is â€ž sa, ri, ga, ma quot;. Now the figure twelve in the fourth verticalrow, four in the third, and two in the second, along with the figure one in the lirst squareof the first vertical row, make eighteen together. So one should shift the pebbles to thesenumbers, one pebble on each. As in the present case of the eighteenth t?¤na the last pebbleis placed in the third square (counted from the first horizontal row on top), the last noteof the nastat?¤na will be ri, on account of its being the third note from the last in them??lakrama.



??? 1 ri ga ma pa dha ni 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 70. tanasvaramitordhvadhahpanktigantyankamigranatekasvaraditananam sankhya sanjayate kramat.sa



??? Leaving out this ri, which has been obtained, the m??lakrama becomes sa, ga, ma.In the same way as before, the last but one pebble being in the third square, gives sa asthe last but one note of the nastat?¤na, on account of its being the third from thelast of the m??lakrama. Leaving out sa, the m??lakrama becomes ga, ma. The secondpebble (third but last) being in the second square results in ga becoming the secondnote of the nastat?¤na (the third from the end) on account of its being the second from thelast of the m??lakrama. The remaining ma is the first of the nastat?¤na on account of itsmaking the t?¤na complete. Thus quot; ma, ga, sa, ri quot; is the form of the nastat?¤na. It is tobe well understood that, whenever, either at the end or in the middle of the process, thepebble is not shifted (as none of the numbers below have to be taken for making up thenumber of the nasta) the last of the m??lakrama and the note of the nastat?¤na will be thesame. The following gloka gives the method of finding out the number of tanas by nleahsof the kha/ulameru. 70. By adding together the last figures of the vertical rows, as many as there are notes inthe t?¤na, the number of t?¤nas of one or more notes (to a maximum of seven) is obtained.
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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 theintroduction. The numbers in italics indicate the place where the term is defined in thetext.) am?§a Intr. B. T.Adhy I. 12, 147. Adhy. II. 47, 49, 51, 53, 55, .57, 59, 01, 63, 05, 67, 69.73, 75, 79, 83, 91, 93, 105, 100, 110, 112, 114, 116, 129,ak??tat??na Adhy. I, 101.aghora Adhy II, 11, see ?‡iva.acyuta Intr. L, Adhy. I. 58-60.anga Intf. T.Anjaneya In.tr. G. I. 31.ad???Ž (kut??i ?) II. 44.atis??ksma I. 34.adbhuta I. [82].an??hata Intr. F. I. 15, 16, 19.anuranana â€” I. 49, 55.anuvadi I. 68.anuvaditvam. Intr. M. I. 67.anustub I. [81].anta (ny??sa) II. 106. antara. Intr. L. T. I. 11, 12. 61, 76, 84, 85, 140, 150.andh??ri II. 44. apany??sa I. 149.nbsp;gt; apas??rana I. 97. apana I. 43, 46. ap??rwa I. 97, 100, 122. apus^a. I. 35. amra (asra) II. 8. alank??ra Intr. Q. I. 11, 14S. alamba^a I. 27. alapa I. 83. alpat?? I. 149. avarohana. I. 77. avarohl I. 143. a?§vagr??m?? (a?§vakr??nt??) I. 81.A?§vatara I. 30.asamp??ma. I. 96. as??var?? (as??var??) II. 37, 43, 105, 106, 107. ??rsa I. 8. ??l??panam Intr. P. I. 142.??lapin?? I. 54.??hata I. 15, 17. I (?Ž) Ida Intr. F. J. I. 26, 51. India office Library. Intr. A. B. N. I?§??na II. ii. see ?‡iva. U ugra I. 55.ucchv??sa I. 43. uttaramandra I. 80, 116. II. 57, 101, 122.uttar??yat?? I. 80. 121. II. 108.uts??ha II. .3.udana I. 41^ 45, 47.

uddista Intr. D. I, lo, 128, 131, 132, 133, 135.upanga II. I, 3.u^nih I. [81]. 11 (r) rsabha (ri) Intr. K. L. M. N, T. I. 52, 58, 66, 71, 75, 76,[82], 90, 01, 93, 94, 113, 142, 151, 152. II. 71, 49, 53.57, 65, 67, 71, 75, 77, 81, 85, 89, 95, 99, 103, 105, 114,116, 120, 127, 129, 132.rsi I. [80]. AU auijava Intr. O. T. I. 89, 93, 95, 102, 108, 120, 150. II. (gt;,47, 53, 07, 71, 75, 81, 85, 99, 105, 110, 114, 129. K kakubh??nta (kakubha, kakubh??) II. 8, 43, 69,70, 100.kandarpa II. 8.kamoda II. 8.kamodi II. 36, 45, Ql,92.Â? Kambal I. 30.karmia I. [82]. II. 3, 68, 75, 105.karn??ta II. 42, 87. 88. 137.kartt??tl II. 17, 27, [88b].kalita I. 84. kalopanata I. 82. II. 89.kalyana II. 26, 138. A(a) ajnasanjna I. 22.Anjaneya. I. 32.atman I. 33.adhara I. 18, 38.abhirl II. 19, 27, m.aroha I. 36, 77.arohi I. 143.arcika I. 103.



??? kaly??naiiiita II. 12Â?, 121.kaly??ni II. 19. Kallin??tha Intr. B. O. T. II last line before C, 53.k??kali. Intr. L, T. I. ii, 58, 62, 76, 81, 85. 140. IL 59. 7185, 99.nbsp;\' kand??rana II. 4.kan??da II. 30.kan??rt?Ž Intr. ??.K??ma II. 50 (note),kamod?? II. 19, 24.k??sa I. 44. kud???Žka (kut??i) II. 24, 45, 138. kumudvat?? I. 52. ktila I. 8. kuhu L 26. k??ta I. 9. k??tat??na Intr. O. I. 96, 97-123. k??rma I. 41. krkara I. 41. krtrima I. 35. ked??ra II. 42, 91. kod??r?Ž II. 14, 27, 30 (note) 85,86. Kern (Prof. U.) Intr. A. kolh??sa II. 7. kai?§ika Intr. L. I. 02. II. 8, 2St (raga).kai?§ikl II. 18. kau?§ika IL 32, 34, 43, 61, 64. krama Intr. O. L 89, 106, 108, 110, Il7, 118, 122, 134, 137. kriy??nga II. i, 3. krodha. I. 53. k?§iti I. 54. ksobhini I. 55. Kh. khajK.lamoru Intr, T), O, I. 10, 128-131,khamb??vat?? Intr. T. II. 34 , 63, 64. O ga spe gilniUiara. Oang??dliara If, 48, 86. ooe ?‡iva. (Jano?§a (Gano?§vara) I, iiitruelory ?§lokft, fSO]. gainaka II. 4, 93. g??thika I. 103. g??na I. 47, 143, II, 6L g??ndh??ra (ga) Intr, K. L. M. N. I, 5B, 50, 60, 71, 7i; 76,[82], 91, 93, 94, 101, 108, 113, 140, 142, 151, 152.II. 42, 77, 105. (rfiga).g??ndli??ragr??nia. Intr. N. 1\'. 1. 72, 83.g??ndh??r?? I, 26, II, 19, 25 (r??ga),g??yalrl 1, [81],Girij?? II. 10 (seo P??rvat?Ž)g?Žta Intr. E. L 3, Â?, 13, 146. gugt;iakarl (gunakr??, kujiakrl) II, 10, 23, 34, 40, 67, 68. gurjar?? (dak\'jinagurjari ) IL 16, 21, 23, 38, 41, 116, 117, l37. gau(.la IL 44, gaud (10 am??lava IL 39. gaud??

Intr. T. IL 14, 26, 34. gaur?? II. 44, 65, 66. graha Intr. R. T. L 12, 146, 140. IL 47, 49, 51, 53, 55, ftO,61, 63, 65, 67, 69, 73, 75, 79, 83, 91, 93, 105, 106, llO,112, 114, 110, 129.gr??ma Int. N. I. 9, 68, 73, 77, 87, 05, 139.Grossct. J. Intr. L. cakra. Intr. P. 1. 18, 19, 21, 22, 23, 39.candovat?? I. 52.cyuta. Intr. L. I. 58, 60. Ch. chanda L 9, [81].ch??ya II. 132.ch??y??laga II. 51T. J jagati I [81].jayata?§ri IL 139.Jahangir Intr. B. j??ti Intr. P. I. 8, 10, 12, 32. II. 139.j??tisrulh??rami Intr. P. I, 139, 142,jlva I. 25.Jodhpur Intr. A. T (t) takka (tanka) IL 38, 118, 119. Takkar. R, L. Intr, A. T. tod?Ž (ka) Int. T. II. 15, 24, 34, 61, 62. T Trtgc)rtgt;, Raja S, M, Ihtf. A. Tatpurusa II, ii spo ?‡iva.nbsp;\' tantri IL 117, t??na L 90, 91, 92, 93, 94, 116, 117, 118, 119, 121, 122, 125132, 136, 138.nbsp;\' t??ra I. 47, 149. II. 4.t??la I. 32. II. 40.tlrrn, 1. 52.turaba I, 31.Tumbflru I. 79.trlvajia II, 26, trivaxl (trivax??) IL M, 41, 129. 130,triijtub I. [81]. n dayavati I, 52. n??modara Intr. passim. Adh. I and IL coloph??n,Â?l??ravlvl/i?? I, 48, d??paka Int, T. IL 32, 36, 83, 84, 94.devngiri II. 15, 125, 126.dovadatta I. 41. de?§?  (de?§??khya) IL 8, 20, 39, 45, 77, 78, 138.de?§akarl II. 22, 38, 112, 113.de?§?  II. 35. do?§l Intr. C. L 4, 6, IL 15, 25, 36, 41, 89, 00, 130. (raga, ragini),daivata I, 8. Druhina I. 4. seo Brahma,dvipa I. 8, [77, 78]. Dh Dhananjaya I. 41. dhana?§rl II. 21, 37, 40, 102, 104, IS?›.



??? dhaivata (dha) Intr. K. L. M. N. T. I. 54, 63, 66, 70, 71,75, 76, [79], [82], 93, 94, 108, 113, 119, 151, 152. II. 47,49, 53, 63, 71, 73, 75, 81, 85, 91, 105, 106, 108, 110,129. dhvani I. 34. II, i, 7, (r??ga). nata II. 7, 26, 94.natan??r??yana II. 9, 12, 20, 31, 41.natahambira II. 20.nattakaly??na II. 26.nanda I. 83. nasta Intr. D. I. 10, 101, 128, 131, 135, 136 App. 1. 2.nastottara I. 137. n??rtana (nrtya) Intr. C. E. I. 3, 6, 13. n??ga I. 41, 45. n??ga?§abdi II. 25. n?¤ta II. 27, 39, 42. n??tik?? II. 19, 93, 94 (?) n??tik?? (nattik??) II. 36, 45. n??ty?? II, ii. n??d?? I. 50, 51. n??da Intr. E. I. 7, 13, 14, 15, 16, 29, 30, 31, 37, II. 66.N??rada I. 72, 70. nis??da (ni) Intr. K. L. M. N. I. 55, 62, 66, 71, 75, 76, [79],[82], 79, 85, 93, 94, 104, 108, 110, 113, 117, 140, 141,151, 152. II. 07, 85, 87, 99.nihsv??sa I. 43. ny??sa Intr. R. T. I. 146, 149, II. 47, 49, 51, 53, 55, 57, 59,61, 63, 65, 67, 69, 73, 75, 79, 83, 91, 93, 105, 110, 112,114, 116, 129. pankti I. [81].pancatantra Intr. N. Pancama (pa). Intr. K. L. M. N. S. T. I, 54, 61, 69, 75,[82], 90, 93, 115, 151, 152. II. 8, 11, 13, 18, 21, 30,39, 41, 63, 65, 75, 79, 81, 89, 99, 106, 110, 114, 127,129, m.pancamar??ga II. 47 (note) 134, 135.Panc??sya II. 10. see ?‡iva. patamanjar?Ž (pathamanjar?Ž) II. 18, 23, 35, 43, 79, 80.patahamsik?? (padahquot;) II. 17, 27, 44.pada I. 14.payasvin?? I. 26. pah??d?Ž II. 132, 133. pahadika. II. 15.Panini Intr. K.P??rvati II. 9, 10, 12.pingal?? Intr.

P. J. I. 26, 50.pinda I. 15. Pit??maha I. introd. verse, see Brahma.pusta I. 35, 36. puma Intr. O. I. 97, 98, 122. II. 53, 57, 73, 75, 70, 91, 95, 101, 108.p???§?? I. 27. Popley, H. A. Intr, B. paurav?Ž I. 82, 119. II. 63, 73, 91. 110. prawava I. 19. prabh??va (pras??va) II. 7. prayoga. I. 65. praB??rinl I. 53. prast??ra Intr. D. I. 10; 128. App. I. pr??na Intr. H. I. 25, 33, 36, 37, 41, 42, 40.pr??t?Ž I. 53. B bang??la II. 7.bahutva. I. 149.bahula II. 17.Bikaner. Intr. A.Bibl. nationale. Intr. A.brhati I. [81].brhannat?? II. 14. Brahma I. Introd. ?§l., 4, [78], [80].brahmagranthi I. 33, 37, 40.brahman Intr. E.Breloer, Dr. B. Intr. J. N. Bh bhay??naka I. 82. Bharata Intr. B. C. J. M. I. 2, 4. \' \'bh??rat?Ž I. 20.Bh??sa II. 2. bh??s??nga Intr. T. II. i, 2.bh??samadhyama. II. 7.bh??p??l??. II. 17, 20, 38, 45, 114, 115. bhairava Intr. T. II. 7, 11, 13, 17, 22, 30, 32, 33, 30, 40, 47, 48, 51, 52, 58.Bhairav?Ž, Intr. T. II. 16, 20, 23, 33, 51, 52. M manip??raka I. 19.Matanga II. after 4.matsar?Žkft?? I. 81.madant?? I. 54.madhum??dhav?? II. 14, 20.madhya I. 47. madiiyama (ma) Intr. K. L. M. N. T. I. 53, 50, 00, 01,70, 71, 73, 74, 7.\'gt;, [82], 79, 87. 90, 105, 112, 140, 141,142, 151, 152. II. 47, 40, 51, 53, 61, 106.madhyamagr??ma Intr. L. M. N. T. I. 2i, 63, 60, 70, 79, 81, 91, 94, II. 51.madhyam??di II. 33, 40, 49, 50.madhyasyandi II. 66.mana?§cakra I. 22.manda I. 52.mandra I. 47, 56, 149.maruka II. 139.marudgat?? (abhirudgat??) I.

81.mall??ra II. 38, Â?3, 91.mall??r?Ž (malh??r??) II. 18, 21, 38; 110 ? 111.Mahadeva I. i. 5.Mah??bh???§ya Intr. K.M??he?§a see ?‡iva.m??dhavi II. 33.mana II. 12, 13.m??rga Intr. C. I. 4, 5.m??rjan?Ž I. 53.m??lakarl II. 46.m??lava II. 67, 100.m??lavakau?§ika Intr. T. II. 59, 60, 70.m??lav?? II. 14, 37. 99, 100 (?)



??? m??lava?§r?Ž (malava?§ri) II. 21, 20, 101, 102. ,m??la?§r?? II. 18, 37, 130.m??rgi I. 82, 117, II. 85, 87.mult??ni Intr. T. m??rchan?? Intr. K. N. O. P. T. I. 08, 77, 78, 70, 82, 83,84, 87, 80, 00, 01, 94, 96, 97, 98, 90, 148. II. 47, 49,53, 55, 57, 59, 65, 09, 75, 93, 95, 97, 103, 112, 114,110, 118, 134.m??lakrama Intr. O. I. 105, 128, 132, 133.meghar??ga Intr. T. II. 8, 11, 14, 19, 21, 31, 32, \'^,108, 10\'J.Sleghmall??r?Ž II. 43. ya?§asvin?? I. 20.yoga Intr. F. H. R rakta I. 54. raktahamsa II. 7. raktik?? I. 52. Raghuvira Dr. Intr. K. rajanl I. 80, 118. ranjani I. 52. II. 07, 09. ramya I. 54. rasa II. 57, 58, 90. Rag??rnava. II. 38, 41, 45. r??makar?? (r??makrt) II. 23, 35, 41, 75, 70. r??ga Intr. P. T. I. 7, 8, 64, 112, 145. II. 1, 2, 6, 9, 10, 12. 22, 28, 31, 30, 40, 40.r??g??nga. Intr. T. II. 1, 2, 49, 101.r??gin?Ž Intr. T. II. 9, 12, 20, 29, 30, 31, 34, 40, 03.ri. sec r?§abha.rohin??. (?§ruti) I. 54.(m?šrclian??) I. 83.rev?? II. 10, 23, 137.raudra I. [82].raudr?Ž I. 53, I. Lakijmlk??nta soc Vi?§nu.lalana I. 21.lalita Intr. T. lalit?? Intr. T. II. 10, 22, 35, 41, 81, 82, 137.l??sya II. 12. Library Leiden University. lutr. A. vang??li IL 17, 21, 33, 40, 53, 54. vacah I. 14. vnjrik?? L 54. vadahamsa II. i37. v??dana I. 64. var??ti (vair??ti) IL 11, 55, 56, 112. varna Intr. Q. I. 8, 11, 14, 36, 143, 144, 145, 148. IL i. vasanU (r??ga) IL 10, 13, 10, 22, 20, 37, 40, 98. vasant?? IL 97, 98 (?) vahni I. 33, 44, [80], [81]. v??di Intr. M. L 8, 63-67. v??dya (v??ditra)

Intr. E. L 3, 6, 13. II. 52. V??madeva II. 10. see ?‡iva.v??yu I. 41.v??rana I. 26. vikrta Intr. L. I. 7, 57, 59, 61, 63. II. 74, 87. 89, 108.vicitra I. 83. Vijnane?§vara Intr, G. I. 32.viny??sa I. 149.vibhatsa I. [82].vibh??sa (vil??si) II. 17, 137.viv??di Intr. M. I. 60, 68.vi?§??la I. 83. vi?§uddha Intr. F. I. 20. vi?§vodara I. 27. Vi?§nu I. [79], [80]. v??n?? Intr. J. I. 32. II. 62, 123, 124. v??ra I. [82]. IL 57, 58, 73, 78, 103. vedic music Intr. B. vedhas I. [78] see Brahma. velaval?? (-vati) II. 21, 35, 45, 73, 74, 136. vairati (-^ik?¤) II. 15, 24, 33. vy??na I. 41, 44, 47. ?‡akt?? II. 9. sec P??rvat?Ž, ?§ankar??bharaita II. 25, 136. ?§ankhini I. 27. ?§abda I. 44. ?‡ambhu I. 30. ?‡ara I. [80]. seo ?‡iva. ?§ar?Žra I. 7, 18. ?§n?§??nka I. [79]. ?§??ntikarasa. II. (114), 115. ?§??r?Žravlgt;t?? I. 48. ?‡??rngndeva Intr. A. B. C. J. L. N. R. II. 77.?‡iva I. 19, 80. II. 9, 10, 11, 48, 52, 80.?§uddha I. 7, 9, 50, 57, 63, 81, 89, 104. IL 5 ft.?§uddhal??na Intr. O. I. 90, 95.?§uddhamadhya L 82, 115. IL 71, 81, 83.?§uddhn?§aijja I. 81. ?§rng??ra I. [82]. II. 00, 101, 108, 134, 135.?§r?Žr??ga Intr. T. II. 7, 10, 13, 15, 26, 32, 37, 95, 06, 07, 107,133. ?‡rl?§a I. [79]. seo Visnu. ?§ruti Intr. J, K, L, M, N, P. L 7, 9, 17, 32. 49, 52-03, 69-71,85, 141, 151. IL 117, 139. y (?Ž?) ?§a(.lja (sa) Intr. K. L. U. N. T. L 21, 52, 57, 00, 70, 71,73, 74, 75, [78-82], 78, 85, 87, 00, 91, 03, 105, 115,140, 141, 151, 153. IL 53, 55, 57, 59, 61, 05, 67, 71. 75.81, 83, 93, 95, 96, 07,

101 ? 103, 110, 112,144, 118, 120,122, 127, 132, 134.?§ndjagr??ma Intr. L. Â?1. N. T. I. 68, 69, 78, 80. 90, 03.^aijjas??dh??rana I. 142. s??(Java Intr. O. L 89, 91, 92, 95, 103, 107, 150. II. 6, 7, 57,63, 75, 77, 103, 106, 127, 134. S sa sec ijadja. samv??di Intr. M. I. 66, 67.



??? sanklrwa II. 5 IL sangita Intr. C. E. I. i, 3, 4, 6, 7. Sang??tadarpana (Hindi versions) A. B. D. K. Sang?Žtaratn??kara Intr. A. B. C. J. L. N. O. T. sang?Žtas??rasangraha. Intr. A. sanc??r?Ž I. 36, 143, 145. sadya (sadyoj??ta) II. 10, see ?‡iva. sand?Žpin?Ž I. 54. sanny??sa I. 149. saptasvar??h I. 21, II. 49. sam??na I, 4i, 44, 46. samp??rwa Intr. O. I. 96. II. 6, 49, 51, 55,59, 61, 69, 75, 77, 81, 83, 87, 97, 112, 114, 116, 118, 120, 122, 134.Sarasvat?? I. 27, 29, 31, 80.sahasr??m?§u I. 80. s??dh??ran?? Intr. L. P. I. 10, 58, 59, 01, 139, 140, 141, 142.s??mika I. 103. sarangan??tah (n??t??) II. 112-124, 125. s??langa (s??laga) II. 26, 42. s??lang?? II. 20. saveri II. 18, 23. Simon Prof. R. Intr. A. B. sukha I. 83. sudh??dhara I. 23. sumukh?? I. 83. su?§umn?? I. 24, 26, 51. s??ksma I. 34. Soman??tha Intr. O. Saindhavi Intr. T. II. 57, 58. somacakra I. 23.somar??ga II. 8.Some?§vara II. 81. sorath?? (saura?§^rika) II. 18, 24, 127, 128. sauv??ri I. 81, II. 51, 61. Staats Bibl. Intr. A. Strangways (Fox) Intr. J. N. R. T. sth??na Intr. I. 1, 7, 56, 78. II. 4. sth??y?? I. i43, 144, 145. sthiti I. 47. svara Intr. K. I. 7, 9, 10, 55, 56, 61, 64, 65, 67, 68, 77, 80,88, 90, 96, 100-104, 107, 109-120, 126-127, 132, 133.136, 138, 145, 146. II. i, 6, 51, 117, 125, 136, 139.svaras??dh??ran?? Intr. P. I. 138.svadhi?th??na I. 28.svar??ntara I. 103. H Hanum??n 31, 38.hara?§rng??ra II. 18.harin???§v?? I. 81, II. 77.Haribhat-ta

Intr. B.Harivallabha. Intr. B. 1. 2.hastigr??v?? I. 66.h??sya I. 82. hindola Intr. T. II. 32, 35, 44, 71, 72.hindol?? II. 16.nbsp;\' hf?§yaka I. 82. II. 79.
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??? CORRIGENDA. Owing to a misunderstanding the time was not sufficientfor 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 â€žmusicquot; place â€”;22 after â€žtextquot; add with,page 2. B. line 2 ont, read out; line 6 add comma after1450; lines 17 and 22. Hari read Hari; Damo read Damo.page 3. C. Title. WORK tzamp;?  WORKS. line 2. Damo read Damo; line 10. after vocal drop quot;â€”quot;;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 â€žasquot;,page 6. line 3 add comma after voice. J. line 10. ?§ruitisread ?§rutis. page 7. K. line 7. ?‡1. read ?§l.; L. last line place dha under20. page 8.line 6,7.m??rchanas m??rchana read \'as and\'??respec-tively; line 21 kakali read k??kali; 29 add full stop afteralteration; line 30 after medium put â€”, no comma;last line BCai?§ikapa, read Kai?§ika pa.page 9. M. line I sevens read seven; line 4. night, read might; melodic read melodic;page 10. N. line 3. drop comma after defined; line 5. putcomma before and after â€žas we have seenquot;; line 20.dha to

be placed under 16, instead of under 17; line26. add after â€žother twoquot;: and, as stated in 1.70. c, d,was derived from the magr??ma; line 28, place sa andri under 4 and 6 respectively,page II. 0 line 7. which read which; line 10. put comma after hepta â€”;page 12 line 6. put comma after ratn??kara; P. line 8. r??g??la-pana read r??g??l??pana; line 10. the the, read the; line 13.in to read into; Q title, read CONSTITUENTS;line 5. alamk??ras read alank??ras, ornementationreadornamentation,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 line18. is read are.page 15. line 25. after ?‡r?Ž place semicolon. Text and Translation,page 16. note 6. dhuna read \'dhuna. note 9 drop figure 9 and combine with nore 8.page 17. ?§l. 2, 2 Haribhatta read Haribhatta.Page 18. note 9. B. put â€” after pras??da.Page 19. ?§l. 29. I. ?§astras read ?§??stras. Page 20. ?§l. 38. c drop comma after madhye. Page 22. note I mat read mat??; ?§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 yad??. Page 27 ?§l. 82 amp; 83 read ?? at the end of murchana. Page 28. in ^e text place (14) behind sarve tu and (15)after milit??h; combine note 2 and 3; combine notes7 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 t??na, and twice m??rchana withlast ??. Page 32. note 6 belongs under note 5 on page 30. Note 10.B. prakarana read prakarana; note 15 read ev??nkamkosthasankhy??. 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 Mall??r??; 1. 24.1 after praharadd (watch) Page 42. ?§l. 36. c. panca read panca; note I belongs to 31 c.;note 9. place (9) before â€žconj,quot;; combine notes 11 amp; 12;combine notes 27 amp; 28. Page 43. ?§l. 39. quot;I. gaudha read gauda. Page 45. ?§l. 50. I wiht read with. Page 46. ?§l. 66, d. ganr??yam read gaur?Žyam. Page 47. ?§l. 58 line 2. r??gin?Ž read r??gin?Ž; ?§l. 64. line 2. dropcomma after sweetness and put one after kokila. Page 48. ?§l. 76, b. shift (15) to 76, c. Page 50. combine notes 6 amp; 7; put (8) in 82, c.; (9) on theplace of (8); (10) on that of (9); (14) belongs in 86, c.,(15) where now stands (14). Page 52. ?§l. 94. b. â€” ?§ona read ?§ona. Page 54. combine note 30 amp; 31.; note 5. eave read leave. Page 56. CI. Ill, a, b. separate n??d?? and g?Žt??; ?§l. 113. place(15) after c.; combine 15 amp; 17. note m??urchan?? readm??rchan??; note 3 bh??as read bh??s. Page 58 combine notes 5 amp; 6. Page 58, 60. combine notes 26 amp; 27; put note 29 where nowstands 27; note 30 where now stands 29; (5) in

?§l.134 belongs to ?§l. 135. Page 73. line 32. Lieberb??cher read Liederb??cher. Page 74. Index under A drop Anjaneya, and add tlie referen-ces under Anjaneya. drop the reference to ?§l. 32. Page 75. s.v. Gane?§a, intructory read introductory; Dhanan-jaya read dhananjaya. Page 76. n??rtana read nartana. Page 77. ?‡ara read ?‡arva. Page 78. s??dh??ran?? and svaras??dh??ran?? read \'rana.
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??? STELLINGEN, L Het zou aanbeveling verdienen, dat, naast de studie van het Sanskrit, een oftwee moderne vernaculars beoefend werden. IL Brahmagranthi is niet, â€žein best. Gelenk am K??rper/\' hetgeen opgegeven staatin het Petersburger Woordenboek. III. M?¤nava9rautas??tra VIII, 3,33. ?¤g?¤sate moet zijn asate. IV. Maitr?¤yanisamhit?¤ III, 9,5 : 122, 4. k??to v?¤karna moet zijn k??to va karna.â€? â€? â€? V. Het is mogelijk, dat het woord audava, pentatonisch, in verband staat met denaam van het volk de Audavas, als aanduiding van een bij dat volk speciaal in zwangzijnde toonschaal. Het door B??htlingk opgegeven woord odava komt in die betee-kenis niet voor. VI. Ten onrechte meent Prof. R. Simon in zijn artikel â€žQuellen zur indischen Musikquot;Z. D. M. G. 1902, dat de Hindi en de Sanskrit versie van de Sang??tadarpana beidevan de hand van Damodara zijn. VII. Het militante karakter van de Arya-samaj is te verklaren uit de verenging dieDayananda bracht in de, door hem overgenomen, principes van de Brahmo- enPrarthana-samaj. VUL 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 â€”

afgezien van zijn werkzaamheid als kunstenaar â€” heeft veelmeer betrekking op sociaal dan op religieus gebied.
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