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This monumental treatise from the 13th 
century sums up and organises what had gone 
before, and in doing so provides both master 
plan and basic topics for subsequent musico­
logical work, even to the present day. The 
combination of Devanagari text (from the 
Adyar edition) running concurrently with 
English translation, commentary, and foot­
notes, makes the work very convenient. Dr. 
Shringy's English translation and commentary, 
prepared under the expert supervision of 
Dr. ( Miss) Prem Lata Sharma, is more devoted 
to a direct explication of Sarrigadeva's verses. 
Its guiding principles (as evidenced in this 
first volume) are two. First, terms and ideas 
in the treatise are set in the larger general 
frame of Indian Sanskritic culture-as for 
instance a presentation of the Tantric meta­
physics behind the doctrine of sound which 
Sarrigadeva took over and elaborated from 
Matariga's Brhaddesi. Second, complex techni­
cal principles are explicated in full-as for 
instance a demonstration of how to work with 
the 5040 permutations of kuta-tana "note-series" 
as Sarrigadeva all too briefly set them forth. 
The work fulfils the urgent need for a standard 
and authentic work on the theory and practice 
of ancient Indian Music in English. 

The translation provides English equivalents 
for technical terms, makes constant paren­
thetical reference to Sanskrit originals in trans­
literation. Contains a detailed word index, with 
multiple senses distinguished, and a glossary. 
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PREFACE 
I 

I was inspired to undertake the present project of 
translating Sangitaratnakara into English by two factors viz. 
the inadequacy of the available English translation of the 1st 
ch .... pter by C. Kunhan Raja, and the education and training 
u1at I received from Dr. (Miss) Premlata Sharma, Head of 
• he Department of Musicology, Banaras Hindu University, 
,,vhile I was her student ·for Diploma in Music Appreciation 
during 1967-69. Even though the textual study of Sangita-
u~nakara was not, strictly speaking, a part of the curriculum, 

she was kind and generous enough to recognise the special 
position of some of the students, who were also the members 
of the staff of the department, and to extend to them the 
benefit of her wide learning and research experience by way 
of initiating them into the art of interpreting origin~.l Sanskrit 
texts on music with the help of available commentaries, and 
luc1~ily I was one of them. So, even though I had been 
wor1

r 1llg as Research Assistant in the Department of Musico­
logy t-tnd in the College of Music & Fine Arts prior to the 
formation of the department in 1966, for about ten years or 
so, Sanskrit texts on music could become meaningful to and 
enjoyable for me only after I could avail of this opportunity 
of learning the intricacies, the technicalities and the symbo­
lism of the language of Sangita-sastra from Dr. Sharma. 
Hence, the need for a music-oriented, topic-wise, technically 
precise English translation of Sangita-ratnakara written in a 
flowing prose style unhindered by frequent Sanskrit inter­
jections and accompanied by an elaborate and lucid com­
mentary, was felt by me not as a scholar of Sanskrit but as a 
student of Musicology. A detailed note on the method and 
the manner of the translation has been written separately 
pointing out the peculiarities of the execution of the work. 

In 1970, the University Grants Commission introduced 
" scheme of writing university level books and monographs, 
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and I took the earliest opportunity of putting forth a proposal 
of writing an English translation of Sangita-ratnakara in three 
parts related to music (i. e. excluding the chapter on dancing) 
under the expert guidance and supervision of Dr. (Miss) 
Prem Lata Sharma who readily agreed to sponsor the 
proposal. And the U. G. C. too was kind and gracious 
enough to grant me a Research Fellowship for three years to 
undertake this project. 

I am happy to say that as the result of the combined 
efforts of the U.G.C., which provided me the material means 
to pursue my researches and writing unhindered, the autho­
rities of the Banaras Hindu University who granted me leave 
to work on the project, and Dr. Prem Lata Sharma who has 
very affectionately, very carefully and very meticulously 
nursed the whole product, and Messrs. Motilal Banarsidass, 
who readily agreed to publish this work, it has become 
possible for me to present this first volume comprising 
Chapter I related to the treatment of svara, in the service of 
the learned scholars and the learning students; and I hope it 
will be found to be of greater help in understanding Sarriga­
deva, whose work Sangita-ratnakara is a landmark in the 
history of Saftgita-sastra. 

Though the translation was originally planned and 
written out with an elaborate commentary and critical as 
well as literary annotations with a view to making it self­
sufficient, it has been considered necessary, convenient and 
useful to give the Sanskrit text as well along with it. This 
was considered necessary firstly because the translation is 
presented in a topic-wise order dealing with homogeneous 
ideas and concepts in convenient paragraphs in order to 
make the reading more intelligible and easy to grasp, and 
secondly because it was found unavoidable to modify some 
of the readings of the text as published by the Adyar Library 
in view of the technical accuracy of the readings available 
in the Anandasrama edition or other comparable texts like 
Sangitaraja of Ra.I).a Kumbha and so on. Thus, the Sanskrit 
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xt has also been partly re-edited in so far as the arrange­
:e~t of some of the verses has been modified to correspond 
with the paragraphs as arranged in the translation an~ also 
in so far as some modifications have also been made m the 
text here and there, though very sparingly. 

The present project envisages the translation of six out 
of the seven chapters of Sangita-ratnakara divided as follows 

Volume I : Chapter I 
Volume II : Chapters II to IV 
Volume III : Chapters V & VI 

I am happy to disclose that the Ms. of Vol. II is also 
almost ready. It will not be before long that it is presented 
for publication, while work on Volume III as well is in 
progress. 

It is not for me to say that the task of translating 
Sang'ita-ratnakara (Vol. I), that I had set to myself quite 
unwittingly in my enthusiasm for doing something worth­
while, could hardly be accomplished by me single•handed, 
since it not only demands great proficiency in Sanskrit and 
English languages but also an insight into the musical con­
cepts of Sangita-sastra, and besides the publication of such a 
work naturally involves co-operation of many able workers. 
I am, therefore, greatly indebted to my seniors and friends 
who have lovingly rendered every possible help in bringing 
the work upto the mark, though here I can make notable 
mention only of tho.se few but for whose contribution this 
work could not have been published in its present form. 

I do not find any words indeed to adequately acknow­
ledge the contribution of Dr. (Miss) Premlata Sharma under 
Whose expert advice and able supervision the whole work has 
been executed and who, out of her love for learning, volun­
tarily offered to write an introduction to the translation. In 
fact, whatever I have been able to do is primarily because 
of ~er, since without her initiation and continued co-ope­
ration, nothing could have been finally accomplished. I am 
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also greatly thankful to Mr. N. Ramanathan, Research 
Scholar of the Deptt. of Musicology, B. H. U. and presently~ 
Lecturer in Musicology, Indira Sangita Vishvavidyalaya, 
Khairagarh, who has been kind enough to go through my 
press-copy including the index, and has offered many 
valuable comments and suggestions to improve the translation 
in its form and content. He has also been kind enough to 
go through the printed file and much of the credit for the 
preparation of errata goes to him. 

Since Sangita-ratnakara incorporates a chapter on human 
embodiment (Pi1J,r}.otpatti), which indeed is a unique feature 
of Sarngadeva's work, (and he could possibly attempt it 
because he was himself a medical man as stated by him), 
special care has been taken in preparing the translation and 
the commentary as well as the notes of this chapter; and I 
am extremely grateful to Prof. Priyavrata Sharma, Head of 
the Deptt. of DravyaguQa in the Instt. of Medical Sciences, 
B. H. U., who has been kind enough to go through the Ms. 
of the whole chapter and suggest some technical modifi­
cations. I am also thankful to Dr. K. C. Gangrade, formerly 
Reader in Anatomy in the Institute of Medical Sciences and 
presently Reader in Sitar in the Department of Instrumental 
Music, B. H. U., who has also been kind enough to glance 
through this chapter and to offer some technical suggestions 
for the improvement of the draft translation. 

My thanks are due to Shri Ritwik Sanyal, a research 
scholar of the Deptt. of Musicology, for assisting in the pre· 
paration of the Press-copy of the Ms. Many thanks are 
due to Shri Gopal Lal Bhatt and Pandit Maheshwar Jha, 
Assistants of the Research Section of the Deptt. of Musico­
logy for assisting in proof-reading and the preparation of the 
Sloka-index respectively. Also I am thankful to Shri Kapildeo 
Giri for assisting in writing the Ms. of the Sanskrit text and 
Shri Chhannulal, Senior Clerk of the Deptt. for typing the 
Ms. and the Press-copy of the work neatly. I am also 
thankful to Shmt. Vimla Musalgaonkar, the Sanskrit teacher 

( V ) 

of the Deptt. of Musicology, for her constant moral support 
and encouragement in the accomplishment of the difficult 
task. 

Above all, I am grateful to the University Grants 
Commission for granting a Research Fellowship for this 
project and thus providing the initial impetus to this 
publication. 

Our thanks are also due to the publishers of this book, 
Motilal Banarsidass for readily accepting the work of publi­
cation and for seeing it through the press expeditiously. Last 
but not the least, I am thankful to Tara Printing Works, 
Varanasi, for providing every facility for printing the work in 
the desired manner and in a short period of time. 

Dated 17.11.1977 
Deptt. of Musicology~ 
Banaras Hindu University, 
Varanasi-221005 

R. K. Shringy 



A NOTE ON TRANSLATION 

The present English translation of Sang'ita-ratnlJ.kara of 
Sarilgadeva is based on the Adyar edition of the Sanskrit 
text published by the Adyar Library and Research Centre of 
the Theosophical Society, Madras in 1943. The text has 
almost entirely been adopted from that edition excepting a 
fe¼ places where the readings were not found to be techni­
cally significant and relevant to the context, and where some­
times the readings of the Anandashrama (Poona) edition 
(edited by Shri Mangesh Ramakrishna Telanga) are found 
to be more meaningful ; though, that edition has been refer­
red to only in very exceptional cases only and not as a gene­
ral rule. Apart from these two editions of Sangita-ratnakara 
no other edition or Ms. has been consulted in preparing 
this translation, probably because it was not considered with­
in the scope of a translator's work to do so. 

When the project of translating this monumental work 
of Sangita-sastra was taken up in 1972, there were quite a few 
translations available in English, Hindi, Telugu, KannaQ.a 
and so on, most of them fragmentary. However, even though 
they were available, none of them was noticed by the 
author till the first draft of the work was nearly completed so 
far as this volume is concerned. But by and by the follow­
ing works were noticed. 

( i ) SangUa-ratnakara (Part-I), Hindi translation by 
Shri Laksminarayana Garg, Sangita-karyalaya 
Hathras, 1964· ( consists of Chapter I only) 

(ii ) Telugu translation of the first chapter with that of 
Kallinatha's commentary in an appendix, by 
Gandam Sri Ramamurti published by the SailgH 
Na\ak Akademi, Andhra Pradesh, Kala Bhawan, 
Hyderabad- 4, in 1966. 

(iii) KannaQ.a translation of the first three sections of 
Chapter- I with a commentary (also in Kanna~a) 
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called Nil:isanka-hrdaya by Prof. R. Sathyanarayana, 
published by Prasaranga, Mysore University, 1968. 

(iv) English translation of Chapter I by C. Kunhan 
Raja from Adyar Library, Madras, 1945. 

( v) English translation of Chapter VII on Dancing by 
K. Kunjunni Raja and Radha Burnier, first pub­
lished in Vol. XXIII parts 3 & 4 of Adyar Library 
Bulletin, Brahma Vidya, 1959. This has been 
reprinted in 1976. 

Excepting C. K unhan Raja's English translation, no 
other work could possibly be consulted by the author (i. e. 
the present translator). It has been beneficial to consult 
this translation since some of the charts have been adopted 
from it with some modification. Another work published in 
1975 was noticed as under. 

(vi) Marathi translation of chapters I to IV along with 
the translation of Kallinatha's commentary by 
G. H. Tarlekar p ublished by Maharastra Rajya 
Sahitya Sanskriti Mandal, Bombay- 32 in 1975. 

The author of this work plans to complete the Marathi 
translation of the entire Sangita-ratnakara in his 2nd and 3rd 
Volumes on which he is presently working. Any other 
translations of this work, if available, have not yet been 
noticed. 

The present E nglish translation is executed in quite a 
differen t manner. First of all, the translation does not follow 
the traditional sloka-Wise order, rather it is p resented in con­
:enient paragraphs that naturally comprehend a complete 
idea or expound it conceptually. The Jloka-wise translation~ 
may be suitable for literature but so far as technic~l works, 
as this, are concerned, they hardly make any clear and 
lucid presentation so tha t, more often than not, the subjec~ 
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matter is either confused or distorted. Therefore, in order 
to make the translation more intelligible to the modern in -
tellect, the entire work has been further classified into many 
subdivisions according to. the different topics. Thus, it is 
probably for the first time that the Sanskrit text as well as its 
English translation are being presented in the modern lite­
rary format. Accordingly the Sanskrit text has also been 
provided with suitable headings and sub-headings. 

The general order of presentation is such that the text 
in Sanskrit is immediately followed by translation which in 
its turn is followed by the comments, and the comments are 
followed by notes, all of which run concurrently as far as 
possible. The substance of the two Sanskrit commentaries of 
Kallinatha and Sirhhabhupala as printed in the Adyar edition 
of Sangita-ratnakara has generally been incorporated in 
comments as much as it has been found possible in conso­
nance with the modern style of presentation. However, the 
purpose of writing the comments is not merely to represent 
all that is useful in the Sanskrit commentaries, but to make 
the translation and the subject matter of the text easily in­
telligible and accessible to an average reader of a musicologi­
cal text. The comments, in other words, actually constitute 
a running commentary on the text, comprehending most of 
the developments in the field since the Sanskrit commentaries 
were written. The notes are written mostly on the English 
rendering of the text and are more of a literary nature, while 
the comments are generally more concerned with the techni­
cal exposition of the subject matter. 

' The Sloka-s of the text have been divided into four 
parts called a, b, c & d, roughly representing the four q uar­
ters of_a verse, and since the translation presented here follows 
a topic-wise arrangement, the paragraph and other topic 
headings are indicated in terms of Sloka numbers suffixed 
'with a, b, c and d (as the case may be) to cover the entire 
r ange of the topic or the paragraph. 
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While writing Sanskrit words in Roman script, inter­
national diacritical marks are applied. These symbols are 
indicated here in a separate transliteration code. 

With regards to translating technical terms from Sans­
krit to English, as a matter of principle, every effort has been 
made to translate or to give English equivalents whenever 
possible, but exception is made with respect to certain con­
cep ts that have no parallel in Western music e. g. grama, 
murcchana, tala and so on, that are retained in their original 
form. However, even in such cases, an approximate English 
equivalent has been provided 'into brackets, at least for the 
first time, if not every time the word is used, e. g. jati (melo­
dic type). Sometimes the English equivalents are thought 
to be unconventional, and in such cases the original Sanskrit 
terms are similarly provided into parenthesis e. g. tone· 
pattern (var17a). This policy has been executed as far as it 
has been possible to do so intelligently. 

The translation presented here is quite authentic, as 
near in interpretation to the odginal text as the English 
idiom makes it possible. Even though a sloka-wise presenta­
tion is not made, every paragraph is truly represented by the 
verse Nos. indicated at the end of the paras, while the range 
of the topic is indicated by the verse Nos. at the end of the 
topic-headings. The words that have been supplied due to 
gramatical necessity of the English expression have generally 
been Put into brackets, so much so that expository or comple· 
mentary phrases implied in the original text are also similarly 
indicated. However, every care has been taken not to make 
the translation too literal, at the cost of presentable diction, 
lucidity of expression, or technical meaning. Plurals made 
out of Skt. words are distinctly indicated by a hyphen e.g. 
/!T~tna-s. So, in short an attempt has been made to present a 
faithful, authentic, liberal and a clear English translation of the or· · 1 s k · h . · 

. 
1
g1na ans nt text couc ed in a language that can be 

easily understood by the students as weJI as the scholars of Saflglta-sastra aJike, 
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The translation is accompanied by three appendices 
for different specialists; and also a glossary-cum-index is 
provided wherin the various technical terms are very briefly 
elucidated. A half verse line index too is added to provide a 
guide to the text. 

It is hoped that this work will prove to be a useful aid 
to those scholars and students who are not so well conversant 
with Sanskrit as to approach the text directly. 

TRANSLITERATION CODE 

Devanagarl script Roman script 

I. Vowels : 

(a) short-;q- ~ ~ :;re~ a, i, u, r, Ir 
(b) long -'3fr f :;; a, 1, u, 
( c) dipthongs-l1; it aft ar) eJ ai, o, au 

(d) anusvara-:.. & visarga-: rh & Q 

2. Consonants : 

( i ) Gutturals-~ " ~ ~ s.; 
( ii) Palatals-'tf._ ~ '\ ~ or, 
(iii)' Linguals-e o G" il or 

' ' ' ' ' 
(iv) Dentals- ct "{ <{ ~ <{ 

( v) Labials- q_ !il est ~ ~ 

Semivowels- i:r ~ ~ cf ' ' .... ' 
Sibilants- ~ ~ u ... ' ' 
Sonant aspirate-~ 

Metrical symbols : 

k, kh, g, 
CJ ch, J, 
t, th, <}, 

t, th, d, 

p, ph, b, 
y, r, I, 
, 
s, ~, s 

h 

Tonal symbols 

gh, 

jh, 

c}hJ 

dhJ 

bh, 

V 

ti 

fi 

1.1 

n 

m 

( i ) laghu-I short 

( ii) guru - S long 

Sa(lja sa Madhyama 11:).a 

(iii) pluta- S prolonged 
or elongated 

ll-$abha ri Paiicama 

Gandhara ga Dhaivata 

Nifada 

pa 

dha 

Ill 
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INTRODUCTION 

1. Prefatory Remarks 
If one were to name a single text of Sangita-sltstra which 

embodies the earlier tradition (lak~ar;a, body of terms and 
concepts) in remarkable detail and at the same time incor­
porates contemporary developments, which has been cons­
tantly referred to in musical and literary texts in the 
subsequent centuries, which has been commented upon 
profusely1 , which has not only been looked upon with awe 
and reverence, but has also occasionally been the target of 
reproach born of frustration, which wielded great influence 
over later tradition, one would undoubtedly name the 
Saflgita-ratnakara (hereafter referred to as S. R.) of Sarriga-

deva. 
S. R. has been known as saptadhyayi

2 
on the model of 

Pal)ini's Aftadhyqyi and has for at least six centuries symboli­
sed the ancient tradition of lakfa1J.a, Earlier texts do not 
appear to have been directly studied by most of the auhtors 
of lak~a1Ja in the subsequent centuries. Keen interest in the 
direct studies of earlier works like Bharata's Natyasastra, 
Dattila's Dattilam, Matanga's Brhaddesi, Abhinavagupta's 
Abhinavabharati, Somesvara's Manasollasa and Nanyadeva's 
Bharatabh'il~ya, has emerged only in the latter half of the 20th, 
century and S. R. has served as a constant frame of reference 
in this study. Hence S. R. has re-emerged as a landmark 
in Sangita-sastra, illuminating its ancient and medieval tradi-

tion like a Dehali-pradipa
8

• ---!. The latest commentary, 'Setu' of Gang~r~ma was composed as 

recently as the I 9th century. 
2. cf, S. Sud, p. 152 sl. 407. Sahasras (a compilation, made in 

the 17th. century of dhrupad texts ascribed to Bakshoo of the 

15th. cen tury) , song-text no. 188, 400, 479,958. 
3. A lamp on the threshold of a room illuminating both inside 

and outside. 
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2. Date and Identity of the Author 

Sarrigadeva introduces himself as belonging to a family 
which hailed from Kashmir. Kashmir is the glorious land 
of Sanskrit learning that dominated for centuries the various 
branches of study; the land that gave birth to a versatile 
genius like Abhinavagupta preceded by a host of commen­
tators.1 on N.S. and Anandavardhana, Matrgupta, Mammata 
etc. Sarngadeva must have inherited from_ his father and 
grandfather the rich tradition of various disciplines. He 
must also have been acquainted with the lakfya of Kashmir 
indirectly and with that of the Deccan, where the family 
settled, directly. In a way the entire sastra (source of 
theoretical knowledge) and sa:17-pradaya (practical tradition) 
of the earlier periods must have been accessible to him. 

In Deccan, the family lived under the patronage of the 
Yadava dynasty at Devagiri (present Daulatabad). 2 This 
dynasty was formally established by King Bhillama in 1145 
A. D. It is during his reign that Sariigadeva's grandfather 
Bhaskara appears to have shifted from Kashmir to Devagiri. 
One wonders what could have prompted Bhaskara to leave 
his motherland and move to a distant foreign region. Was 
it the political persecution which forced him to flee and seek 
refuge in the other end of the land ? Or was it the special 
patronage extended by the prince of a distant land to him 
because of his fame that attracted him to the Yadava court ? 
P. V. Sharma feels that although there is no conclusive 
evidence, it may be that the King of Devagiri, impressed by 
Bhaskara's scholarship in Ayurveda, invited him to his court as 

I. Their works are lost today. 
2. Sources for the historical details are :-

(a) Bharatiya Vidy~bhavan's The History and Culture of th~ 
Indian People, Vol. V. 

(b) S~ri1gadeva 's own account regarding his genealogy an<;I 
other details in the first prakarar,J.a of the first chapter of 
S. R . 

(c) P. V. Sharma's paper in Hindi-"Y:ldava Kings, the 
Great Patrons of Ayurveda in the Medieval Times/' 
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a royal physician. Besides, Bhaskara's son Sodhala was also 
I • 

appointed the Accountant General (Srikara,:,,agra1)i) in King 
Bhillama's court. 

King Bhillama died in 1193 A. D. His son Jaitrapala 
or Jaitugi ascended the throne and ruled for a short period. 
He was succedeed by SirighaQa in 1200 A. D. who was not 
only a very powerful king but also a great patron of arts, 
literature, and science. It is during his reign that Sarrigadeva 
who continued in his father's (S09-hala's) post as the Royal 
Accountant, seems to have composed his works. Having 
had great scholars for his ancestors, Sarrigadeva's heredity 
must have provided him with a very rich 'samskara-punja' 
( cultural heritage) combining the northern or north-western 
and southern traditions in learning and arts. Along with 
his study of Sangita he appears to have carried on the family 
profession of Ayurveda. He had also wrinen a book on 
.Ayurveda entitled 'Adhyatmaviveka' to which he himself refers. 1 

This work is not available. Besides this and S. R. no other 

work of Sarilgadeva is known. 

Sarilgadeva refers to himself as one who has removed 
distress of the Brahmins through gifts of large wealth, of those 
desirous of learning through knowledge, and of the sick 
through medicines 2 • 

'ef<lG"J;:t;, f•HHO'JTTftfa' B'~c!:f WT~cftl! I, 

fo~T~T 'i:f fcJ~Tf~ij •Hi:JT-,t ~~T1:iil': 11 

This verse in a way sums up the three facets of Sani.ga­
deva's life viz. the accountant, the scholar, and the 
physician. 

Some of the verses8 in the introductory Section of 
S. R. giving an account of the genealogy seem to be lavishing 
praises on the author himself and his ancestors which to 
a modern reader may appear immodest. But that was, 

I. S. R. 1,2,119. 
1 2. ibid. l,I,12cd-13ab. 

3. ibid. 1, 1, 2-14. 
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however, part of the culture of his period and was not regard­
ed improper then. On the other hand, the verses at the 
conclusion of the work1 are full of h umility and. modesty. 

3. Patronage of Ayurveda in Yadava Dynasty 

Scholarship in Ayurveda was confined not only to 
Sarrigadeva's family. History reveals a host of Ayurvedic 
scholars who lived under the patronage of the Yadava Kings. 
Furthermore, these scholars were also intimately connected 
with Sarrigadeva ~s family, for many of them were students 
of Bhaskara, Sarngadeva's grandfather. In fact it is only 
through the works of some of these schola rs that we come to 
know of Bhaskara as a great name in ,1yurveda; Sarrigadeva 
himself does not give any clear indication P. V. Sharma 
has ably brought out i n his paper 2, the role of the Yadava 
Kings in the promotion of Ayurveda and the contribution 
of Bhaskara and other scholars. 

Nagarjuna, the author of Yogaratnamala commences his 
work with a salutation to his guru Bhaskara. Kesava, in the 
concluding verses of his work Siddhamantra, describes himself 
as the disciple of Bhaskara in Ayurveda and as the recipien t of 
Sirhharaja's (Si1ighal)a's) patronage. Though Bhaskara him­
self lived during King Bhillama's reign, his students continued 
upto King Sirighal)a~s reign. I t is the reign of King Sing­
hai;ia which seems to have been the golden period in which 
not only 4yurveda but also a ll the ar ts and literature flouri­
shed. Many of the Ayurvedic preparations were named after 
Singhal}a, e. g. Singhaf)a-cur~za Singhar:ia himself seems to have 
had knowledge of 4;,urveda since a few of the preparations 
are credited to him. 

So<Jhala, the author of two works on Ayurveda--Gadani­
graha and Sorjhalanighat;.fu~ might be thesame Soq.hala mention-

1. 
2. 

ibid. 7, 1672- 1678. 

See footnote 2. (c) on p. xiii. regard ing P. V, Sharma's paper. 
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ed by Sarngadeva as his father. 1 He also lived in the time 
of Singhal).a. Since Sarngadeva mentions the names of the 
Yadava Kings only upto Singhar;ta, it appears that he too 
compiled his works Adhyatmavfoeka and S. R., during the reign 
of King Singhal)a. 

Singhal)a's death saw some scuffle between the des­
cendants for the throne. The Yadava rule itself lasted only 
70 years after Singhar;ia died, after which the Muslims took 
over. In this period Knl.la, Mahadeva, and Ramacandra 
were the successors to the throne. Bopadeva, another illus­
trious figure in the Yadava rule lived in this period. He was 
the son of Kesava, the author of Siddhamantra. Bopadeva 
was a versatile genius and had to his credit a number of 
books on such diverse subjects as, Sahitya, V)akara1'.la, .Ayurveda, 
Jyoti~aJ Bhagavata, including a commentaryJ 'Prakasa' on his 
father's work 'Siddhamantra'. His contemporary and a close 
friend was Hemadri who was the · chief minister during this 
period; he too was a great scholar of .Ayurveda and had 
several books and commentaries to his credit 

Thus we see that the Yadava rule in the Deccan patro­
nised eminent scholars from various fields and in particular 
from 4,vurveda. Some of the rulers themselves, we have seen, 
were adepts in AJ'urveda and other subjects. All this gives 
us a picture of the time, place and the environment in which 
Sarngadeva lived and produced his monurpental work. 

4. Various Editions of S. R. 

Three printed editions of S. R . have been published 
till now. 

(i) The earliest edition of S. R. was brought out in 
1879 by Kalivara Vedantavagisa and Sarada Prasada Ghosa 
from Calcutta. This was printed at the New Arya Press, 

I. There is however, an element of doubt regarding the two 
So<;lhalas being identical, for Sor;lhala of the Ayurveda-nigharJ,(u 
mentions his Gotra as Vatsa whereas Sarrigadeva belongs to 
the Vr;agarJ,a Gotra. See introduction to Gada-nigraha edited 
by Gang~sah:iya PaQdeya. 
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Calcutta. This volume contained only the Svaradhyaya and 
is accompanied by the commentary of Sirhhabhupala. 1 

Since we have not had access to this edition, we cannot 
say whether this is a critical one or not. 

(ii) In 1896, S. R. was published in the Anandasrama 
Series (No. 35). Edited by Mangesh Ramakrishna Telanga, 
this was brought out in two volumes. The second volume 
appeared in 1897. The first volume consisted of the 
chapters I to V. The remaining two chapters comprised the 
second volume. Kallinatha's commentary to the en tire text 
accompanied this edition. Thus, this is the first printed 
edition incorporating the full text of S. R.. This is a critical 
edition in so far as the various available manuscripts and the 
reading of the commentator have been collated. 

(ii) The Adyar Library and Research Centre, Madras, 
has brought out the latest edition of S. R. The entire text 
along with the two commentaries of Kallinatha and Sirhha­
bhupala is edited by Pandit S. Subrahmanya Sastri and is 
published in four volume~. The first volume contains the 
first chapter; the second volume- the second, the third and 
the fourth chapters; the third volume-the fifth an1 the sixth 
chapters; and the fourth volume-the seventh chapter. The 
first volume appeared in 1943 and the last one in 1953, while 
the second volume was revised by Pandit V. Kr1shnama• 
charya and published again in 1959. 

Even though Kunhan Raja 2 in his introduction to the 
first volume, states that both the earlier editions of S. R. and 
other manuscripts have · been compared in the preparation 
of the Adyar edition, it fails to be a critical one. Variant 
readings, excepting those found in the commentary of 
Simhabhupala have not been indicated. 

1. See p. vi, Kunhan Raja's introduction to S. R. Vol. I, 
Adyar ed. 

2. p. vii Kunhan Raja's introduction to S. R. vol. I, Adyar ed. 
3 
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5. Commentaries on S. R. 

S. R. is the only work on Sangitasllstra that has t<:> its 
credit more than one commentary. The editors of the 
Calcutta edition are reported1 to speak of seven commenta­
ries, of which four are in Sanskrit, one in Hindi and two in 
Telugu. M. Krishnamachariar in his <History of Classical 
Sanskrit Literature', also mentions seven commentaries. The 
authors for six are mentioned as Sirhhabhupala, Kesava, 
Kallinatha, Harhsabhupala, KumbhakarQ.a and Ganga­
rama. 2 Of these, the commentaries of only Sirhhabhupala, 
Kallinatha and Garigarama are available today. Reference 
to the commentary of Kefava is also found in S. Sud. 8 

M. Krishnamachariar mentions the name of this commentary 
as Kaustubha.4 'Hathsabhupala' seems to be a mistake for 
'Sirhhabhupala'6

• The name of the seventh commentary is 
Candrika but the author is not known. 6 No details regard­
ing the Candrika commentary or the commentary attributed 
to KumbhakarI).a are known. 

(i) Sithhabhupala's Sangitasudhakara is the earliest 
commentary and is seldom critical; it almost paraphrases the 
text. In the introductory verses, Sithhabhupala explaining 
the need for such a commentary, stated : 

( a) The whole system of music expounded by Bharata 
and others had been shattered before-the advent 
of Sarrigadeva and it was Sarngadeva who consoli­
dated and now he (Sithhabhupala) himself is 
trying to make i t understandable, out of con~idera­
tion for the people • ., 

l. ibid. p. x. 

2. History of Classical Sanskrit Literature, p. 853. 
3. S. Sud., p. 152, sl. 408. 
4. History of Classical Sanskrit Literature, p. 853. 
5. Kunhan Raja's Introduction to S. R. Vol. I, p. xi. 
6. History of Classical Sanskrit Literature, p. 853. 
7. Introductory sl. 5-7 of Simhabhiiplila's commentary on S. R. 

P• 6. 
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(b) The text of S. R. is profound (gambhira) and 
complex (vifama) and is intelligible to very few 
persons; he alone is competent to write a commen­
tary on it. 1 

(c) It is difficult for one to be adept at both lak;ya and 
lak;a!Ja and hence this commentary ( which relates 
lak;a1Ja to laktpa) is nothing short of an original work. 2 

(ii) Ka11inatha's commentary 'Kalanidhi' is somewhat 
critical. Valuable references to contemporaneous practice 
are found in the raga chapter. At the same time he leaves 
many sections uncommented, implying either that the 
sections are irrelevant or are too clear to need any com. 
mentary; however. what may have been clear enough to him 
is seldom so to the present day scholar. 

Kallinatha also refers to himself as lakva-la!qatJa-kovida 
(well-versed). He claims that he has tried to reconcile 
lak;ya and lak;a1Ja and remove the contradictions (virodha). 

8 

Ii is obvious that both Simhabhupala and Kallinatha 
feel that it is a big responsibility to connect the lakra,a of 
S. R. With their cOntemporary lakf)'a. This appears to be a 
subtle way of indicating the cleavage, that had become 
conspicuous in their time, between the two. Though they 
have tried their best to reconcile the cleavage, it becomes 
more obvious by the time of Ramamatya, the author of Svara-mela-kalanidhl. 

Some pertinent questions arise in connection with 
I<allinatha and his commentary. 

(a) In the chapter on raga, Kal!iniitha cites a number 
of examples from the practice (lakva) of his time to 

~ e non-conformity of the contemporary l. ibid. sl. 11. 
2. ibid. sl. 12. 

3. I(aliin!tha's introductory verses t o his commentary on S. R. sl. 13-1 4. 
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lak~;a to the lakfa,;a of the grama-raga-s etc. describ­
ed in S. R .1 In this context it is strange that he 
does not refer to Vidyarar.iya 2 whose system of 
mela-s had already been propounded. This is all 
the more surprising since Vidyarar.iya too had 
belonged to the same Vijayanagaram empire of 

which Kallinatha was a citizen. 

(b) Ramakr~IJ.a Kavi in his Bharata Kosa states that 
Ramamatya is the grandson (dauhitra) of Kalli­
natha. 8 One does not know the source from which 
Sri Kavi obtained this information, but it is very 
curious that Ra.mama tya does not refer to Kalli­
natha at all in his entire work. Again, while 
Kallinatha frequently asserts his familiarity with 
the musical tradition handed down by Bharata, 
Matanga, Sarngadeva etc., i. e., the knowledge of 
the 'sampradaya' 4 , Ramamatya seems to reveal 
a lack of understanding of Sarngadeva's work 
and his svara system in particular. Students of 
history of music wonder how within the time of 
Kallinatha and Ramamatya the tradition of S. R. 

became unfamiliar. 

(c) Equally strange is the fact that the author of S. 
Sud. should find Vidyarar;tya accessible but 

Kallinatha obscure. 
5 

(iii) KumbhakarQ.a is now established as the author of 
Sangitaraja. It is indeed strange that KumbhakarQ.a should 
have been noticed as a commentator of S. R. Sangitaraja 
is an independent work, the scope of which is larger than 

1, · K. on S. R., 2 . 2. 159-160, vol. II, p. 114-116 (Revised edition) 

2, Vidyaral)ya is the author of Sangttasara, known to be the first 
work on mela-system and which is no more available. 

3, Bharata Kosa, p, 550. 
4. cf. Kon S. R. 1, 4, l5ab-1 6, vol. I, p . 108; K on S. R. 

5.237-238 vol. III, p . 135 In, 12 -13, 

5. S. Sud., P• 152. 
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that of S. R. in some respects. However, the bulk of its 
contents is an elaboration of S. R. and hence it may be called 
a commentary in an informal sense. It is, however, not known 
on what source this reference was based. 

4. A manuscript of Gangarama's Hindi commentary 
'Sangita·setu' is deposited in the library of the palace of the 
former Prince of Kashi, in Ramnagar, Varanasi. 1 The work 
is more of a translation, though some independent obser­
vations or explanations of the commentator are found here 
and there 2

• Indication of the verse or group of verses 
forming a unit of translation is also given with the initial 
word (pratika), e. g., Brahmeti for the opening verse of the 
work. 

The order of Vatfyadhyaya and Nartanadhyaya having 
been reversed, the commentary ends with the Vadyadhyaya8 • 

The last colophon reads : 

~fa' P.lT Jf~l"{fijfffeT~Tijf ~T Jf~T~Jijff ~ Z(ijff er~i~ ~rcn~ri:r:;r~ 

~qp:rr';fTfcTcfiTU fq'!lq,ffq fo~ "!- ~cf cfG°T~T-~W@-P.lTlTT~~~~i:rftJT 

~~r~n:rrril-~~1!1a--ifm~ri:r-vcr-~,rrcr~cr) G£rmt:~: l!ftio: ( ~cai:r: ? ) 
ij'i:JT~i:rrr r.i q cr~crf~ISl't srrcTir ~rrrq: 11 

~cfc{ i ~ 0 ~ ~ ij"f<ff f+rcrr ~TstcfG°T t; ~+ffCclf: I I 

l'.TT ';{q'{lJft fq~<fT~ clef ilTG ~cf ~\Cf en~ I <ffT<ffT G:T~cf f~@'cf 

efT~T5lfflf isf<ff~ II 

The colophon gives the following information :-

( a) The date of the work is Sam.vat 1903, i. e., 1903-
57 = 1846 A. D. .~ 

l • A transcript of the same has been prepared by the Research 
Section of the Department of Musicology, B. H. U, 

2. There is reference to Kenopani§ad in the commentary to 
S. R . I. 2, verse 18-20 
' Anahata' is explained as that which is not the product of an 
attack or striking anywhere. 
In the context of S11,dhD.raTJ,a there are references to Sanglta­
parijlJ.ta and Naradiyasikta 

3. This could have been the mi~take of the copyist, 
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(b) Visvanath Singh is the name of the commentator's 
patron, obviously the prince of Rewan, who was a 
great scholar and patron of literature and arts. 

( c) The author hails from Mathura. 
(d) The language of the commentary is Brajabha~a. 

(e) The scribe appears to be Lala Daulat. 

Critical approach seems to be wanting in this commen­
tary. There appears to have been no attempt to interpret 
the concepts in the light of current practice. 

6. General Sc~eme and Style of the Work 

( a) Objective :-Sarngadeva states the following four 

reasons for writing S. R.
1 

( i ) Akhilalokanam tapatrayajihirfaya-to liberate every­
one from the three kinds of pain, adhibhautika 
(physical), adhyatmika (psychological), and adhidai­

vika (natural calamities). 

( ii) sasvataya-dharmaya-to uphold the eternal dharma 

(virtue). 

(iii) Kirv,ai-for obtaining fame. 

(iv) ni~sreyasaptaye-for achieving liberation. 

(b) Scheme :-S. R. is devoted to the delineation of 
sangUa-a composite of gita, vadya and nrtta. Sarngadeva 
has consolidated and arranged in seven chapters the exposi­
tion ·of the entire saizg!ta. Six chapters are devoted to music 
and the last one to dance. Music, independent of drama, 
had apparently become crystallised by the time of Sarnga-

deva. 
Following is the list ofthe various chapters and their 

contents. Since the present volume of the translation includes 
only the first chapter, the others will be discussed in the 

introduction to the respective volumes. 

1. S. R. I. I. 13cd-14. 
l 
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CHAPTER I: SVARAGATAJ?HYAYA 

The first chapter is confined to the treatment of.svara, 
i. e., the tonal aspect. It is further divided into eight sections 
( prakarar;a-s). They are : 

(i) Padarthasangraha-prakara'f)a :-Genealogy of the 
author, the ancient authorities (iicarya-s) to whom the author' 
is indebted, and table of contents. · 

(ii) Pi-rpj.otpatti-prakara'f)a : Genesis of the human body 
combining the Vedantic> Ayurvedic and Hathayogic views. 

(iii) Nada· sthana - sruti-svara - jati-kula-daivata-Ni-cchand­
rasa-prakarar;.a : Nadopasanll, the production of nada in the 
human body according to Sik~a-s; 22 sruti-s; sara1;1ii*; svara 
and its definition; sruti-jati-S* : names of 22 sruti-s*; suddha­
vikrta svara-s; association of animal-cries with svara-s; four 
kinds of svara-s-vadi-safnviidi·vivadi-anuvadi; assignment1 of 
lf.ula, var7J.a (caste), van;a (colour), janmabhflmi (birthplace), ui 
(seers\ devata (gods), chandas (metres) and rasa (sentiments) to 
svara-s. 

tiv) Grama-murcchana-krama-tilna prakarava: Three grama-s; 
murcchana·s; krama-s; suddha-tana-s; kuta-tam1-s; prastara; khatJrJ.a­
meru and the mode of computing nafta and uddifta; names of 
suddha-tana-s 

(v) Sadhara'f)a-prakararJa: svara-sadharaTJ,a; its four varie­
ties-kakali, antara, ~arj.ja, madhyama-and the process of 
obtaining the 12 vikrta svara-s; Jati-sadharava. 

(vi) Varva-alankara-prakara'f)a : four var?J,a-s >. alankara-s. 

The number of alankilra-s in S. R. is more than those 
mentioned in earlier treatises. However in S. R. the term 
alanka ra has a restricted usage and refers only to the melodic 
motif, whereas in N. S. the term comprehended 'kampa' also. 

~ marked on topics implies that either the author provides the 
first available record of the respective tradition or has his own 
way of treatment. 

1. This body of laktalJa co'mbines the influence of vedi.c and 
tantric tradition. 
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By Sarngadeva's time kampa and its varietes had acquired 

the name gamaka. 
(vii) Jati-prakararJa : Suddha-jati-s; vikrta-jati-s; vikrtll­

samsargaja-jati-s; characteristics (lakfaT)a) of iati-s; treatment 
of individual jati-s and their respective prastara-s. 

One may ask why jati-s should have been treated in 
the chapter on svara while treatment of raga has been taken 
up in a separate chapter. This is because raga had become 
fully developed by the time of Sarngadeva and its large 

number demanded a separate chapter. 

(viii) Giti-prakara1}a : Kapala-s and kambala; giti-s. 

CHAPTER II: RAGAV!VEKADHYAYA 

This chapter is divided into two prakara1}a-s. 

(i) Gramaraga - uparaga - raga-bhafli - vibhara -antarabha{a-

viveka-prakaraT)a, 
(ii) Ragang adinirT)aya-prakararJ.a. · 

CHAPTER III: PRAKlRJ'fAKADHYAYA 

LakrarJa-s of vaggeyakara-s, gayana-bheda: sabda-bheda etc.; 

sarira-lakra1}a etc.; gamaka; s thaya; a lap ti. 

Most of the material included in this chapter represents 

developments of the post-Bharata period. 

gandharv4 and 
of individual 

CHAPTER IV : PRABANDHADHYAYA 

Definition of gila and its division into 

gana; constituents of prabandha; description 

prabandha-s, guT)a and dora of gita. 
Prabandha-s definitely represented music independent of 

drama. 

CHAPTER V: TALADHrArA 
Marga tala-s; gitaka-s; desi tala-s; pratyaya of desi tala-s. 
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CHAPTER VI : V.ADY.ADHr.JrA 
Structure, modes of playing and the compositions 

pertaining to tata, sufira, avanaddha, and ghana vadya-s. 

S. R.'s treatment of all the TJadya-s in one single chapter 
is a distinct departure from Bharata's scheme where the 
tata and su~ira are taken along with the chapters pertaining 
to svara and the others treated separately. , 

1 

CHAPTER VII: NARTAN.ADHYAYA 

Elements of nrtta; dance forms; treatment of nine rasa-s 

(c) Style : Sarngadeva presents the subject in a concise 
and precise manner. His treatment is devoid of any 'sastrartha' 
style, i.e., there is no argumentative approach. Very rarely 
do we come across some sort of discussion. For instance, 
after describing sruti and svara, the author himself raises a 
doubt--"if svara-s are effected only on the 4th. (7th, 9th ..... ) 
and other sruti·s, then how could the previous sruti-s, i. e., 
3rd. (2nd., 1st. or 6th., 5th.) etc. be said to contribute to it 
(svara) ?"1 The author then answers the question himself. 
Similarly, while pointing out the exceptional case of pancami 
jati with regard to the observance of the rule relating to the 
weak notes and the ~arjava-aurjuva formations, he brings in the 
concepts of parisankkya and vidhi of the Mimll'fnsa school of 
Philosophy. 2 

In conciseness of expression and as regards consolida­
tion of earlier lakrar.za, Sarngadeva can be coJl1.pared with 
Mamma\a, the author of Kavyaprakasa. 

7. Consolidation and Supplementation of lak~a~a from 
earlier and contemporary sources 

Sarngadeva in the introductory section of the first 
chapter of S. R. lists a number of earlier authorities, the 
essence of whose views, he states, he is presenting in his 
work. 8 A detailed and a comparative study of S. R. and the 

I. S. R. I. 3. 25c-27ab, 
2. ibid. L 7. 57 cd-59ab. 
3, ibid, 1. I , 15·2lab 

4 



earlier texts bears this out. Of the earlier authorities listed 
:by him, works of only some are available today; they are­
Bharata, Dattila, Matanga, Bhoja, Abhinavagupta, 
Somesvara, Nanyadeva and Jag adekamalla. 

It is, however, not to be surmised that Sarngadeva has 
consolidated all that has been stated in the earlier works. He 
has been extremely judicious, discriminating, and selective 
in incorporating the lak[arJ.a from the earlier sources. He 
has left out some portions from the works of Bharata and 
others. For instance. the entire section on dhruva-s dealt with 
in N. S. has been omitted in S. R. Details regarding the 
reportoire of drums described by Bharata have been left out 
and instead we have the delineation of vadya-prabandha-s. 
Sarngadeva has also chosen not to include the polemic dis­
cussion on the relation between svara and sruti given in 
Brhaddesi and has ignored the reference to the twelve svara­
murcchana-s mentioned in it. 

We shall also state here some of the points on which 
Sarngadeva seems to have been influenced by the earlier 
writers or incomporated the current tradition of lakfa?)a lakrya. 

(i) Bharata and Dattila : Svara, sruti, grama, murcchrmfi, 
jati, giti, tala ( marga-tala), gztaka-s. 

Much of the material in the Nartanadhyaya has been 
based on N. S. but very little from it is reflected in the 

Vadyadhyaya. 1 

(ii) Matanga : (i) Names of suddha-tana-s. 
(ii) Vinryoga of the jati-s, mentioning of 

murcchana-s in them and the prastara·s 
for them. 

(iii) Raga-classification and the lakfarJ.a-s 
of individual raga-s. 

(iii) Abhinavagupta : Abhinavagupta's influence on 
Sarngadeva has been enormous. Mostly the influence has 
been very subtle but sometimes it becomes obvious also. 
Unlike in the case of other sources the influence is not so 
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uch in terms of information but in terms of elucidation of 
:ncepts. For instance, Sarrigadeva's definition of svara1 is 
clearly seen to be based on that of Abhinavagupta. 

{iv) Somesvara ; Some of the topics dealt with in 
the prakirrJaka chapter could have been taken from the Gita­
;inoda section of Manasollasa. e.g. gamaka-s, guf}a and dofa 
of musicians. 

(v) Nanyadeva : The verbal texts accompanying 
the jati-prastara-s, details of Kapala-gana-s etc. are for the 
first time seen in Bharatabha;ya. Thus it could have been 
the source for Sarrigadeva. 

(vi) Contemporary tradition of lak;a7Ja-both written 
and cral. 

Information on sthaya-s and gamaka-s must have also 
been obtained from some contemporary oral tradition. We 
come across certain desi names in the sthaya-s. Contempo­
rary works like Sang'itasamayasara of Parsvadeva also list these 
names. So these names must have been current at that 
time in lakva, 

Details of defi tala·s too must have come from some 
oral tradition (if not from Sangitacurjama1}i of J ogadekamall). 

( e) Incorporation from current lakva 

In the svara chapter very little from current lak;ya has 
been incorporated. In the description of the characteristics 
of amsa in Jati-s Sarngadeva adds that the amsa can be its 
own sariwadi, anuvadi etc. 11

, implying that raga-s where the 
Vll.di has no safnMdi (like our contemporary puriya, marava 
and sohani, where neither suddha-mad~ama nor pancama are 
present), the vadi is its own safnvadz. In the description of 
sthaya-s and raga-s also Sarrigadeva lists some which he calls 
'adhuna-prasiddha' probably indicating their use in the 
current Zak"'va. 
~ 

I, S. R. 1, 3, 24cd-25ab. 
2. ibid, I, 7, 33. 
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8. Constant References in and Influence on Later 

Literature 
Very soon after it was written, S. R. appears to have 

attracted the attention of the scholars all over the country, 
and within a century the commentary (by Sirhhabhupala) 
on the entire work had been completed. Even in this century 
scholars like V.N. Bhatkhande1 had accepted the importance 
of serious study of S. R. Thus almost from the time it was 
composed upto the present day S. R.. has commanded 

continuous attention of scholars. 
The one point on which most of the subsequent authors 

have cited S. R. as an authority is the importance of lakiya 
in comparison to lak~atJ,a. This is understandably so because, 
to-the scholars of the post-Sarngadeva period who found it 
difficult to reconcile the widening cleavage between lak~a1J,a 
of S. R. and the contemporary lak~ya, the statement by 
Sarngadeva himself asserting the primacy of lak~ya was 

greatly welcome. 2 

Sometimes S. R. has also been the target of reproach 
for the same reason that the lakw!J.a did not satisfy the lakua 
of the medieval period. The author of S. Sud. s found the 
lak$at}a-s of raga-s described in S. R. quite obscure and not 
pertaining to the raga-s of his time. S. Sud. declares that it 
had to discard the delineation of raga-s in S. R. because of 
their obscurity and neither did the commentaries of Kesava 
and K.allinatha make the delineation more accessible. In 
recent times too S. R. has not been spared. Pt. Omkarnath 
Thakur in his Sahgitanjali 4 attacks S. R.'s method of descri­
bing tb.e catu~-sara'J)a experiment on the grom:i.ds of its not 
being lucid, clear, scientific, and practical. S. R.'s approach 
has, however, been defended by K. C. D. Brhaspati in his 

Sangitacintamar;i. 5 

I. p. 789 Hindustani Sangit Paddhati Vol. IV. edition, Hathras. 
2. cf. S. M. K., 2, 12; R. V., 1.33; $arf,r-a.gacandrodaya, 10. 
3. S. Sud. p. 152, s1. 407-409 
4. Sangitanjali Vol. V, p. 94. 
5. Sangitacintamar!,'i, p. 134-148. 
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One aspect in which S. R.'s influence is seen to be the 
greatest is the scheme that some 6f the authors of the post­
Sarngadeva period adopted in composing their treatises. 
SangitadarparJ.a, Sangifa·saramrta, Sangita-sara (from Jaipur), 
and even S. Sud. which is quite critical of S. R., follow the 
arrangement of the subject set by S. R. But these works are 
often brief and leave out many of the details given in S. R. 

9. References to S. R. in non-musical texts 

Many of the writers of non-musical texts have also 
acknowledged S. R.'s authority in music and allied subjects 
and have referred to it in their works. Few examples may 
be noted here. 

(a) Jagannatha in his Rasa-gaftgadhara, while discussing 
the problem of rasa-s being eight or nine, quotes a verse 
from the rasa-section of the last chapter in S. R. 1 Again 
while explaining how the sthayi-bhava-s become 7!Yabhicari­
bhava-s, he quotes a verse from S. R. to support his state­
ment. 2 Thus it is seen that S. R.'s contribution to the treat­
ment of rasa was noticed in the literature on poetics. 

(b) Mallinatha the commentator on the play SisupMa­
vadha of Magha, quotes a number of verses relating to sruti 
and svara from S. R. 8 

(c) Ranganatha quotes S. R. on the characteristics of 
raga valantika, in his commentary 'Prakasika' ,on Kalidasa's 
pla Y 'Vikramorvasiyam'. 4 

Thus it is very clearly seen that S. R. had made a 
tremendous impact on the field of music literature and esta­
blished for itself a status next only to Bharata's N. S. 

1. Rasa-garig!idhara p. 37 (quoting S. R, 7.1360) 
2. ibid. p. 38 (quoting S. R. 7, 1519cd-1520ab) 
3. Mallinatha's commentary on Magha's Sisup-a.lavadha, Canto 

I, s1. 10. 
4. Prakasikli on Vikramorvasiyam, Act 4, sl. 25 quotes S. R. 2. 2. 

147-148, S. R. however gives the name of the t'llga as vallata, 
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I 0. Some Observations on Svaradhyaya and General 
Evaluation 

As stated before, this chapter is largely a consolidation 
and reorganisation of the lakfa7Ja found in the earlier texts. 
A few relevant points, however, have to be stated here regard­
ing Sani.gadeva's treatment of certain topics. 

Svara-sadhara7Ja : Svara-sadhara1Ja as treated in S. R. is 
already latent in N. S. On the basis of Abhinavagupta's 
commentary\ Sarngadeva has spelt it out and his 12 vikrta­
svara-s are nothing but the renaming of the svara-s born out 
of the process of sadhara1)a. 

Sadharat)a belongs to a context where svara-s are basi­
cally seven. Only two vikrta-svara-s, antara (gandhara) and kakali 
(nifada) are accepted as regular note.s as far as they are also 
fixed on any instrument, especially of the harp type. 2 On 
the other hand the kaisika-sadhara1)a is meant only for cover­
ing the consequential changes in intervals that are not to be 
regularly fixed on the strings of a Vi1)il. Texts of the post­
Ratnakara period equated all sadharaTJ,a-s, and tried to fix all 
the svara-s on the frets of Vi1)a. Further, this was not in 
accordance with the grama-system. Misconception on the 
part of later authors regarding the treatment in S. R. arose 
because it was wrongly surmised that both the sadhiiraf)aS, 
antara and kaisika were meant to co-exist. In fact the jati-s 
in which the svara-sadharaTJ,a occurred are clearly prescribed. 
Moreover, when Sarngadeva lists the seven suddha-svara-s and 
twelve vikrta-svara-s, he is merely consolidating the lakfaf)a 
handed down. Unfortunately the writers of the later period 
seem to have been confused by the enumeration of the 19 
svara-s in one sequence and thought that the svara-s should 
occur one after another. Consequently they tried to fix these 

I. A, B. on N. S, 28. 34-36, p. 31-34. 
2. Nanyadeva states that in the Vipanci vitiil which had nine 

strings, the two extra strings were tuned to antara and kakali 

sr,ara-s, cf. Bharata.bh!i~ya, folio 368 & 371. 
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svara-s on the frets of the Vi1Jil. They had not apparently 
tried to relate the sadhll.ra1Ja prakaraf)a with the enumeration 
of vikrta svara-s. Otherwise such confusion might not have 
arisen. S. R.'s description of the raga-s too follows the same 
svara system and hence there too there is no need for the 
kaisika and other svara-s to be mentioned. Only kakali and 
antara need be mentioned in raga-s. 

Jati-s : Some questions arise in connection with the 
delineation of jati-s in S. R . 

( i ) Didjati-s lrnve any practical relevance when the 
raga-s had emerged ? 

( ii) Each jati, farjji etc. was conceived as a 'class' 
combining different individual melodies having 
certain common characteristics. But we find that 
each jati is i1Iustrated at the end by means of a 
single prastara. How could the tradition of speci­
fic prastara of jati-s be compatible with the generic 
nature of Jati which could be conceived as a very 
broad melodic entity encompassing numerous 
varieties ? Or, is it indicative of the fact that jati 
had become obsolete in Matanga's time and the 
jJrastara-s were composed just to retain its rough 
outlines ? These questions need to be seriously 
investigated. 

Sartigadeva belonged to that period of Indian history 
when most of the disciplines, especially Sangita-sastra, were 
trying to consolidate the original contribution of earlier tradi­
tion. Talking of sangita-fastra in particular, the history of 
its texts can be divided into four periods. 1 _" ____ _ 

1. These periods have been treated in some detail in my paper , 
entitled " A Historical Note on .Musical Research in India" 
presented a t a seminar in M . S. Univer~ity, Baroda in 
Novi 77, 
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Period I :-Primary and Formative-2000 B. C. 
to 500 A. D. 

Period II :-Expository and Expansive- 600 A. D. 
to 1200 A. D. 

Period III :-Reconciliatory and Revaluative-1300 
A. D. to 1750 A. D. 

Period IV :- Critical and Interpretative-1750 A. D. 
onwards. 

., • • ., ·i 

Sarngadeva occupies a very important poshion in the 
second period. The basic difference in the approach of the 
first and the second periods is that whereas the approach of 
the former was direct, that is to say, lakw!Ja was evolved out 
of a direct study of lakua; and intuitive knowledge and ex­
perience was communicated keeping in view the totality of 
human expression through sound at all levels, the approach 
of the latter was mainly indirect, that is to say, through 
lak$ar;.a and only to some extent direct (taking into account 
lakiya). It is not intended here to degrade the latter appro­
ach. But it is the lak$a1Ja-oriented approach which is res­
ponsible for the separation of the composite concept of svara­
sruti-grama-murcchana found in N. S. . In the arrangement 
of topics in S. R., grama does not appear in the same praka­
ratJa as sruti and sarar;.a. Again sadharar;.a is separated from 
the description of vikrta-svara-s. A serious student of today 
must bear this difference of approach in mind while,studying 
the texts of the first period and those of the second. 
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Chapter I 

THE TREATMENT OF SVARA 

'Sl"~l=f: f9 (~I aT;~1 

ij~Tf~ {f~?.l~T~lT 'Sl"cfi~Uf+{ 

i=lfcilT=cf~Olll 

ii~\lf.:~iif':U~a'T3'lfff.:fT fi:f~if ~~q~~ 
~~lQTTq3 ~~,j{ifi: ~faqti q)sq fc:f1.:f ~Tij{a I 

qfqlc{ \ltqfc:f ~Trtcl'QJ~i:f.:JTS~T~iiflfffiiq) 

q;:~ .:flt~ aW{~~iifrr~rira- ~~ ~~~~ 11 ~ 11 

(i) Propitiation : 1 

Section I 

Introductory 

For delight1 do I worship Lord Siva 2 embodied in (the 
form of) nada 3

, pre-eminently adored by the entire world, 
the source of order inherent in the division of domains4

, the 

I. The author is offering his prayers without any ulterior motive, 
i. e., for the very delight that accompanies the act of worship, 
and so his prayers are immediately a nswered. 

2 The word used is Sankara, which is capable of double meaning, 
viz. the name of Lord Siva, and etymologically, one who 
causes comfort or well-being. 

3. Nl/.da is primordial sound, the manifest quality of the first of 
the five elements of creation, aklJ.sa (space) in its unmodified 
state 

4. The word grilma is capable of double meaning, viz. the diffe­
rent loka-s (i. e, wor'd-views) such as Bhuf}, Bhuvaf}, etc., and 
the three basic scales-;ar/ja-grl/.ma, madhyama-grama and 
gilndho.ra-grllma spoken of in ancient music. 
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2 Treatment of Svara 

organisation of castes5 and the distinction of species6
; who, 

being manifest in the heart-lotus 7 of yogins as onkara 8 in the 
contemplation of mind united to the movement of pra1)a 9 

originating from the root10 of the navel, shines in its own 
lustre.11. ( 1). 

Interpretation with reference to music: 

I take pleasure in paying my homage to gitam 1. II, the 
embodiment of nada, the cause of comfort13 in the restless14 

world, the source of the system comprising the division of 

5. 

6. 

7. 

8. 

9. 

IO. 

11. 

12 . 

13. 
14. 

Varr;a,impli.es the four castes, viz . Brnhmar;a, Kfatriya, Vaisya 
and Sudra in which the ancient Hindu society was divided; 
and in the context of music it signifies types of tonal move­
ment, viz. sth 1fi,, lirolzi, avarolzi and sanclir'i. 
Various species of animal kingdom; in music the word ( jltti) 
stands for arche-types of ragas, viz. fa,!ji, 7J.r fabhi, etc. The 
word alanklira is taken by 'K' in combination with Jati. 
Accordingly, this word has been bracketed with 'species' 
(jati) in our translation of the text, in the context of Siva. 
The etymological meaning of the word is alarh-karoti-iti atari­
klirai}, i. e., which del ineates the optimum, such as that of 
beauty etc. and is, therefore, also used in the sense of'orna­
ment or embellishment. Here it ha, been interpreted in the 
simple meaning of delineating the optimum of the species. 

Hrtpanka_ja is the h eart-lotus, the seat of anahata-cakra of twelve 
petals in the system of Kur;rjalini-Toga 

Srutipadam is the source of Vedas, i.e. onkara and in music fruti 
signifies a microtone 
Pr aria is the vital breath spoken of as maruta (air) in the text; 
and the movement of praiia is necessary for the articulation of 
sound. 
Brahmagranthi is the knol in which the psychic currents of ir/.il 
and pinga['(J, join with the central canal of psychic energy, viz. 
su1umr,ici, near about the root of tbe navel. 
The supreme Being is self-luminous and cannot be enlightened 
by any modification of the mind. This self-luminosity of 
pure Being is suggestive, in the mmir.al context, of the etymo · 
logical meaning of svara. 
Guam (singing) also implies vliqyam (instrumental music) and 
1zrttam (dancing). As gttam is directly related to the process 
of voice-production in the body, and also because it is consi­
dered to be the main org<tn of sang'ita, it represents the entire 
art of music. 

The etymological meaning of the word SaMara, 
A free rendering of the word uddhura, meaning 'unrestrained.' 

.:,ecuon 1 .1n~roauc1;ory 
~ 

grllma
15

, the composition of var,,a-s16
, the alankara-s17 and 

the jati-s1 8 ~ the self-manifest1 9 locus of sruti-s2 0 that delights 
the masters of music in the lower111 register, aided by the 
mind attuned to the movement of pratJ.a originating from the 
root of the navel. 

Comments: 

It is customary, in the Indian tradition, to offer worship to one's 
favourite god as a mark of auspiciousness and for the successful comple­
tion of the work being undertaken. Here, the author opens his mangala­
caral}a (a benedictory verse) with the word Brahman as a mark of 

auspiciousness, and offers worship to Lord Siva, his it~adevata {favourite 
godl who, incidentally, is the presiding deity of Sangita. The concept 
of ittadevata is peculiar to Indian culture, and is akin to, and seems to 
have its origin in, what is known as 'Henotheism' of the vedic pantheon. 
There are various religions, dogmas and sects who have their own supreme 
deity. The concept of if!adevata implies the understanding that, although 
there is one God in the absolute sense, yet it is known and worshipped 

in a particular form and under a particular name that is relevant to a 
particular sect. It is also implied in the puranic mythology, to which this 
concept truly belongs, that whatever be the description of the supreme 
dei ty in a particular sect, the gods of other sects would be related to it 
in some way or the other. Thus, every Hindu is free to have his own 
supreme deity. Faith is, therefore, largely an individual affair. Different 
members of a family can and do quite often have different if(adevata-s. 
This concept seems to be supported by the Blzagavad-gltli where Lord 
Krgia declares : 

"Whatsoever form ( of the supreme deity) a devotee wishes to 
worship earnestly, I strengthen his faith in that deity and make it 
unflinching." (Bh. G. VII-21) 

15. 

]6. 

17. 
18. 
19. 

20. 
2I. 

Groma is a specific group of svara-s (tones), and three gramas 
are accepted, viz. far/ja, madhyama and gandhara. 

Varr;a is 'type of tonal movement', the act of singing, such as 
stlzliyi etc. 

Alankara is a specific combination of svara-s. 

Jati is a virtual archetype of rilga, e.g. filgji, ilrfabhi, etc. 
Svayal?l rajate, suggests the etymological definition of svara, 
i e., the sound that is perceptible and delightful by itself. 
Sruti signifies a perceptible constituent unit-factor of tone. 
The heart is identified with the region of voice-production for 
the lower register, which implies the other two here. 

• 
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4 Treatment of Svara 

Incidentally this shows that, since the benedictory verse is offered 
to Lord Siva, S:1ri1gadeva belongs to the Saiva cult. This gives his 
religious orientation, though as it would be clear in the subsequent 
passages of the text, he seems to belong philosophically to the Bhedabheda 
system of Vedlinta Philosophy. It is in this context that the concept 
of a personal God as if/adevata becomes all the morf> significant. 

Apart from serving the purpose of man,r;ala.cararJa, this verse figura· 
tively also points out the salient features or the main topics pf the 
subject matter of this chapter. The figure of speech employed is known 
as samasokti by which, such qualifying words are used that are capable 
of double meaning and are so composed in a verse or a sentence as 
briefly to indicate some Jther purport not directly implied by the pri­
mary meaning of the words (cf. K'tJ,vyaprakafo 10.97). Hence the verse 
is differently interpreted above with reference to music . 

• • • r. 
(11 ) !l;:~~~~q{!_f.:Jq_ 

atffcf fctffcf~~ ~!((: ~)q~cfiflltT~«+fcf: I 

~ij1'5(TJGfl;j=:ifTff: tfitf~~tfontf~s-, ~~: 11 ~II 

tf~ctf+f~lhtt~llcfG~Tff~ttf{ff: I 

trt fa~.=i~~5=iti i;l'~f+r1rrff f"{cf 11 ~ 11 

a"'?fll~Tftfi~~!{l +flHi"{f~iiHlT f;:rf~: I 

3{~~1 ~f!ffGfUTT tr~i itf&llJTTSlt.:fi:t I I~ 11 

a"fltT,'ff-=l'tr: 'Sf~a"fctrftr: 9.-TT~lG'{:f: SfTG~.ft-
ifif ~Ttfi~Gf Sf~~f~+fcf ,cl~~+i f +r('~if'! I 

3ll~T~trlf~~ltfi!(flcfi!(fi:fit1' tfitf'ff: ~i:fHflfq"ot 

~~ ~:;Jqci .:1:1~1f1:n:r Qa-1 ~1fo W1JT ~,~fq 11 ~ 11 

~cfi: ~'lle«-ftt f~oJ?q~fq~;:i:n~);i-=l'T~T~f ~­

Sfl~S:~~faf~faats=f ~.:f~~~fQT;:iq1~tixt1t): • 
'~ ' C 

~r"~~WO'f~cf ~cf fct~ll'T tffll' Sfolf{Pi~l 

fct~cJ~·rcqfq ~;:c'{~tfo ~~~:n.=itct f[tSrT~~~~: 11 ~ 11 

Section t : !ntroductory 

a st~,~ ~~f~iif yfGf;:i YtJt'{TfrrGf'! I 

T7Tmitt1t ll'T fctsr,2qtfirh::a1~'lc! t t\9 t t 

~~1 .:r fZfi .:r f~ Gr~t if ({~T i:fit ~ ~~~ 1 
' ct 'qi{ fctl{~T ;:i" if Gf~T tiflJf~lfif 11 t; 11 

"' ' 
(i i ) Author's lineage : 2-8 

· There
1 

is a family line, an abode of beneficence, 
founded by the sage VnagaQa in the beautiful (valley of) 
Kashmir, which has spread its fame in a ll the quarters of the 
world through the descendant dignitaries representing 
Brahma 

2 
on the earth as i t were, the best a mong the brah mins, 

the masters of the vedic lore, the upholder.~ of religious order 
and the presiding priests of vedic sacrifices) who have 
enriched its lineage. (2-Bj 

In that family was born a t;;easure-house8 of extraor­
dinary excellence~ bearing the name Bhaskara 4 (lit. the sun) 
who, with a view to grace the southern5 direction by his 
presence, migrated to the south. (4) 

1. 'S' informs that Vnagaoa is the name of a sage (i. e., (fi) as 
well as a surname (i . e., gotra). 

2. The creative aspect of pure being, one of the god~ of the 
Hindu trinity Brahma, Vig1u and Siva. The significance of 
this metaphor is brought out by the words bhu-deva and 
bhu-sura which are the synonyms of brahma'f}a. The brahmins 
are accordingly considered to be the gods of earth, gods in 
the sense of beings of extraordinary religious spirit. 

3. The receptacle of divine glory or spiritual pre-eminence result­
ing from a sacred knowledge, as p er one of the interpretations of'S'. 

4. That is, to mention one of the pioneers of the family line. 

5. 'S' puts forward two other interesting interpretations, viz. i ) 
'he set out in search of a generous patron', ii) 'he set out to 
answer the call, to meet the demand of the experts'. The word 
dakfir;a in Sanskrit has three different meanings, viz. right (as 
opposed to left) or south, efficien t or clever, and favoura ble. 
The word is actually loaded wi th all the three connotations, 
as its meaning as 'right' is suggestive of his sectarian affilia­
tions, since there are t wo paths daksinacara and v?tma.cara, the 
positive and the negative approach~s to the fulfilment of life. 
~ esides, in Indian tradition , charity and gifts are given by the 
right hand and that is h ow the word daktir;a is suggestive of the 
meaning that he set out in the search of a generous patron, 

5 
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He begot a son Sri So<;\hala by name; who, modest and 
mature of intellect as he was, attained the glory of alleviating 
the misery of the entire populace by endearing himself to 
king Bhillama whose fortune was fast-growing by the grace 
of Lak~mi6

• Also for J aitra \ he establi"shed a column of 
victory in the majesty of king Sri Singhai;ia. (5) 

The king Sri Silighat)adeva was the only victorious 
monarch of the entire world, the emperor whose line of toe­
nails was picturesque by the reflection of the brilliant streak 
of light issuing forth from the garland of the crown-gems of 
the (other) kings (of his time) falling at his feet; and the 
pervasive 8 fire of whose victorious prowess burned the hearts 
of his foes only. (6) 

Foremost among the intellectuals, he (So~hala) by his 
various accomplishments pleased the emperor, a mine of 
merit by himself and a lover of merit 9 (in others); and 
satisfied the host of brahmins by affording generous gifts. 
Indeed, what did he not give away, what did he not know 
and what wealth did he not acquire10

• In fact he possessed 
every virtue and good quality of character. (7-8) 

'S, interprets the entire verse taking Bhaskara as a proper 
name and also as referring to the sun, and thereby brings out 
the poetic beauty of the verse. 

6. Goddess of wealth. It is implied that So<;lhala having pleased 
lhe king Bhillama of immense treasures, obtained enormous 
riches from him which he distributed among the needy out 
or his generosity. 

7. Jaitra was the son of king Bhillama who succeeded him, 'S' 
however says that it is a name of a city. 

8. Visva1!Ji"ilPi of the text literally means 'pervading the entire 
universe,. 'S' points out the figure of speech known as Vi!erokti 
whereby, despite the presence of the cause, the effect is not 
fully manifest ; since here the fire of his prowess pervades the 
whole world, yet it burns the hearts of his enemies only. 

9. 'S' points out the use of parikara alankara (a figure of speech) 
sincP the expression gutiaranjana is an adjective loaded with 
meaningful intention. 

IO. The purport is that, he could and did part with every valuable 
thing, i . e. he generously gave in charity and gifts, he was 
proficient in every branch of knowledge, and he did not lack 
in any kind of wealth; and thus he was prosperous in every 
way. 

Section I : lntr ductory 

(iii) q;:q~) ~~~·, q-;:qS(qJQif~ij~:q" 

ff~~T'{~''cl~ct\if@: UTlf~q: ~eflcfit: I 

~~qf~ ~qfilf: ij'ctf~qf7jt~~: n \ 11 

'!iff ~~qq~q: srrfurffTWl'f~q-: 

cfif~ffacfi~UTf7': ~f\ifffTWl'f<Tr7': 

\if'f fff fcf ~ffcfitf~;:q~)qH:,fff: 

Sf~tert~~efi: UF[-~cf)stti:tcfi: II~ 0 ti 

iiATf~T~t'f fi~r;:ffT qfr~mn ij'~fcffft I 
"' 

ij'QcfTij'falfT U~cff;~Tl=lffff ffqf~tr I I~ ~II 

~ fet";Jf~cii~f e"cfi) ~Ttq~~ielf~Tiif iiif I 
' 

cl~T;:t.:r fcf!:l'TIJTTit°Tfff ff~lf UT1lcfffl'! 11 ~~II 

f ~~T~.=Jt ~ · fcJi,;nf ~it~rai.:rt t~rq;:t: 1 

31'~.:JTSf{_cf~i.',)efiFit ?fltf?flff ~QTl'itJT 11 t ~ 11 

U~clTlf ~ cli:fflf en)~q f.:r:P..llfmccri:r I 

3l'Tfcf~t)fcr ff'fTff~~.=JTcfi~~~J~clT: 11 ~ 't 11 

(iii) Author's personality and the purpose of his under­
taking : 9-14 

From the heavenly ocean of milk1 (Sri Soc;lhala) was 
born the producer of nectar (the moon) named Sarngadeva 
(the author), the rays 2 of whose righteous generosity spread 
wide upon all. (9) 

In serving his preceptor, endearing himself to all the 
gods, studying all the sciences, adoring the worshipful, 

1. Moon was one of the precious gems that were churned out of 
the mythological milk-ocean by the gods and the demons 
together (by a mythological convention). 

2. The Skt. word kara means a ray, as well as a hand. So, since 
the poet is presentin~ a metaphor, the word is quite signi­
ficant in both of its connotations. 

~ 
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Sarngadeva of widespread fame, with a majestic personality 
comparable to cupid and endowed with clever wit and sharp 
discrimination, is unique by himself in this world. (10) 

Bewildered and tired of roaming around various places, 
and desirous of his (Sarngadeva's) association, Sarasvati, the 
goddess of learning, has found a permanent rest-house in his 
residence. (11) 

The incomparable reveller of amusements, the deserving 
candidate of good luck and skill, having mitigated the eternal 
poverty3 of the brahmins by generous distribution of his 
wealth among them, having satisfied the inquisitive scholars 
by his learning, and having cured the sick by his drugs, he 
the high-minded one now commences his work Sangita-ratnakara 
for emancipating4 the entire populace from the threefold 
misery5 of the worldly life, serving the cause of eternal 
dlzarma6, obtaining glory and for achieving liberation 7. (12-14) 

(i V) ~~i=e{ftf~J:{~0111_ 

~cttfucf: fuqy cSJ~l ~~a: ~~lfq) ~fif: 

i{i:f~T lftf6etfll ~'lTUfTii: int{~~,~~, 11 ~ ~ 11 

fqUtfoT~T ctf~~~ ~i:~~TSPt{c{ ; fc{qt I 

cfl~fqPt{lq~ ~i:~tS:aj.:f t .:fl~ct2i:~ 11 ~ \ 11 

3. Since the brahmins are entirely devoted to the pursuit of 
knowledge they are always in the need of money. 

4. Liberation is the ultimate end of the art of music as understood 
in India. 'S' points out prakara,:ia songs such as madraka etc., 
that are mentioned subsequently in the text for this very 
purpose. 

5. Threefold misery is suffering pertaining to the physical, 
mental and spiritual being. 

6. Dharma is moral law, religion and duty appropriate to one's 
station in life. 

7. Sangita is also a medium of attaining liberation, through the 
vocal compositions known as prakara')a-s to be sung in the 
praise of Lord Siva. 

""i."lecnon ..-.1.. . ----:iTtcruaut.:1.01---y 

3lfs:iSl;\°l{) i{lcJ~CcfT ~fcfotl if ~~'SltR: I 

~fc.=t"qQt) fG{i~Ti11'! ~~~1i11'~ ~lg~: 11 t~I I 

~) iflil{,q'l~T ~TijfW{i.-~~qy I 

q~q~1 :q- ~Tit~) i1fff~~q~rq@: 11 ~ t:; H 

0Q'.T~ta1~) ~,~at~ ~)~et~eus ... ~~t: 1 

~~f+frtq~tcf~ ~)q~~)f ~~~: q-~: 11 ~ ~ 11 

atiq :q- G{Qq: ~cl ~ tfqr~fcmHcrt: 1 
a:rm~~)~q;~il' a~t i:fc{q"lftfrl'f~q 11 ~ 0 11 

' 
f;:r~ii:r ~t1(ft lf~q: ~r~t~1~fi:ti:r 0lf~1~ 

(iv) The predecessors of the author : 15-21 b 

Sarrigadeva, having churned, by the churning rod of 
his deep understanding~ the ocean of the manifold viewpoints 
of previous music experts such as-Sadasiva, Siva, Brahma, 
Bharata, sage Kasyapa, Matanga, Ya§tika, Durgasakti, 
Sardo.la, Kohala, Visakhila, Dattila, Kambala, Asvatara, 
Vayu, Visvavasu, Rambha., Arjuna, Na.rada, Tumburu, 
Anjaneya, Matrgupta, RavaQ.a, Nandikesvara, Svati, Bindu­
raja, K§etraraja, Ra.hula 8, Rudrata, King Nanyadeva, King 
Bhoja, (Paramardi 9 ), Somesa the vanquisher of his foes, king 
Jagadeka and the interpreters of Bharata such as Lollata, 
Udbhata, Sankuka, Abhinavagupta and Kirtidhara-has 
brought out the cream10 of knowledge in the form of this book. 
(15-2lb) 

8. Ad. ed. of S. R. reads Rahala. See Dr. V. Raghavan's article 
on "Some Names in Early Sangeet Literature", Sangeet 
Natak Academy Bulletin No. 6, May 1957. 

9. Paramardi-cf. G. 0. S. No. 45-BhlJ.vapraklJ.lana p. 73, of 
Introduction, conjecturing ParamardI, to be a man of letters 
and a king Paramardi can also be an epithet of Somesa. 

10. 'K' suggests that, by describing his work as the acme of the 
works of his predecessors, the author is pointing out the 
superiority of his work. However 'S' poses the question, 
"Since so many works do exist on the subject what then is the 
need for the author to write a new book ?", to which he 
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( v) ~w,a~~o-i, ~Sf J:Jtlf~¥Jtf;.t~1it?{~ 

rrta q'l~ a~, ~~ ~li ~1T)a~~a l l ~ ~ 11 

ifTilT ~mfa a~ [~T a~ ifTq: ~ ~=ililfa' I 
' 

tfl iftfllaT fcrf~:s:;;q1u: Si~TiiT ~~atfG'.f~: I I~~' ' 

~cf~lf ~~= TI~Tf;:JlfaT+~c{lfSfcf: I 

~u ~u ~.=fl;:JT tf~:;;tfT fl~lf~:S:~~~ I I~ ~ 11 

rrra if cr,~.:r 1~ ~!lt1~~r~~1~a , 

(v) The definition of sangita: its classification as marga and 
desi : 21 c-24b 

Gitam (vocal melody), vatfyam (playing on instruments) 
and nrttam (dancing), all the three together1 are known as 

j sangita which is twofold, viz. marga'J and desi. That which 
was discovered by Brahma and (first) practised by Bharata 
and others in the audience of lord Siva is known as marga 
(saflgUa), which definitely bestows prosperity; while the safigita 
comprising gitamJ vadyam and nrttam, that entertains people 
according to their taste in the different regions, is known as 
desi. c21c-24b) 

replies that, "all these ancient works are too numerous. and 
intelligible with great difficulty and therefore the author's 
attempt to present the essence of these works in a nutshell is 
worthwhile and creditable". Another purpose of the author 
in having referred to his predecessors as suggested by 'S' is 
that, Sl'irr1gadeva, by having claimed co have taken the views 
of all these authorities into consideration, wants to prove the 
authenticity of his own work. 

I. All the three are comprehended as different constituents of 
the same art, called sangita. Etymologically the word sang'ita 
means singing along with accompaniments and embellishments. 
The term sangita is also used mtrely for music; but, that is a 
figurative use, taking container for the thing contained; or, 
taking the part for the whole. 

2. The term milrga is etymologically explained by 'K' as derived 
from the Skt. root mrg,to seek. Thus mllrga is the way, the 
technique or practice based on the findings of the investigation 

Section I : Introductory 

I (vi) tll~~~ ~l~l~q_ 

~ cflU'3if st)~ <'-lni q)~T3cfffi i{ I I~" l I 

atat rr1ri st~trt~eftG'.~T~T~f~~Tlfa 1 

(vi) The predominance of gitam : 24c-25b 

II 

Dancing is guided by instrumental music which, in its 
own turn, follows the vocal practice. Therefore, the vocal 
melody (i. e. gitam), being the main constituent ( of saflgita) 
is expounded in the first instance. (24·b-25c) 

(vii) itTa-si,~f~T 
~Tif~~Tf~~ ffTri ~iif i;fl~ 

~,a~ sttlfa ~:::r• "'..,. 
.. ~sr~: 

fqa11=JQ: n~~n 

q1<ict)qfff: l 

rr)qlqfa~;:r.:a)sfq ~1lfe:af;:rq"tj ita: n~~" 

~1qtt)fa~a) ~~ crr'Oftss~, ~~cl'€fT 1 

f enq.:i:f lf~ffief~~c:RT.:t"cfqf;:Jq'f: 1 l ~ \3 l I 

atmaf~t:JlfTfq'~) ifT~: qqf~ifit'la-: 1 

~~;:q)at~ff q)~cfT ~t:fl~efi'f st'fU~ 11 ~ t; 11 

q;\':q~~cj'OfT~~~~~ ~ffflfl?{t: q?{t: I 

~c1) ~clefi~if T~ rr1a lf:;;~fa iilTfq'al! 11 ~ ~ 11 

a~tf ttTa~ ifT~TS~ t stufagq)mt I 
~i:t'T~ent1ti:t"T~tvt1fq~it~en~T~;:J~ , 1 , ~ o 11 

carried out by Brahml!., the creator in the subject matter of 
the four Vedas (cf. -11a:~4~1flftr ~~ ~RlltlB <!i'CT•~qll_) as quoted by 
'K'. So, by implication marga means classical, while dell 
means regional practice. 

'\ 
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(vii) The importance and significance of ,gifam (melody): 
25c-30 

Gttam1 (the vocal music) was extracted from the 
Samaveda and collected 2 by Brahma. Omniscient God, the 
husband of Parvau (i. e. , Siva) is propitiated by gitam (i. e., 
singing); Kr~I}a, the lord of gopz-s, in spite o[ being infinite, 
was enamoured8 of the sound of the bamboo flute. When 
Brahma (the creator) is devoted to siimagiti (i e., the hymns 
of the Samaveda sung in a particular style), and Sarasvati is 
attached4 to the lute (viva), what to speak, then, of other 
creatures, such as the yakfa-s 5 and of gandlzarva-s, the gods 
and the demons, and the human beings. An infant, crying 
in cradle, unaware ef the enjoyment of objects, on tasting 
the nectar of a song, knows no bounds of joy. Even a fawn, 
an animal feeding on grass and moving in the forest, attract­
ed by the song of a hunter, is ready to sacrifice its life. 
Who indeed can describe the grandeur6 of melody, for 

\ in fact, it is the only 7 means for the realisation of the four 

I. As suggested by 'K' the hymns of the Samaveda are sung in 
seven tones, viz. kruifa, prat/zama, dvitiya, tritiya, caturtha, mandra 
and atisva1ya, and so is the present music based on seven tones 
of a different nomenclature. 

2. 'K' suggests that since the creator himself has extracted saflgita 
from the S?lmaveda it is open to all the four castes. 

3. Lit. entrapped, charmed, confined. 
4. That is, fond of Sarasvati, the goddess of learning, who, in the 

Hindu mythology, is contemplated with a vinlt in two of her four 
hands and is considered to be the presiding deity of fine arts. 

5. Yakta-s and gandharva-s are semi-divine beings of mythological 
origin that have also found a place in poetic convention in 
Sanskrit literature. Yakia-s as demigods are considered to be 
the attendants of Kubera, the god of wealth, and guard his 
gardens and treasures; while gandharva-s are celestial singers. 

6. Lit. the significance and importance. 
7. Though there are definite means for the attainment of these 

values, music is a delightful medium of achieving the same 
ends. Vocal music is employed in t he worship of the Divine 
almost universally. Thus it earns spiritual merit. 'S' further 
points out that, as mentioned in the text in the context of 
jati-s, the proper use ofjati-s is instrumental to the attainment 
of dharma. 

That music is a means of earning one's livelihood and 
wealth needs no explanation, and similarly it also serves as a 

Section I : Introductory 13 

primary values of human life, viz. righteousness (dharma), I 
wealth (artha), enjoyment (kama) and emancipation (mokra). 
(25c-30) 

( viii) ~~~~~ca1~ql~T.:Ji ~~ijfr~~: 

ff~ ~q~rfcfltQ'tQ' ~~;t $ffaq1tl'a 

~~R ,n~«+Tfa-: P~1.:r1f;; 9..1aq~a~T 1 1 ~ ~ , 1 
" "' 

aa-: u;g:-1: ~~,: ~ca fqiicH [tcim-1cqq) 1 
"' 

~~Tf.:r ~Tatr) q'O'ff lfq1;:lflfl iq" tqa~ 11 ~ ~ I I 

~;:;:if~ fqf.:JttTrfT~ ~qrt'Olt ~ra~nalf: I 
"' 

~,i:r,~ ~~.:ft~at.:rT: ~{!T: ~ct~ ~~lftfT 11 ~ ~ 11 

Sffm~: ~Q~~~~ .:r~,f~a-st~)cTrfi: 
~q~~lcl'T~Qf ijf'tfa~tcl'T~'O'fqc{: qr"! 11 ~~II 

clilct'il-Q';:c:f~~): ~1=lfcfstl.ITiTT qQf~~tJTq I 
' 

f~tfftse~ctr~~ttTf~tfT<iWfcJei aa-: 11 ~ ~11 

ijf'ffa~~q ~e!ttnf~ efiq'T~1f ;:r 'q ct'it:~~i:r 1 
· ' 

.:fl•Hfqcll itlfftf?l~?lfi:Hc:l''fiqfga~~: 11 ~ ~ 11 

31'~ tll'ffc{~i:fif~ftStt(Tft cf~!:tli:f~ iit:fTq I 

IDi:f~Tffi~)tHTiTTiUrfTi~TllT fcf+flftfctlT: 11~\311 

aa-)scq.:a~~Tt{T~ ~Trrlif-TQlff~~1;:1:1fq , 

~Tt{TSif-ltJQt~qTJTf.:f filfIT:tTSif-Tf'Ol iq" ct~cfa: l l ~ t:; I l 

ffif: Sf <fiTQfct'iT~lf l't 

cftiifqct'iT~T m-=cT~: 
2a~ ~~ft(ISQ~ l 

~q'~Tf~flltf~fa~T 11 ~ ~ 11 

medium of entertainment apart from affording aesthetic 
delight; e. g., music is employed to heighten the sentiment of 
love. So, music serves as means to the realisation of the two 
other values, viz , wealth and enjoyment. Finally, music is 
a means to spiritual emancipation when it is practised in the 
spirit of dedication, e . g . in the case of songs like madraka 
given in the text subsequently (Chap. V.). 
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11111.:J) y1JT({tt'ifn~ a"lft: m~f~~~a~r , 
~~tt'ifl~ ~;~~q ~r~,t a~y1JT1~a~1 11¥ o 11 

a~)t'if r lli:fcfi: ~~TqT 3TT~fcff<!~ -=~~~1Jfl=! I 

aa-: ~.:mtq1~ ~ macfts~1f.:r ~@lf: , nq 11 

Slif«.TI;:Ji, fgin ~: ~~~~Tl{T~~a'~T I 

3Tlf~iii:f!:lif;:'ctl~ ~~fqT 3TTf~SSfi:n: II~~ 11 

fqsi cfiTIJ'ftfaa~~qt~ll~~a;nflSfa'T: , 
rr@~~T ~Qf~tt'ifT~ cf~1{~ ~Fj~f~11TT ll'd~ u 

a'T~Ttlfl~ qs:qi:t a i:flita'T~T: cfi~i@~T I 
,:, 

qTm i:f111T~ T.fccfl'~fcfqT i:fTtTcfi~TS~cfit{ 11¥'&' 11 .. 
~~~tct1f~t1,.:r ~cficfi~ccfl~tl', r~~r: 1 

q1~llTl'lfta'qT \lT~Tfa'T~ f{Tffcfi~Tfcffet: Ii¥~ ii 

3l'~~~t.:Ji ~ fiitl'lll ;ru ~ti{T~tl'~a'~T I 

11f~c1a1 ~tr.1~~1Sft rmt1) rr1aco1f.:r ~ 11¥~, 1 

~-=~cfiTG"Tfrr 11ra1f.:r at~r~:f;:f T.Jt{~aq, 
11Ta'T~Tf.:r ~ cre=t?-=a ~1ll"Ta'1~1~ a~cra: I 1¥\9 I I 

f;:r:Us_:cfiUT~i~;:r a'T~T.:fi Sfctttl'T~cfql I 

t'if~ ;:JTifTfcfei cfl~Hftl{T~ cfi q ftt1Slf a 11 ¥ -c; 11 

~cai{ .:rcf.:i .=t'T.:fl~~~Tcl'T: ~ T.{ I 

(viii) Synopsis of the work: 3 l-49b 

Now in the first chapter concerning svara1 (tone) etc., 
the topics of study are : 

(i) human embodiment2
, 

I. 'K' ex plains svaragata in svaragat"/J.dhyiJ.ya as ~~T~l'faT: ~<l'~tTITT: 
,rami:n-etc ' i . e the topics pertaining to svara such as sruti, 
griJ.ma, murcchana and so on dealt wi th in this chapter. 

2. Human embodiment is discussed in this context because 
human body is the instrument of voice production, i. e. the 
manifestation of nada. 

;:,ecuon .1 .1nu·uuu<.:•v,·y . "' 
(ii) the process of sound production (in the body), 

{iii) the places ( of sound production, i. e., the three 
registers), 

(iv) the sruti-s 8 (micro-tones), 

(v) the seven suddha4 (standard) svara-s (notes or tones) 
a long with twelve vikrta 11 (modified forms), 

(vi) the family, caste, colour, terrestrial region, origi­
, nator sage, presiding deity, metre and the proper 

app1ication6 of each of the svara-s, 

(vii) the generic groups of sruti-s, 

(viii) the grama-s (basic scales), 

{ix) the murcchana-s 7 (modified prototype scales), 

(x) the suddha 8 and kuta tana-s (specific combinational 
and permutational note-series) with their number, 

(xi) the prastara 9 (sequential permutation), 

(xii) the khar;.r/.ameru10 (permutation indicator), 
-----

3. Sruti-s are the twentytwo divisions of the scale of seven notes, 
to be defined and demonstrated later in the text. 

4. Suddha svara-s are the seven tones of a definite pitch compre­
hending 4, 3, 2, 4, 4, 3 and 2 fruti-intervals respectively . 

.5. Vikrta-svara-s corn prise t hese very seven tones with mor-e or 
less modified pitch in the terms of fruti-in tervals, explained 
later in the text. 

6. Vinryoga indicates the proper context in the terms of drama­
turgy and aesthetic delight, i e , 1·asa for which a particular 
melody is employed. See Ragildhyaya (Chapter II) for 
illustrations. 

7. Series of seven notes in ascending and descend ing order, 
commencing with different notes. 

8. In the ancient sense, when one or two notes are omitted from 
a scale, in the act of singing, it becomes a tiina ; and if such 
omission docs not alter the order of the rest of the notes, it is 
called a fuddha tana, while kii.!a, tt111a is related to the permu­
tation of notes in groups of two to !even. 

9. Prastll.ra represents an actual working out of these various 
permutation and combination patterns. 

IO. Khar;rj.ameru is the name of a mat he ma ti cal device in the form 
of a numerical graph which indicates na.rfa and uddi.rfa, where 
the former points out the particular permutation for a given 
numbei- and tht> Jattn gives the number of a given permutation, 
to be explained subsequently in the text. (63-70 of Sec. IV) 
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(xiii) the svara-sadharaTJ,a11 (overlapping in note-inter­
vals), 

(xiv) the jati-sadhara,:ia12 
( overlapping in jati-s), 

(xv) the proper use of kakali-nisada13 and antara-glindhara, 

(xvi) the definition of var,:ia14 (colour or pattern of tonal 
movement), 

( xvii) sixtythree alankara-s15 (patterns of tonal phrases), 

(xviii) the thirteen characteristic features of jati-s16 

(melodic types), graha (initial note), amsan (funda­
mental note) etc., 

(xix) the kapala and kambala songs, and 

(xx) the various types of giti-s1 8
• 

These form the collection of topics under study. (31-36) 

In the chapter entitled 'Ragaviveka' (lit. the discernment 
of rliga-s) we shall respectively speak of :-

Gramaraga-s, uparaga-s, raga-s, bhafa-s, vibha fa-s, antara­
bhaJfl·s and ragafiga-s in full detail and the bhii$af1ga-s;upai1ga-s 
and the krfyanga-s, in their essentials. (37-38). 

l l. Svarasadharal'}a is defined later in the text; but here it would 
suffice to say that it comprehends a pitch interval that is 
commonly incorporated by both the tones involved. 

12. Among thejati-s of the sa me grama having the same tone as 
the fundamental note, the identical melodic present?tion that 
obtains between them is called Jati-so.dharal)a (See 10-11 b of 
Sec. V). 

I 3. Antaragllndhara and kakali-niiada are the pitch-intP.rvals 
obtaining in the svara-s"O.dharal'}a, located at the distance of 
2 sruti-s from gandhara and niio.da respectively. 

I 4. Var(la signifies 'type of tonal movement', viz. ascending, 
descending, e tc. 

15. Alankara signifies a melodic phrase, a definite arrangement of 
var(la-s. 

16. Jati represents the first written record of a scientific study 
of the melodic patterns that later on developed into rilga­
structures Jati, therefore, is conceived as an archetype of 
melodic patterns, the mother ofraga-s. 

17. Graha and amsa are specific notes of c1 r aga-structure which are 
defined later in the text. 

18. Gili signifies the act of singing, comprehending the tonal, 
rhythmic and verbal structure of a musical composition. 

.::>ecnon .1. : .l.ntroauctory 

Then in the chapter entitled 'PrakfrtJaka' 
neous) will be described :--

17 

(lit. miscella-

(i) Vi1,ggeya!cara1 9 (master composer), 
(ii) Gandharva, 2 0 

(
···) c, -.r21 111 uvaraut 

(iv) Songster, 
(v) Songstress and 

(vi) the good and bad characteristics of the two (i. e., 
iv & v), 

(vii) the classification of voice and 
(viii) 

(ix) 

(x) 
(xi) 

the good and bad qualities of voice, 
' . Sarlra22 and its 

good and bad qualities, 

Gamaka
28 

(shaking on tones), i. e., graceJ 

(vii) Sthaya'H (specific features of tonal rendering), 
(xiii) .A.lapti215 and 

(xiv) the nature of group performance. (39-4lb) 

The following topics will be dealt with by the learned 
Sarngadeva in the fourth chapter entitled 'Prabandha' 26 

(musical composition) 
19. 

20. 

2 I. 
22. 

23. 
24. 

25. 
26. 

Vz,ggeyakara, a master composer, is capable of composing not 
only the tonal structure of a mu.deal composition but also the 
verbal structure, i. e., the text of the melody. 

One who is proficient in marga as we.II as desi, music, is called gandharva. 

Svarlldi is the performer of deli music only. 

Sarira is peculiarly an Indian concept and has no counterpart 
in western terminology. The author elsewhere defines it as 
"the built-in cai-;acity of voice (or the entire organism respon­
sible for the production of voice) for musical application (or 
for the delineation of a rllga etc.) without any training" (cf. S.R. Ilf. 82). 

Gamaka is a graceful shake. 

Sthaya is an organic part (avqyava) of r"O.ga. (See S.R. III 97c-98), 

Atapti is the delineation of rll.ga. 

Prabandha is a musical composition, but in this chapter, the 
author deals with only vocal compositions and their classi­fications. 
2 
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l8 

(i) 
(ii) 

(iii) 

(iv) 

(v) 
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Dhatu-s97 (sections) 
Afzga-s2 8 (integral parts) 
Jati-s2 9 (classes) 

l of vocal composition 

the twofold sfU/.a, viz. suddha and chayalaga, and 

Alikrama-compositions rooted in the su¢a and 

depending on ali 
(vi) Viprakir1)a 8 9 compositions, depending on Chayalaga 

su¢a, followed by 
(vii) the good and bad qualities inherent in vocal 

performance ( 4 lc-43). 

In the fifth chapter entitled 'Tala'
81 

figure) we shall e~sentially speak of-

The marga-tala-s 

( the cyclic time-

(i) 
(ii) 

Kala-s8 11, (inaudible movements of the hand) 

(iii) 
Pata-s33 (audible movements of the hand) 

27. Dhatu, literally means a basic element and tbis expression 
seems to have been borrowed from Ayurveda ( cf. verse 71 of 
Section 2) . Here it signifies 'section ' of a musical compo· 
sition which basically refers to its tonal aspect in contrast with 
its syllabic content or the non-tonal aspect called matu. The 
constitution of prabandha has been conceived on the analogy 
of an organic body like that of a human b eing A prabandha 
may have 2 to 5 dhatu-s, the average being 4, i. e. udgralta 
dhruva, mel'/lpaka and abhoga, the fifth being antarll. 

28. Anga, literally means a part of an organic body; here, an 
integral part of a musical composition. Prabandha is said to 
have six limbs (i.e, organs), viz. two feet, i e ., sv'.lra and tala; 
two eyes, i .e., pada and tena; and two hands, i e., pa(a and 
biruda. We can have two to six of these in a piece. 

29. That is, generic classes of voca I compositiom, viz, medini etc., 
five in number, based on the number of anga-s used in a 

composition. 
30, Viprakir~a-miscellaneous, i.e., apart from those enumerated 

31. Tata signifies cyclic movement in time and is popularly known above. 
as the 'time beat'. The author classifies ta.la as marga and 
desi and speaks of five ma.rga-tala-s and 120 dest-tala-s. 

Tola literally is derived from the Skt. root tal-to esta-
blhh. So, in tala. are established (i.e., based) the three arts 
of singing, playing on musical instruments and dancing. Tala 
is the measure of time that regulates action in music. 

32. Kal'/J., in this context is defined as nil}fobda-kriya, i.e., soundless 

act (beat). 33. Pata is defined as sasabda-kriyll, i .e., act, accompanied with 

sound (beat). , 

(iv) 

(v) 

(vi) 

(vii) 

(viii) 

(ix) 

(x) 

(xi) 

/xii) 

(xiii) 

(xiv) 
(xv) 

(xvi) 

(xvii) 

(xviii) 

.. -,c:1.;uuu .a. • .LULJ.UUU\,l.V& y ..., 

Marga-s84 (styles) 

the eight margakala-s ( i. e., matra-s, viz. dhruvaka 
etc.) 
the standard measure of guru (long) and laghu85 

(short) 

the varieties beginning with ekakala etc. 

the padabhaga-s8 6 

the matra-s3 7 (fixed units of time) 

the technique of pata8 8 and kala in tala 

the regulation of fingering 

the varieties such as yugma etc. 

Parivarta 89 (the repetition of pada divisions) 

Laya-s40 
( tempo or musical speed) 

and their yati-s ( orders of laya) 

Gitaka-s41 

Chandaka gita-s4 2 

the group of talii.nga-s, and 

34. Marga-s in this context signify the four ways, viz. dhruva etc. 
in which a particular time-beat cycle can be executed. 

35. Laghu and gur!1 signify, primarily, effort in pronouncing a 
syllable. In metres regulated by the number of syllabic 
instances-one instance or miltra is allotted to a short vowel 
and two to a long one. A syllable is that part of a word that 
can be pronounced at once, i.e., a vowel with or without one 
or more consonants. 

36. A unit of two or four guru-s. 
37. M atrll signifies a unit, a standard time-measure of a beat­

cycle. 
38, P7J.ta roughly signifies a beat that sounds and kala, a beat that 

does not sound. 
39. Parivar/a signifies repetition of padabhaga etc. 
40. Laya is tempo, i . e. space in· between the beats. 'S' defines it 

as the time interval in the act of beating, while yati signifies a 
scheme of sequence in laya-s. 

41 & 42. Seven ( or fourteen) song-patterns known as madraka etc. 
are called prakar1)ak.hya glta-s which are predominently based 
on tllla and are said to be sung in the praise oflord SivaTor 
Qbtaining \spiritual) emancipation, 
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(xiv) 
(xx) 

(xxi) 
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gUafiga-s 

Desi tala-s" 8 

the pratyaya-s (tabular formulas for finding out 
the serial number and the structural form of tala-s 

(44-48b) 

In the sixth chapter will be described numerous musi­
cal instruments, while in the seventh chapter, we shall deal 
with dancing and the various rasa-s (types of aesthetic 
delight) and bhava-s (modes of being) in due order. (48c-

49b). 

43. J 20 desl-tala-s such as adi•tala etc. have been enumerated by 

S:irngadeva. 

~ ftat~ ftN~~RIIJ~~q 
"' 

~ - ~~qlqij~O'tJl 

( i) ifl~'{~'{l 

tftci' .fT~Tel{cfi qf~ 

a~iin3lfa- ,~ 
;:rt~ttetelft sr~T~a 1 

~Tcil~T~i:fcff ~ti''! ' ' ~ ' ' 
.:tti~ cilf-itl'a' qQf: qt qQ'fieqc{Tii:f: l 

qi:f«t sq~~T~tsti tfTifT~).:ri:ra) ~itc{ •, ~ , , 

Section 2 

The Genesis of the Human Embodiment 

A. Introduction : 

(i) The importance of nada : 1-2 

Nada1 is the very 2 essence of vocal music. Instrumental 
music is enjoyable8, as it manifests nada. Nrtta ( dance) 

Having presented a synoptical view of the proposed work, the 
author proceeds to describe the genesis of human embodiment. What 
is the relevance of such a topic in a music treatise ? It is indeed ex­
ceptional that Sar l'1gadeva has considered it necessary to deal with this 
subject matter which concerns embryology and physiology of human 
body. He could do so, for he was himself a physician; and he thought 

I. N-r1da, as already stated, is primordial sound considered by 
some of the schools of Indian Philosophy, specially raga and 
Tantra, to be the primary cause of the phenomenal world. Of 
the five basic elements, earth, water, fire, air and ether, per• 
ceived corresponding! y by the senses of smell, taste, vision, 
touch and hearing, ether is the most perva~ive and the cau~e 
of the rest . Sound is considered to be the manifestation of 
n~da, which is described as Nnda-brahman and is thus equated 
with the absolute of the Upaniiads. 

2. That is, the intan~ible substance which manifests itself through 
the articulate sound. The manifest refers to the unmanifest 
by implication. 

3. Literal!y prasaryate means, 'is praised'; but, 'S' rightly inter­
prets 1t as 'ramantyatllm upaiti', i e , attains the excellence 
of beauty, becomes enjoyable as beautiful. 
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follows 4 both (i.e., vocal and instrumental music ); therefore, 
all the three5 together depend on nada. ( 1) 

it fi t to rlo so beca use, human body provides th e r equired circu mstance 
and instrumentation for the production of voice and vocal melody. 
Just as some study of physiology is necessary for understanding the 
process of voice production in the science of voice culture, so also, our 

author finds it necessary to investigate the genesis of human embodi­
ment. This is indicated by him in the first few verses of this section. 

However, Sarngadeva does not seem to be the only writer on music 
of his times, who has considered it wor thwhile to deal with the subject 
of human embodiment. Saradatanaya , who is almost a contemporary 
ofSariigadeva (cf. Introduction to BkiJ.vaprakasanam, G .O.S. N o. XLV, 
Baroda, p . 76, wherein he is placed between 1175· I 250 A.D. ), and whose 
work ma inly concerns poetics and deals with music as a subsidiary art 

to dramatics, also mentions in the beginning of the seventh Chapter the 
process of crea tion according to the Kashmir Saiv1sm and Tantra, t he 
process of human embodiment (albeit very briefly as compared to S.R. 
and rather somewh a t differently) and voice production in the body. 
Attention would be drawn to some of h is theories in Section 3 of this 
Chapter, and a note pointing the salient features of his account of the 

embodiment is given at the end of this topic (vide comments on l 19). 

It is, however, interesting to note that he designates the subjec 
matter significantly as ge_va -samutpatti (the creation of vocal music) •. 
Gf:)'a is the technical word for melodic structure. Therefore, his treat 
ment of the subject is quite differently oriented. With him th 

description of the phenomenal world or of the physical body is inciden 
tal to what he calls geya-samutpatti. And he describes it because gey, 
(in the sense of music) is a means of r ea lising the four values of life, viz 
dharma, artha, kama and mokfa-i.e. social and moral good, economii 
prosperity, enjoyment and spiritual emancipa tion (cf. p . 182 Bh'IJ.va 
prakasanam). 

4. In the ancient Indian aesthetic concept of rasa and beauty
1 

sang'i.ta, comprises the three arts of vocal and instrumen 
music and dance. The statemen t is, therefore, to be unde 
stood in that context. 'S' quotes, angenalambayed gitam, i, e 
'song should be supported by the gesture' , to support and 
elucidate the statement, which becomes intelligible i f sailgt 
is considered to be a composite art of singing, playing o 
ins truments and dancing. 

5. The word trayam of the text brings ou t the comp osite 
rangita, 
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.Nada
6 

manifests the letters (of alphabet), letters consti­
tute the word, 7 and words make a sentence; so, the entire 
business of life is carried on, through !angu age 3 ; and there­
fore, the whole phenomenon (i. e., the world) is based on 
nada. 9 (2) 

Nada is the basis, not only for music a nd dance , though specially 
related to it, but of the en ti re business of life; since it constitutes the 
very subs tance of speech which is the only means of communication. The 
implication, as derived by 'K' is th at, the fact that nada is the very 
basis of all m anifest life, makes it more important and relevant for the 
a uthor to deal with the subjec t of the genesis of the human embodiment, 

(ii) rn:fetiq) ;=n~:, fqo~t~CfRlst@llI~ijf~~q~ 

3fTQt=fTS.:JTQff~~fff faqr .:f T({f f rfff~ff I 

~)stf ~·'fiHTct fq-oj a~1:nRcr11~)sf+1qtlfff 11 ~ 11 

(ii) Twofold nada : 3 

Nada is said to be twofold~ viz., produced1 and unpro­
duced. Since it manifests itself in the human body, the 
(process of) embodiment is being described. (3) 

6. Nada, here, mea ns sou nd, i. e., articulation of consonant 
letters in conjunction with vowels; 'S' interprets nada, in this 
context, as 'dhvani' and explains it as the sound which is not 
distinguished in terms of varr;a-s, i . e., the particular articula­
tions of sound symbolised by the letters of alphabet, but which 
is heard from afar a nd is r esponsible for the perception of 
high and low pi tch associated with letters. 

7. Pada in Sanskrit is a mea ningful word, i . e., a word with a 

8, 
9. 
I , 

relational value. · 

Lit. sentence which is accepted to be the unit of la nguage. _ 
Cf. Br. D. verses 16-20, quoted by 'S', for simi)qr import, 

Ahata of the text literally means 'struck, a nd anahata literally 
means ' unstruck.' The idea is tha t nada has two forms, viz., 
the crPated and the uncrea ted, the former being an object of 
sem e perception an d the latt er a matter of mystic experience 
of r oga in which sound and light are fused together and there 
is direct perception. 
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~ . fqoil~q~7l ~t:{ifit~ai~fil'~q~i:r ..... 

(i) il'(;l~Ef~'ffl .... 
atfrn ~~ f~T~~ m~i::ftf~f ;:r{s:~.;q I 

' 
~qi forif f~qf;:~)qqijf fcf~: 11 ~ 11 

f.:l~R f.=m~t~ ~cf?lcf'Ut.:r~q 
' 

B. Genesis : The metaphysical viewpoint. 

(i) The nature of Brahman : 4-5c 

Brahman is existence\ blissful 2 awareness, the self-lumi­
nous8 and taintless4 supreme 5 deity, said to be the ulti-

Human body is a part and parcel of the manifest phenomenon. 
To trace the process of the genesis of human embodiment, the author 
begins with the unmanifest, unconditioned, timeless reality; and explains 
the emergence of numberless individuals, their re1ationship with the 
reality, and the principle determining the differences inherent ln the 
individual manifestations of that pure existence. 

I. Asti Brahman of the text literally rendered would mean, 'there 
is Brahman'; but the word 'there' has to be used for the conve­
nience of the syntax of English language, there being no 
corresponding idea implied in the iext So Brahman is the 
essence of all existence, the is-ness. 

2. The concept of Brahman, best expounded in the Advaitic school 
of the vedllnta system of Indian philosophy, visualises three 
aspects of Brahman in the wi>ll-known phrase-'Saccidananda' 
which refers to the unitary character of pure being, pure 
intelligence and pure bliss. Though Brahman is devoid of all 
qualities, these are the essential features in terms of which 
the time-less reality is comprehended through language. 
Cidllnanda is 'bliss', as distinguished from the duality of feeling 
in terms of pain and pleasure, which is possible in awareness, 
the operation of pure intelligence. 

3. Svayamjyotil} of the text literally means that which is a light 
unto itself, i. e., the one that requires no external power to 
manifest itself. 

4. That is without any blemish, absolutely pure, free from igno­
rance. 

5. The word Uvara of the text etymologically is derived from the 
root 'isa', to control, and literally means the controller, the 
ruler. But, since here it is used in the conte:,ct of vedantic 
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mate6 cause, the non-dual 7, unborn 8, measureless 9 , unmodi­
fied10, formless, imperishable, omnipotent and omniscient 
'supreme ruler'11

. (4-5c) 

(ii) ~ftc=.J~ef~Qi{ 
..... 

, ff~:tlT iiffcf«wfiT: II ~ 11 

a:r.=r,ufcm)qf~ffi q~,s~fcf~f~ifrID: 1 

qJcfT~.rtnf~~f~~ff ciii:ff+lV:ijTf~f+T: 11 ~ 11 ,:, 

.. 
~g:~Sfq: 

ff~~fffiff 
~lftfT~f.:rlff;~ffi: I 

~~qTJ+T1ri ~ rfi'{iif'! II \3 II 

STTffiifiif SI tfWiff' 

parlance, following in the wake of Brahman, it is used to denote 
Sagur;a-Brahman, i. e., Brahman qualified by the power of 
universal consciousness; and there fore, is equivalent to God or 
the personal deity. Uvara is defined as one who is capable 
of doing, not doing or doing otherwise, 

6. Lingam is defined by 'K' as Prapancalayanlllli1igam, i. e., that 
in which the dissolution of the phenomenon takes place. 
Brahman is said to be the cause of the origination, sustenance 
and the dissolution of the creation, 

7. Advitiya is a negative epithet, i. e., it negates duality but does 
not affirm oneness, for any positive statement presupposes its 
opposite, e. g., one implies many, so Brahman is non-dual, i, e., 
incomparable, inconceivable. 'S' interprets it as devoid of 
internal and external differentiation. 

8. That is timeless existence, 

9. Vibhu means pervasive, unlimited. 

10. Yaska (Nirukta I. l.I.2, p. 23) has spoken of six modifications 

of existential being, i. e., coming into being, being in existence, 
growing, disintegrating, decaying and destruction, Brahman is 
free from these modifications. 

11. That is, the God of the gods, the con troll er of all the natural 
forces. 

In the text this expression appears after 'formless' and 
not at the end as given in the translation for syntactic 
convenience. 
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(ii) The nature of jiva (individual being): 5d-8a 

Its relative1 manifestations called jiva-s, delimited by 
the beginningless 2 nescience, are like the sparks of fire, 
differentia ted by the circumstances 3 of wood etc. (5d-6c) 

Here the author elucidates the essential nature of the individual 

beings and their relationship with the source of all manifestation. As 
the sparks are identical with fire in essence and yet have an individual 
identity in form, so also the individual beings are limited manifesta­
tions of the unlimited Brahman, distinguishable from rach other by the 
exigencies of existence caused by the unawareness of the totality of 
being, the substratum of individual existence. Thus the relationship 
between the manifest individual and the unmanifest, unconditioned 
reality is that of identity in difference. 'S, admits of another inter­
pretation as well. He lays emphasis on the word a1hsa of the text and 

points out the fact that, since the individuals are conceived as parts and 
are admitted to be many, their relationship with Brahman is the one 

that subsists between the parts constituting the whole. 'K' interprets 

arilsa as mdtrli, i~e., a partial manifestation. 

However, arhsa cannot be interpreted merely as a part, for the 

concept of amfa implies an incomplete or partial manifestation of the 

whole, i.e., it must be understoorl that the part in this context necessa­
rily implies the whole. So the part is not essentially different from the 

whole, though a limited manifestation of the whole. 

l. 

2. 

3. 

----
An amsa as explained above, is a partial manifestation of the 
whole, i.e., a relative entity. This in fact is a unique relation, 
and when actually comprehended, transcends every form of 
relationship. So each implies all. 
'Time, is a relative concept, and it is only in the relative 
existence that time has significance; in the absolute, time has 
no value, since it is timeless. Nescience is said to be beginn­
ingless, i. e., causeless, since it has no real value in terms of 
being. Nescience is unawareness of the total being and is 
responsible for delimiting awareness in the consciousness of 
the individual, and thus bringing time into being. So being 
anterior to time, it can have no beginning in time. 

Fire arising out of different kinds of wood gives rise to the 
sparks of a different colour or intensit y; so, the sparks are not 
different from fire in so far as heat is the essence of both; but, 
yet, they are different with reference to the circumstance of 
their being due to the difference in the kind of wood that is 
the material cause of the fire. Thus the individuals differ in 
the form of their conditioning; but, are the same in so far as 
all are conditioned manifestations of awareness which bv itself 
is unlimited. · 
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Governed by their beginningless actions4 , virtuous as 
well as evil, productive of pleasure and pain, they (jioa-s) 
attain in every5 birth) to a physical body associated with 
appropriate genus6

, life-time and enjoyment, as a conse­
quence of their unfructified 7 accumulated action. (6d-8a). 

Here the author accounts for the variety in the form of individual 
beings so very characteristic of our creation. Nescience being the basis 
of individuation, action proceeding from ir. is also of the same order, 
i. e., beginningless. Since the nescience is itself the cause of time, 
individual differences cannot be accounted for in time, nor the differen­
ces are caused by any divine agency for God, though conceived to be 
the substratum of the nescience, is, by that very reason, unaffected by 
it. So, the differences in individual beings are taken to be a given fact 
and explained by the law of karma. Karma is incomplete partial actiou 
which necessitates a process of time-space for its completion. A seed 

· when sown takes time to grow into a tree and b ear some fruit, Thus 
sowing of the seed is a part of the whole process of a fruit-bearing tree. 
Another implication of the statement is that, since the actions of the 
individuals are beginningless, the differences characterising their being 
must ultimately be traced lo the nescience, which is impersonal and 
beginningless. Thus the problem of the origination of good and evil is 
shifted from the individual level to the universal level. 

This is a unique concept which avoids the problem of the origina­
tion of evil, being attributed to divine authorship and also the indivi­
duals are absolved from having good or evil as their inherent quality. 
Good and evil actions alike are the product of nescience, which is 
beginningless but not endless, since it can be ended by right knowledge 
or self-awareness Thus, nobody is eternally damned and everybody 
can hope for salvation. 

4. 

5. 

6. 

7. 

Since the nescience, responsible for the sense of doership in 
the individual, is beginningless, the actions proceeding from 
that mentality are also spoken of as beginningless. 
Many births are visualised for an individual; and this involves 
the theory of reincarnation. A thought body enduring till 
final emancipation is spoken of in the next verse. In every 
birth the individual is endowed with the suitable physical 
vehicle necessitated by his action. 
The individual may be born in any kingdom, viz., vegetable 
kingdom, animal kingdom, etc. in their species, i. e. various 
animals, or among human beings, in different classes, occupied 
with different vocations, since the enjoyment of life is related 
to it. 
The Skt. word karma is difficult to translate. The word 
is derived from the root kr meaning 'to do', and denotes action, 
work, vocation, etc., in general. But in the context of re. 
incarnation and the law of karma associated with it, karma is 
incomplete action, unspent force involving a time process for 
a fruitful end, 
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(iii) ~~q~fu:il 
, attt'f«tttt~ ~il: , 

~tt R:t~tr~t~ a-~1i:ft~l~~?t iia~ , , t:; , , 

i~~af;S::l(Sl:TQ'(lSclt~SScl=fr.tif 'f~ f'c($: l 
1 

(iii) The subtle body : 8b-9b 
They are also possessed of another subtle body

1

, which 
is considered to be indestructible

2 
till emancipation 

8

, 

and is known to be made of the ( essence of the five great) 
elements'\ the senses5 (indriya-s) and the vital

6 

breaths in 

their subtle-z form. (8b-9b) 

The physical gross body is obviously subject to decay and is 
destroyed in course of time; how then, is the individual reborn in 
another body ? Anticipating the question, the author declares that an 
individual, apart from his physical body, is possessed of another subtle 
body that is made up of very fine matter which is not directly perceived 

by our senses, since it constitutes the very essence of the five elements 
etc. This thought body, so to say, is ideal and transmigrates from one 
birth to another. But even this subtle body is destroyed at the time of 
liberation which is the state of unconditioned intelligence or pure 

consciousness. 

1. Linga sarira is the subtle body which endures the death of the 
physical body and becomes responsible for a new birth. 

2. Indestructible in the relative sense; for it lasts as long as there 
is craving in any form, and craving is caused by nescience 
which is dispelled by right knowledge. When the individual 
is free from craving, he no longer is held in this body and 

becomes one with reality. 
3. Ad, ed. reads tild1l mokt11d etc. instead of tad-1J.mok(ild etc. 

4, That is earth, water, fire, air and ether. 

5. 'K' enumerates only sense-organs, while 'S' also includes the 
five motor organs known as karmendriya-s and the mind, under 
the import of the word indriJ!a of the text. 

6. Five types of the vital breath spoken of later in this Section, 
7. Subtle form is that which is imperceptible by the senses. 

(iv) ~~f{(~-SlefTt: 

'lfrcfl~T~tt~)anq 'lftt~~'1lcQ'i5f: , , ~ , , 

~ amqr q~incl=fT =q- fq~r~a- -«~cq~ , 

a~a~~e«~T~ SfcfTQT.:rtf q «ifcfl={ I I ~ 0 11 

(iv) The cycle of creation and destruction : 9c-10 

The unborn1.· one creates this world for the enjoyment2 

of the individual beings; and that Atman, 3 the universal self, 4 

Having stated what the nature of reality is, and the relationship 
of reality as a whole with the fact of individual beings, now the author 
proceeds to relate the nature of phenomenon, the fact of the ephemeral 
world and its relationship with it.s substratum, the timeless being, the 
causeless which is unborn. Whereas the phenomenon is essentially 

transitory (that is, it comes into being, continues for a certain time and 
returns to its source', the source, the reality is causeless, beyond time, 
eternal. The phenomenon of the world is created out of the measureless 
eternity and is dissolved back into it. Such is the relationship of the 
unmanifest and the manifest, which is beginningless, an eternal play 
of the Lord. 

I. Being eternal the cause of creation is causeless. The Skt. word 
aja of the text literally means 'unhorn' and is a familiar 
epithet of Brahman in the vedan tic texts. 

2, Why does the creation take place ? For the enjoyment of the 
individual beings that cons ti tu le the creation. The creator 
has no motive; so creation is a spontaneous movement. The 
Skt. word hhoga is neutral and includes all experience, pleasant 
as well as painful. Thus, it is !he individual beings who are 
involved in the duality of opposites in experience, for the 
creator, creation is sportive action. 

3. That Atman, refers to Brahman, the unborn. The word Atman, 
by itself stands for reality behind all experience; and is in this 
sense synonymous with the word Brahman. However, when 
the word j'iva is prefixed to it, it refers to the individual being, 
and when the word parama is prefixed to it, it means the 
universal being, God. 

4. Paramatman is the super-self. Atman with reference to the 
individual beings that are conditioned by nescience indicates 
the substratum of reality that sustains the illusion of individu­
ality; while with reference to the creator it indicates the sub­
stratum ·of reality supporting the entire phenomenon. Thus, 
Paramatm4n is the supreme sel~ i. e,, the self of all the beings. 
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withdraws it for the sake of rest15 : thmi, the order of creation 
and dissolution is believed to be an incessant flow. 6 (9c-10) 

(v) ~l~tij): ~iq;:~: 

a \JJTclT .=flcll.=fl f~~T f~;:~ ql rflcffrft ~~Ta I 
' 

~lH ~~r~~,s~T ~~ ~~fijq 11 ~ ~ 11 

~~fq-~ttcll;:if ll~T ~~~iif~i:t'l=! I 

(v) The relation of Jiva and Brahman : 11-12b 

These individual beings are not different1 from the 
Atman~ neither is the world2 different from it; for, creating 
by its own power3, it is non-different (from its creation), 

5. 'K' suggests that, since creation takes place for the enjoyment 
of the individual beings, it is withdrawn by the creator also 
for the rest of the individual beings. Since the creator, being 
the substratum of the phenomenon, is net affected by the 
duality of pain and pleasure and for him creation is sportive, 
he needs no rest, 

6. 

I. 

2. 

3. 

Anil.di of the text means beginningless. The idea is that crea­
tion and dissolution do not take place in time, since time 
itself is a part of creation. The world proce,s is thus conceiv­
ed to be an incessant flow. 'K' suggests that the world has 
a beginning with reference to the particular, i. e., individual 
manifestations only, viz a son is born and has a beginning 
but the universal, i e., the process of regeneration has no 
beginning. 

The individuals are considered here in the relationship of the 
constituents and the constituted, i e., amsamsibhava, and are 
thus essentially non-different from, i. e., identical with Atman 

1. ' rea 1ty. 

The world too is conceived to be non-different from Atman, 
since the creator and the cre,ition are under,tood to be in the 
relationship of cause and effect, i. e., kil.ryakil.rar;abhava. This 
relationship as well as the above one i, accepted bv the 
Bhedil.bheda school of the vednnta system ofindian philosophy. 

According to the Bhedil.hheda-zedanta philosophy, the creator 
creates the universe by its own power and therefore is not 
essentially different from its creation, just as the sunshine i, 
not essentially different from the sun. 

just as gold4 is non-different from (its products such as) 
ear-ring etc.; according to others, however, it creates through 
nescience as the rope (gives rise to) the snake. 5 (11-12b) 

Now the author is presenting the whole picture of the creator and 
tl:e creation; the relationship of the creator, the created beings and the 
world is that of identity in difference-identity with reference to 
substance and diversity with reference to form, just as ornaments made 
of gold are gold in substance and are yet called by different namts such 
as ear-ring, bracelet, etc. The visible differences belong to the pheno­
menon and not to the reality manifested through it. However, as it 
would be clear from the analogy of gold and ornaments, creation in this 
view involves a transformation of reality, 

The other view regarding the relationship of the creator and the 

creation does not accept the phenomenon to be a transformation of 
reality, rather it conceives it as an illusion based on individual nescience. 
According to this view the nature of phenomenon is essentially illusory, 
even though the substratum of the phenomenon is real. So phenomenon 

is only an app~arance of the real caused by the limitations of individua• 
lity. The stock example of, 'the snakie appearing in a piece of a rope 
due to darkness', is a popular analogy to explain this particular relation­
ship. Here, the non-existence of the snake is realised in the existence 
of the rope; similarly the true significance of appearance is realised only 
in the experience ofreality. 

-
4. 

5. 

( vi) mre~~~~: 
mcit.:r: ~cii:rT<flT~faa) q-r~ffffftSrfi;-i: 11 ~ ~ 11 

31'.=f~T:S:iif~i:t°cl'~i:tTef ~q-) 

ll~T\1:cl'frlf~;:q(:{l feRTiil'T 

~ffmlfa 1 

~~1Jl~cl'2: II ~ ~ 11 

Gold is not different from the ornaments made out of it, as 
far as the subs1 ance is concerned, and yet, they are different 
in form with reference to each other. So the creation is not 
different with rE>ference to the creator, the perceptible diffe­
rence being relative in the manifest world. 
As the rope, acting as the substratum gives rise to the illusion 
of the snake appearin~ in it; so also, through ignorance and 
the power of illusion, Atman, acting as the substratum, gives 
rise to the illusion of the phenomenon of duality. 
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(vi) The physical manifestation : 12c-15 

From Atman1 emanated, ether2
, first 3 of all, followed4 

by air, fire, water and earth in their respective order. These 
are the great elements5

, and they constitute the body of 
Brahman, then called viraj. 6

• (12c-I3) 

Having elucidated the metaphysical basis of reality and appe· 
arance, the creator and the creation and their mutual relationship, now 
the author proceeds to describe the order of physical emanation and 
the manifestation of nature etc. In Indian philosophy, the manifest 
phenomenon as perceived through the five senses is classified into the 
five basic elements, called mahabhuf'IJ.-s, which term is translated here 
as 'great elements'. These elements are not necessarily the equivalents 

of the English words ether etc. used here; but, since there is roughly a 
similar tradition in Greek philosophy, these terms have tentatively been 
considered acceptable. However, in essence akasa means that objective 

I. That:is ,because atman has been spoken of as being the cause 
of the phenomenon. Atman is obviously taken as synonymous 
with Brahman. 

2. Akasa is translated as ether, because that is the general prac­
tice; and also because there is no other proper word for it in 
the English language. 

3. Ether is the first evolute from which other elements evolve 
later in their respective order. 

4. The word 'fatal}' of the text, means 'thereafter'. The doctrine 
of the physical evolution, represented here, holds that from 
Atman or Brahman emanates ether, from ether air, from air fire, 
from fire water and from water is evolved earth; and accor· 
dingly, they are dissolved back one by one unto Brahman. 

5. Mahabhflta-s, the great elements represent the gross manifes­
tation of Brahman before paiicikarar;a (amalgamation). 

6. Brahman, as conditioned by ·these universal elements is known 
as viroj. The word viilj literally means luminous, splendour. 

1 It is held in this doctrine that Brahman, having created the 
five universal elements, entered into them The physical 
world has no existt>nce apart from the intelligent principle; 
and thus, no real difference is conceived between the creator 
and the creation. 
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Brahman
7 

created BrahmlJ. and having handed over the 
ueda-s

6 
to him, it caused 9 him to create the physical world 

reality, which is the substratum of sound perceived by the ear; vayu 
denotes the element through which the perception of touch takes place; 
anala (also called agni or teJas etc.) is the element that is responsible for 
the perception of colour; fala is the element that is responsible for the 
perception of taste; and Prthivi is the element that produces the per­
ception of odour. Thus these elements are conceived on the basis of 
five types of perception to which they respectively correspond. These 
elements are quite different from the elements of modern science. 

Then, these elements produce the physical universe, which is 
essentially perceptive and has consciousness as its basis, by the process 
of permutation and combination in various proportions, known as 
pa'iicilrara,;.-z in ved~ntic parlance. That, however, involves too great a 
divergence from the subject of this text, 

This physical universe is conceived to constitute a body, a form, 
to Bralzman, the formless; who therefore is given a different name, viz., 
Virllf to distinguish it from the unconditioned Brahman. 

Brahman, conditioned by the five universal elements, called Viraj 
is not yet in the position to create the physical world; since the elements 
are in the state of equilibrium before the process of Paikikaral'}a takes 
place, i.e., before they intermingle in ratio and proportion. But the 
act of creation is possible through Brahman only while it is conditioned 
by the universal elements in terms of physical manifestation, and by the 
universal nescience, in terms of psychological manifestation. Thus, 
even though the author has not clearly stated in the text, it is implied 

7. 

8. 

9. 

3 

'K' identifies Viraj with the four faced Brahma of the purllrJil-s 
and thus atuibutes the aet of creation directly to the 
unconditioned Brahman, 'Brahma virarjrupam Brahmal'}am catur­
mukham asrjat'. However, this does not accord well with the 
metaphysical doctrine of Bhed abheda system. 

Brahma is a symbolic figure of the puranic mythology, having 
four faces. Each of his faces is supposed to give expres~ion to 
each of the four vedas. He is considered to symbolise the 
creative aspect of Brahman in the trinity of Brahma, VitTJu 
and Siva, the last two being responsible for the maintenance 
of the creation and the dissolution of the phenomenon. 
Obviously, the author is presenting a synthesis of the vedic 
and the puranic traditions. 

That is how Brahman is the final cause, though it is Brahma 
who actually creates, yet he is inspired by Bralzman to do so. 
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through10 the words of the veda-s. (14) 
through12 his 
the seminal14 By his11 command Brahma created 

mind, the Prajapati-s1 8
, and from them 

creation of bodies is being expounded.
15 

in the context that Brahman, as conditioned by the five universal 
elements created Brahml!., the progenitor of all the beings and the 
physical world inhabited by them. However, the Veda proclaims Viraj 
to be the first progeny of Pwura; Tasmad Vir-o.4aj7J.yata (Rv. 10.90.5). 
But then in vedic mythology, Brahma pos~ibly has no such place. Thus 
obviously, our author has synthesised the concept of Viraj and Brahma. 
in this doctrine. In this context B1ahman is not differentiated from 
Viraj, which has been spoken of as Sagul}a-brahman in the puranic 
parlance. Indeed, perhaps that is why 'S' has equated Brahman of this 

verse with Uvara of the ved anta philosophy. 

10. 

11. 

12. 

13. 

14. 

The creation takes place through the word, as codified in the 
vedas. The vedas in the Indian tradition are considered to 
be 'a/Jauruteya', i .e. , literall v, beyond human authorship. Since 
creation and dissolution in the au tho r's view form a unitary 
movement, the creation takes place through the word of the 
vedas which, through the process of as~ociation give rise to 
the form as ideas in the universal mind, which then creates 
the world according to those ideas, the latent seeds. 

That is, Viraj; it is notable that here 'K' also interprets it as 

such, 

That is, by his will power. 
Literally, the word prajapati means the lord of creatures, 
of all the created beings. There have been many prajapati-s 
and their number differs from seven to twenty-one, according 
to different accounts . Praj1Jpati originally seems to be a god 
of the vedic hymns who was later raised to the status similar 
to that of Brahm71. in the siitra-s. But later in the purllr).a-s, the 
word prajnpati became more or less an appellation of the 
founders of the great dynasties such as Mar!ci, Atri, Angiras, 
Pulastya, etc. However, in the present context praj-o.pati-s are 
conceived as the mental progeny of the creator, Brahma. 

Retas, literally means 'semen', but the expres5ion is metaphorical 
and signifies the product of copulation, i . e., the creation that 
takes place as a result of the opposites coming together. 

.,.,cuou .: ; J. ne uenes1s or tne ttuman .l:!;mbodiment 

( vii) ~'1@~~~: 

~~)~~q\if~flc:{Os~~=i3~c!fcl'~ I 

~ WfTTSsf~.:t": ~~T~/{~ffi! ~ssf~.:t": II ~ ~ II 
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( viii) 1:rl~'if~~r\{~lif ~g: 
o7' .:t'Ttil'l'l:flf'RcfTttfTw* ~~'!~a' 11 ~ \S l I 

(vii) Types of physical bodies : l 6-17b 

35 

The body is of four types, depending on the nature of 
its cause, viz., sweat, sprout, womb1 and egg; such as louse 
etc., from sweat, creeper etc., from the sprout, human being 
etc,, from the womb and birds etc., from the egg. 2 (I6-l 7b) 

(viii) The purpose of dealing with the human body: l 7cd 

Of the above (four), the human body1
, being suitable 

for (the manifestation of) nada is dealt with (here). (l 7cd) 

The Ayurvedic classification of the manifestation of life is substan­
tiall y different and quite comprehensive . It comprehends life under 
three main heads, viz., ja1igama (animals), audbhid (plants) and parthioa 
(minerals). The jaflgama (animal class) is subdivided into jarayuja, 
arJefaja, svedaja (all the three given in the text) and udbhijja, the last of 
which comprises of animals in hybernation etc. that remain unmanifest 
for a certain period of time concealed in the soil, and1develop only 
during particular seasonal conditions. The author has identified the 
vegetable kingdom with udbheda rather than the fourth category of 
animals spoken of in the Ayurvedic tradition. The inclusion of creepers 
etc, under types of bodies ::loes not seem to be as scientific as the udbhijja 
class of Ayurveda. The author's classiGcation, however, appears to 
follow the puranic tradition. 

1. The word Jarli)'U of the text precisely means the outer layer 
of foetus, and technically refers to the viviparous creatures. 

2. Ad. ed ofS. R. reads "andlitta" instead of"andattu" wherein 
tu seems to have been me'ci as a conjunctive. · · 

It That is why the author has introduced this section on human 
embodiment in a musical treatise. Also, this provides the 
reason for dealing with the human body only from out of the 
four types, 
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(ix) The descent of jiva into the worn b : 18-22 

The self-aware1 intelligence, the resident
2 

of ether, 
descends into air; and from air into smoke, from smoke int 

The embodied self, i. e., 
the self-aware intelligence, has a lread 

Here the pr, 
been.spoken of as having two bodies, subtle and gross, 
cess of the physical, i . e., gross embodiment is being described, an 
therefore, the thought-body is taken for granted to be existent in th 
form of etheric vibrations as the residue of past incarnation of t 

individual self or soul who is called kretrajiia, which signifies intelligen 

involved in the self-conscious individual being. 

I. The word ksetrajiia of the text literally means the knower 
the field, i. e., the observer, the witness of the field of co 
sciousness. The word k$etra also means an abode; so, 
implication the word signifies the body Ksetrajiia thus mea 
the soul or intelligence as connitioned by self-consciousness; a 
here, the word is used in this technical sense. cf. Bh. GHa XI 
l & 2, "This organism, oh! Arjuna, is named as kietra (t 
field); and the one who is aware of it is called as ktetra.fiia ( t 
perceiver of the field) by the experts ." ( 13. 1} 

Thus ktetra and ksttrajna may roughly be understood 
the field of consciousness and consciousness subsisting in t 
awareness of the field. The deeper significance of thes~ ter 
would be clear from the next verse. 

"Oh, Arjuna, understand that I am the ktetrajna (intel 
gence) in all the kietra-s (organisms). The comprehension 
the body and the soul is considered to be my knowledge." 

2. It is assumed that thought body is made of subtle matter 
the form of ethereal vibrations. 
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cioud-formation8 and from the cloud-formation into the 

cloud. (18) 
The sun, being satiated4 by the oblations and surround­

ed by vapours drawn by its rays in the summer, 5 confines 
the waters in the clouds. When the clouds release the waters, 
the self-conscious intelligent being, 6 descending with the 
showers, transfers itself imperceptibly7 to the terrestrial 
growth of trees and herbs. This 8 (vegetation) becomes food; 
and when eaten by men, is transformed into semen; which, 
being sprinkled in the temple 9 oflove in the body of a young 

The process of the descent of the thought-embodied intelligence 
into the physical human organism follows the general pattern of the 
evolution of the five great elements, viz., from ether to air, from air to 
fire as associated with smoke, and from fire to water as associated with 
cloud, and from water to earth, through vegetation. Having entered 
the vegetation it remains a matter of course for it to reach an appro­

priate womb for its physical encasement. 

3. Abhra of the text signifies a cloud-formation devoid of water, 
so to ~ay, a combination of smoke, light and air, while Megha 
signifies the cloud proper full of water. 

4. In the Indian tradition the sun is offered oblations in the 
sacrificial fire. The gods, in this view, have nothing to eat in 
their heavenly abode and have to be nourished through the 
sacrificial oblations offered by human beings. 

5. This is significant in the context of Indian climate. The sun 
is supposed to draw the waters of the Indian ocean in 
summer through the sun's rays that fall directly upon it and 
colle1et them in the clouds, and this is a statement of a geo. 
graphical fact, the phenomenon of monsooA. 

6. Jiva is conceived to be pure intelligence conditioned by self• 
consciousness. 

7. Since consciousness is not an object of sense perception, the 
the journey of the soul from the thought body to the physical 
body is imperceptible outwardly. 

8. What is notable here is that the self-aware intelligence or, in 
other terms, the individual soul can never keep an identity 
without a physfral vehicle. So in fact the whole journey is a 
process of the movement from a purely ideal body to a 
physical one. Thus it is also a process of evolution or mani­
festation from the subtle to the gross. Food also is a vehicle 
for the self-enclosed consciousness and so is semen into which 

9. 
it is transformed. 

The. temple of love spoken of here refers metaphorically to the 
vagma. 
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11. fq~q:~n ~t~?l~~et~ fir~q011i_ 

(i) '{~~ti ~~'6i:J: 

s:fqcc{ 

fe:a-)i:t 

st~il' i:nf« cfi~~~tf st;;tTtta I 

9 'Qtl! fqtJ~: 'l~l'{~tl~~~~ II~~ n 

1~~t-l'i,«ifili{T ~~: snrrc{~~t: wiirTf~~t: , 

~ati:t ~c{s_:~T: 'l~ cn~Ts:,f~f~"{~) ifffi: 11~'tll 

woman in her proper course1 0
, on entering the uterus, if

11 

pure, unites with ovum: and then, being
12 

impelled by the 
accumulated residual action of the individual, it begins to 

develop into the foetus. ( 19-22). 
' 

C. Genesis : The physiological viewpoint 

(i) The development of the embryo : 23-41 
In the first month a gelatinous substance ( called kalala} 

comes into being; in the second a hardened mass in the form 

Now, the author goes on to describe the various stages through which 

the embryo develops during the entire period of pregnancy and connect• 
ed matters._ From a comparative study of the monumental works of 
Indian medicine and surgery by Caraka and Susruta, it appears that our 

IO. Literally, suddha.rtava means pure menstrual discharge. This 
refers to the suitable period of the monthly course, i. e., the 
particular days after the menses, considered as opportune for 
the union of the sperm and the ovum, But, more than that, 
the suddhartava ot' the text refers to the ideal physical fitneSI 
of a woman for conceiving a child. The test for the required 
purity of the blood of the menstrual flow as quoted by 'K' i 
that it should be of the colour, as red as the solution of lac o 
its spots on cloth should be capable of being washed clean 
T he word li.rtava technically means the catamenial fluid. 

11. The semen should also be of a certain standard, As, 'K 
quotes, semen to be fit for procreating should be strong, 
heavy, viscous, sweet a nd profuse. 

12. According to the Hindu view of life , fertilisation of asper 
and an ovum is not a mechanical process, but the soul destin 
ed to be embodied in the foet us is the intelligent force guided 
by its residual action (Karma), without which no conceptio 
can materialise. 

Section 2 T he Genesis of the R uman Embodiment 

.. 
~sn:tt~+rtm~ ~Pii:n: ~~~11q~~ , 

~ ~q~~;at~~~inof;:cf~~mtl9; I I~~ l l 

~ St"fifcf~«tT g fcrcefa-: ~~T «a"T'! I 

~2~ Q1.1u;a-, aflt +rtc{ttlti:cfq iilttta "~ ~ " 

1m ~,tti~tt, +11c{t +rt~cf,utfg tttf~a,, , 

.=rti«cfi'T.:ft ~<fif11lt w.f;atfa strq~ u ~\9 n 
"' 

ifT~ :qfftt i[~tl fq~tfli{f+f <li T~!fffcf I 

3Tcft iflgt:{i{lS+fTlSi ~tti'c{llila'~~q I l 't:, ' ' 
ITT le( fa'&:~ttt i{l~Tifl~GT&:fiji{f ~elf! ' 

~tlT~T~~Ti{T ~~q~~lf Qtt-WcfTSS~q: '' ~ ~'' 

iflglffe."~tlt~T+ffff~Tffi ~Ttla ~ff: l 

rri: ~,~~crF+rtrrT ~)~~s{t~u;:\' , , ~ " 11 

arn'~ T~'! ~f ~a-) 'clfff~fffT't«T~'l l 

~c{c{l~U;:\° +rffil f~~) ~;;rrr~u;:\' ' I ~ ~ I I 

rrt'clts~;:\' <! fi{stt~~T rr)i:rimt!ffQT 1 

"'f~ij ~<{i"{ffit~ ~1q1<i ~tta ~a-i:r 11 ~ ~ 1, 

Sf~~ q~it f~~ itia-~tfllTa~m 1 
~~ sfi:~~..-..T~;:.'f{_cf~~~~)~f cff~'ffiffT I I ~ ~ I I 

at~c{IJ1'f ;sr)qf'i:fffl a-cait ecr~~Q'fat 1 

'lT~tt~frff~fffl+lfT ~)~;:~ fttctTtt ~: l l ~ 't 11 

~f[1-lT rr~~cfl~t~ua rr~tttf.:cfff: I 

fq"{~?.fi2'+la-t: a- .:t"Fn~tar~ t'flffrft: , 1 ~ x 11 

t{T~fq'Tlffff+r~;~Tlf;:cfffa' S+tl'T~ff?'l~! ' 

31°~ ~cftR=llcft ftfTcfT'ft~:ifa-:;;~ ~~'! l l ~ ~ l I 

~~i:tttfTITT:~ ;sr ftlf~ :s,-) fcr~ i:rff~ 1 

~~t ~t{q~ 'i:f~~ ff~st'cltc{fcf 11 ~\S 11 
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a«fT iifl~T ~ qtf~ ~ ~Tq~):stmf~: , 
fiof;:jf~tiT~~qTif ~~TURcff~T~clc[ I I~ t; I I 

~q: SHlq~lf ~T~T~'1 ~'fff~l1 I 
"' "' 

ffHJ ~~i ~r~)q2~~T 'f~Tsf~~ 11 ~ ~ 11 

~Tf ~~q;:n-s) it.f~q '{T~T~T~tfTqQT I 

fia"ts=:srf~~~ra- strr qr~~fio'{f~ ffqff: 11¥ o 11 

att:lfffa' ~~;:jf~ITf~) it~ ~f~Qfq'T~it: I 

qT'{rtnc¼fr~T ~T~T cf~T~ qe:qffqa i:t'a'i:f I I¥ ~ 11 .. 
of a ball1

~ a tendon 2 or an egg3
, indicative of the prelimi· 

nary stage of the male, female and a eunuch respectively. 
In the third month emerge the five 4 organic5 seedlings, viz., 
hands, feet and the head. (23-24) 

author, who is known to be a medical practitioner himself, has based 
this Section of his work mainly on these two authorities, though he also 
seems to have consulted subsequent literature on the subject. Therefore 
parallel references are offered here for a detailed and authoritative study 

I. Pir;4a of the text corresponds to a lump which is stated by 'K' 
to be round. 'S' connects Pituf.a with pesi and interprets that, 
if the piv¢a, in the sense ofa lump offlrsh, is li ke apesi, then 
it is indicative of a male issue; and consequently further he 
interprets itadghana, i .e. , 'slightly in a solid condition' to be 
indicative of a female child; and arbudam, i .e., 'like a bud of 
a tamarind tree' to be indicative of neutral gender. But obvi­
ously this construction does not seem to be correct, specially 
in the light of Sufruta and Car aka. 

2. Pesi is not in so solid a condition as to form a lump. So it is 
like a muscle more or less. K. R . says, pesi is a square piece, 
The word pesi also means foetus shortly after conception, 

3. Arbudam: 'K' asserts that arbudam is of the shape of a bud of 
tamarind tree according to the physicians. The word literally, 
in this context, means a long round mass, tumor like; but here, 
it has been used in a tech.nical sense. 

4. Two hands, two feet and the head, technically make the five. 
However, as suggested by 'K', the seedling of the head in­
cludes the neck, two eyes, two nostrils, two ears, etc. as its 
parts; the seedling for hands includes, shoulders, elbow, wrist 
fingers, wrist, etc. and the seedling for fee t includes thighs, 
knees, legs. ankles, toes etc. 

5. Ankura of the text literally means a sprout or a seedling but 
her1: it denotes the rudimentary stage of these organs, 

Section 2 : The Genesis of the Human Embodiment 41 

Apart from the beard, teeth and the like, that grow 
after the birth, an imperceptible0 and simultaneous develop· 
ment'1 takes place in all the limbs, sub-organs and their parts. 
This is the natural course 8

, while anything contrary to it is 
considered by the wise to be unnatural O• (25·26 b) 

In the fourth (month) these (organs) are distinctly 
developed; and so also the mental states10 come into being, 
such as valour among men, timidity among women and 

of the particular topics dealt with in this Section. Obviously, 
Sl!rngadeva has been not only very precise but also very brief in his 
presentation, as indeed he everywhere is, throughout his entire work. 

In the first month the sperm as united with the ovum forms into a 
jelly-like substance in a liquid condition, the five elements of which, 
under the impact of cold, heat and wind solidify in the second month 
into a mass. This mass, according to our author, forms in three shapes, 
viz, a ball-like round shape, a tendon like oblong, and an egg like oval 
shape, each of which indicates respectively the masculine, feminine and 
the neuter gender. This is the rudimentary stage and the sex of the 
embryo can, on this basis, be distinguished even in the second month. 
This view is based on Caraka and Susruta (cf., Sa. Stha 4.9 ·10 and 
3.18-19 respectively). 

In the third month five protuberances appear i in the solidified 
mass of flesh at the five places where the five organs have to be, while 
the minor limbs and their parts are formed in the shape of very minute 
papillae (cf., Caraka Sa. Stha. 4.11 and Susruta Sa. Stha. 3.20). 

In the fourth month all the limbs and the organs and parts thereof 
are fu1ly developed. Since the viscus of the hear/ too is developed and 

6. The process of growth is slow and uniform, that is why it is 
said to be imperceptible. 

7. That is, the entire growth takes place as soon as the seedlings 
have sprouted. 

8. Prakrti is natural disposition or tendency, so uniform develop· 
ment is the natural course of growth. 

Vik:rti is deformation, any development that takes place 
contrarv to the order of nature with respect to the process of 

9. 

growth in the viviparous animals. 

10. 'K' interprets the word bhava, here, in the sense of latent ten· 
dency; obviou-ly, latent in the causal body and manift•sting 
itself now in the physical body. Bhava is a state of being, a 
subject in relationship with a situation. 
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indistinctiveness1.1. among hermaphrodites; that is, how it is 
said .12 (26c-27) 

The heart of the embryo is a product of its mother18 

and so it craves for enjoyment. 14 Therefore the wishes of the 
mother should be respected15 for the growth16 of the 
foetus . (28) 

the heart is considered to be the scat of consciousness, the embryo is 
endowed with feeling, so much so that the desire for enjoymen t is 
awakened in it, which operates through the longing of the mother (c£ , 
SLJsruta S!i. Stha. 3,2 I). Our author is suggesting that the embryo is 
capable of mental states such as valour and timidity. But these are 
taken as examples, what is important to note is that it is the fourth 
month itself that endows the embryo with consciousness and craving for 

experience. 

The heart of the embryo is fashioned after the heart of the mother 
as the author tells subsequently (verse 45) in this Section and here too. 
The word heart is symbolic of the faculty of conation, of feeling and will, 
of emotion and desire. 'K' interprets the tex t to mean that the heart 
of the embryo as well as that of the mother beat in unison; they form a 
unity, analogous to that of the twins. So the enceinte is named twin­
hearted. The cravings of the mother and the child are related in identity 

J J. The word sankfrr;a of the text literally, in this context, means 
'petty', undeveloped, closed, i. e., devoid of manly or womanly 
predilections. 

12. Obviously, the author is not sure of the scientific basis for 
this concept, so he attributes it to the general opinion as it 
was prevalent. 

13. According to 'K' the heart of the embryo (as well as of the 
mother, the two being one in essence) desires, craves for 
particular sensations. Literally, the text reads "its heart is a 
product of its mother." 

14. Vifaylln of the text literally means sense objects. The embryo 
cannot possibly have a longing for the sense objects, for he 
does not perceive them. So it is the heart of the mother 
enjoined to that of the embryo that desires sense objects. 
But indeed, since the embryo is endowed with consciousness 
it is supposed t o have longings for particular sensations which 
the mother can relate to particular sense objects by intuition 
or the suggestions of the subconscious mind. 

15. That is, as far as possible the wishes ofan enceinte should be 
fulfilled, 

16. Samrddhi of the text literally means enrichment, i. e,, physical 
and mental growth, i . e., development. 

Section 2 : The Genesis of the Human Embodiment 4S 

Such a woman with two hearts (as it were) is called 
twin-hearted by the wise. If the wishes of pregnancy17 are 
not respected, deformity of organs may occur in the embryo; 
for whatever is denied to the enceinte becomes a cause of 
discomfort18 to it ,, the embryo). 1 9 (29-306) 

If the pregnancy wish20 pertains to royal audience, 
the child 21 would be wealthy J reveller of enjoyments and 
fond of ornamentation22

, if it pertains to visiting a hermit­
age) the child would be of righteous disposition; if it pertains 
to visiting a temple28

, the child would be a devotee (of 

and therefore the unfulfilled desires of the enceinte (pregnant woman) 
are likely, not only to cause menta l complications in her mind, but those 
complexes r eact on the consciousness of the embryo, so much so that the 
nongratification of any desire for a particular sensation during gestation 
tends to adversely affect that particular sense organ of the child (cf, 
Susruta Sl:i.. Sthl:i.. 3.21). The fulfilmen t of such desires is conducive to 
a h ealthy progeny. 

There is a ver y close relationship between the mother and the foe­
tus, and this r elationship is not only physiological but also psychological; 
this latter aspect is sought to be demonstrated by detailing the effect of . 
---------

17. 

18. 

19. 

20. 

2 I. 
22. 

23. 

Dohada of the text technically means the wishes of an enceinte, 
and the objects of those wishes are also called Dohada-s. 
The text literally i nterpreted would mean 'By whatever (object 
of enjoyment) the mother is d eprived, the child born is ill­
formecl by it (i. e., not properly developed with reference to 
that particular sense organ). 

Literally translated, i t is the 'son', for a male issue is generally 
desired. I 

The longings and wishes of the enceinte during the period of 
gestation have been named as 'pregnancy wishes', i.e., the 
dohada-s of the text. 
Lit. the son. 

K.R. translates the first line of verse 31 as-"(If she spends 
her time) in the hermitage of sage, (he will be) indifferent to 
ornaments and devoted to virtue", obviously, he construes 
'alamka.rqu falita/}' with 'dharmii(hasto.paso.srame'. It is, however, 
not clear why it can be so construed . 

Devata-darsana of the text literally means a desire for being in 
direct communion witb a deity. In view of the widespread 
image worship in India, obviously the desire can only pertain 
to visiting the deity as l'epresented by an idol in a temple, 
The word darsana, in India, is used in the most profound sense 
of communion, as well as, 'having a look at'. 
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God); if it pertains to seeing a snake, the child would be 
violent in nature; if it pertains to eating (the flesh of) an 
alligator 24

, the child would be addicted to sleep; ifit per­
tains to eating beef, the child would be strong, if it pertains 
to eating buffallo meat, the child 211 would have red eyes like 
those of a parrot and a hairy body. (30c-32) 

The consciousness awakens in the fifLh (month) and 
there is sufficient addition to flesh and blood. In the sixth 
(month) the bones, sinews26 nails, hair on the head and the 
limbs 2 7 appear distinctly and there is an augmentation of 
energy 2 8 and complexion. In the seventh (month) the com­
pletion of organs takes place. (33-346) 

the m ntal conditions, desires, and longings of the enceinte during the 
period of gestation on the nature of the child after its birth. Much of 
what has been said seems to be based on Susruta with minor variations 
(cf., Sri. StM. 3. 26-34-), where it is suggestt d towards the end of this 
topic that the pregnancy wishes of the enceinte are not so much due to 
the personal disposition of the mother, as due to the cumulative effect of 

I 

the incomplete action (karma) of the child in previous lives. 

In the fifth month, the thought body is revived and intelligence 
begins to function through the mind. In other words, there is an 
awakening of consciousness in terms of self-awareness. According to 'K' 
the inner instrument, i .e., the mind which was dormant, opens upto 

the movement of life, i.e., becomes sensitive. When this particular 
statement (33ab) is read in conjunction with verse no. 35, it becomes 

24. 

25. 
26. 

27. 

28. 

The dictionary meaning of the word godh'a is alligator. But 
K.R. has rendered it as 'wheat', which does not seem to be 
very significant, since wheat forms a staple food, more or 
less for all; and moreover it is difficult to say how he derives 
this meaning. 

Again literally, the text would mean 'the son'. 
The dictionary meaning of the word snay,u is tendon, sinew, 
muscle. 'K' interprets it as suk;ma fira. Sir"lJ. generally stands 
for any tubular vessel but specifically for vein: thus, he means 
a subtle vein Sinew is a fibrous tissue uniting muscle to bone. 
It seems that even 'K' means sinew by his subtle vein. 
Kesa and roma are hair on the head, and all over the body, 
respectively. Probably we do not have separate words to 
indicate this difference in English. 
Ojas of the text not only means physical stren~th but al.so 
vigour or energy in general, including splendour consequent 
upon a full bloom of the organism. 

Section 2 ·1·ne uenes1s or lilt: .1...1.uu1au .l.:IU..UJVUU.U.C&..1.1, 

The embryo, with the cavities of ears covered by its 
hands held in-between the two thighs, being afflicted by its 
stay in the environment of the womb, recalls the experiences 
of past lives along with the torments of various types, and 
contemplating2 9 the means of freedom, remains self-absorbed. 
(34c-36b) 

Skin and memory 8 0 develop in the eighth month. 
Ojas 81 the essence of vitality, pure and of yellowish red hue, 

clear that the author points out the psychological process c,f the revival 
of the thought body, the subtle vehicle that survives the death of the 
gross body but remains inactive till the fifth month of gestation. It is 
said, as it is implied in the text that, the individual soul witnesses the 
revival of the experiences, the torments and the unfulfilled desires of 
past lives and slowly gains self-awareness. Being self-aware, the self· 
conscious individual tired of remaining in the closed atmosphere of 
foetus, contemplates upon the means of release from the womb; and thus, 
cooperates with the mother in her mental disposition of delivering the 
child safely (cf., Caraka Sa. Stha. 4.21-23 and Sufruta Sa. Stha, 
3.33-37). 

Incidentally, the author also reveals the position of the embryo at 
this stage of the development in the womb, which, as ·K' points out, is 
upside down with limbs drawn in, the ear-cavities being covered by 

hands held in-between the two thighs. 

It is worthwhile to compare this period of gestation as dealt with 
by Caraka and Susruta (cf., S~i.Stha. 4. 21-23 and 3.35-37 respectively). 
For the fifth month, Caraka agrees only as far as addition to flesh and 
blood is spoken of, and maintains that the enceinte feels languor parti­
cularly in this month According to him, this process continues in the 
sixth month on a greater scale. In the se!enth month the foetus is 
complete in all the ele~ents physical as well as psychological, and the 
enceinte feels greatly fatigued. Susruta speaks of mental awakening in 
the fifth month and the development of the intellect in the sixth month,' 
while in the seventh, all the organs and the suborgans of the body are 

fully and distinctly developed. 

29. The line 36ab of the text has been translated with the under­
lying idea in view. 

30. 'S' reads as toaksruti instead of tvaksmrti which is a text 
variant The gignificance of this reading has been related 
above. 

3 1. 'S' explaim ojas as an essential element, while 'K' explains it 
as a bright, pithy substance which supports life. 
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residing in the heart8 2 and considered to be the sustaining 
force oflife, being unstable, fluctuates rapidly in-between the 
mother and the foetus; that is why the eighth month issue, 
being deprived of the life-force, does not survive 3 8

; and if it 
does for a while, it is due to the force of momentum, like a 
dismembered limb. ( 36c-38) 

Thus, the author seems to h ave relied on these sources put together 
as far as the physiological details of embryology are concerned. But 
he has supplemented this account with the essentials of corresponding 
puraQic tradition ( cf, Srimad-bh-agavatam III. 3 l) as far as the psycholo­

gical and the philosophical aspects of the origin and development of the 

life-principle are concerned. 

The author has already spoken of complexion in the sixth month 
and of past recollections in the seventh month; thus, under the circum­
stance, 'K' raises the question as to why he once again speaks of the skin 
and memory; and then he offers to explain that, in the eighth month the 

skin becomes compact and thick and memory brings in the element of 
choice, i.e., the operation of will. However, 'S 'reads fruti instead of 
smrti. He therefore interprets that the embryo is able to listen to 
outside sounds, and he rather warns us not to identify sruti with the 

sense of heating. 

In the ayurvedic sys tem, ojas is considered to be the principle of 
vital warmth and action throughout the body. It is difficult to identify 
this life-principle in turns of modern anatomy. However, the statement 

of the author is well-supported by Caraka and Su~ruta (cf., Sa. Stha. 
4 24 & 3.38 respectively). 'K' elucidates ojas as 'bright pithy, 
substance' which is said to be pure in so for as it is not vitiated by 
the impurities of the atmosphere outside the body. It is slightly of 
yellowish tinge on a red base, and is produced by and resides in the 
heart; its function is to regulate and to support the movement of the 
vital breath in the body. The purport of the text is that in the eighth 
month the life principle, i.e., the vital force that regulates the flow of 

the vital breath, becomes unsteady and alternately moves from the 
embryo. Consequently, as explained by 'K', if the child is born in the 
eighth month while the vital force is residing with the mother, the 

32. Produced by the heart in the sense that it resides in the 
heart , according to ' K'. 

I 33. That the eighth month issue does not live, does not necessarily 
1 imply the completion of the 8th month for the child to live, 

but implies rather the death of either the child or the mother 
as explained above. 

The parturition 
9 4 

takes place after the ninth 
85 

month 
commences. (39 ab) 

The pla<;:enta 
86 

of the foetus is joined to the lymphatic 
vessels

8 7 

of the mother by the umbilical cord, through 

child dies as soon as it is born; but if the vital force is with the child 
at the time of delivery, it is the mother who dies; and in case the 
vital force is in transit, both the mother and the child may not survive. 
'K.R.' finds in this statement a probable explanation of s till birth. To 

a possible objection that sometimes the eighth month issues are also 

observed to be alive for some time after their birth, the author offers 
an explanation: just as when a limb is cut off from the body, it keeps 

on throbbing for sometime due to 1he momentum of the breath left in 
it, so also the child born in the eightri month, even though devoid of 
the vital force in its entirety, yet lives for sometime, its organism having 
been vitalised by it shortly before the delivery; in other words, it lives 
till the momentum of the vital force lasts. 

What is the normal time for the delivery of the child, is the ques­
tion considered here. Delivery, according to our author, m ay normally 

take place any time after the ninth month commences. The expression 
navamadi in the text implies, as noted by 'K', that it may even take place 

in the tenth or in the eleventh month as well. This contention seems to 
be supported by Susruta (cf., Sa. Stha . 3.39) who even visualises the 
possibility of parturition taking place in the twelfth month in exception­

al cases, beyond which he declares it to be indicative of something 
wrong. Caraka too seems to be of the same ~pinion (cf., Sa. Stha. 
4.25). Re says that the ninth month would commence even after one 
day upon the completion of the eighth month, and that the delivery can 
take place normally from the ninth to the twelfth month, beyond which 
something wrong must be inferred. Obviously aJl agree as to the mini­
mum period of gestation, which is eight complet~d months. 

34. The delivery of the child. 

35. .Navam'lJ.di of the text implies literally beginning with the ninth 
month (from conception). 

36. Placenta is defined in the dictionary as, flattened circular 
spongy vascular organ in higher mammals, expelled in partu­
rition after nourishing- foetus which is attached to it by umbi­
lical cord. Par-a-nnrji is identified with placenta. 

37. lla,ava;, "'"' etymologically mean, the vefu o, a,<e'Y «tt,ylng a~similated food. 
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which the essence of 1ymph-chy1e88 produced from the assi­
milated food of the mother enters into its organism. 
(39c-40b) 

'With hands folded40 over the forehead and the limbs 
flexed41 , the embryo stays by the mother's back. As it is 
believed, if it is in the right side of the womb, it is a male42, 

if in the left side, a female and if in the centre, a herma­
phrodite. ( 40e-4 l) 

Here. the process by which the foetus is nourished is described, 
though not in sufficient detail. The translation of this passage presents 
the essential fact. Literally rendered the text would read:-

"The mother's rasavaha n'dqi is joined to the para-no.if,i that origi­

nates from the navel and carries mother's assimilated food to the foetus." 
Sufruta (Sa. Sth~. 3.40) reads in substance as under-''The umbilical 

cord (naefi) of the foetus is found to be attached to the cavity of the 
vein or artery of its maternal part through which the e;sence oflymph­

chyle (rasa) produced from the assimilated food of the mother, enters 

into its org-anism and fastens its growth and development (a fact which 

may be understood from the analogy of percolation or transudation of 
blood). Immediately after the completion of the process of fecundation , 
the vessels (dhamani ) of its maternal body which carry the ly~nph-chyle 
(rasa) and run lateral!y a nd longitudinally in all directions tend to foster 
the foetus with their own transudation all through its continuance in 

the womb."3 9 

The author is describing here, the position of the embryo in the 
parturient's womb and the process of parturition. As regards the position 
of the embryo in the womb and its rel a tionship to the sex of the child, 
it appears that the author is referring to a generally accepted idea as it 

is implied by his expression 'matam'. 

38. Rasa, in this context, means the solution of-the assimilated food. 
39. Reproduced from Eng. trans. by Kaviraja Kunjalal Bhishag­

ratna, M.R.A.S. Vol. 11, pub. Chowkhamba Sanskrit Series 
Office, Varanasi, India. 

40. Folded in the posture of salutation. 
41. The limbs are not stretched but are contracted and drawn in 

together, flexed. 

42. The sense is implied in the text, 
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(ii) crr~~q ~i:r 

fii~~ scr:f~: ~@~: stsr~@a: t 

ffl:mlffi ~\il~trr~) ~~f~ en~: U'lr~u 
' 

(iii) ~ij~ f;r,Qffl ( $5l!Jffiar) 
iil'TcHl'T~ftf a~T~ ST~f~: ffi~q):qu • 

" 
~ij)cf~f•,H'('Tf~fu iilf<fftf f;:m:fffi 11 'lr ~ t t 

(ii) The birth of the child: 42 
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As it is turned upside down by the strong force of the 
parturition

1
-winds it2 is ejected through the vagina, its limbs 

being afflicted (through the p assage). (42) 

(iii) The eternity of ]iva (inferred): 43 

Immediately ( after the birth), the newborn baby pas 
the tendency of sucking at the breast due to the psychologi­
cal impressions of past life, and this incidentally proves the 
immortality of the soul. (43) 

The author draws our attention to the inborn tendency of the 
newborn baby to suck at the mother's breast. The question is, who 
trains or educates and informs the baby to perform this act. It is almost 
instinctive and mechanical. The author therefore infers, by deduction, 
the habit built up in the past lives, and thereby he concludes that the 
death of the physical organism does not mean .,the total annihilation of 
the individual. Obviously, the thought-body is there, already spoken 
of by the author, to carry over mental impressions to the next life. It 
does not, therefore, necessarily follow for this reason, that the soul is 
timeless. It seems that, the author finds a spiritual substratum for 
Psychological memory in what he calls the soul; and therefore, it is this 
s~b

5

iratum as the wiiness of all mental phenomenon that, he says, is t1mel1>ss. ( 43) ----I. 
The process of parturition sets in motion 
the embryo out. 

2. Child as per the text. 
4 

the pra')a that pushes 
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(iv) ~~tl ~ +IT~T: 
"' 

~Tcfl': ~: 't~ctTm~q ~=mpn: fqgiifTffi~ , 

~ 3llcl{iifT: ~~cf«+fcfl': ffl~i:lfiiflfff~ I 1¥'t 11 

~~cf: fflfQ@ it~) 'liiiil'T t~TQT ~~ ~it I 

~T~~i:\'cfinm~ +flcfT itT<l~cfT itffT: II c{ X n 
~~\"{litcfi~T: ~.=fT~fITTTctit.=ftll .=f~T: I 

~ifl: l{t~~fit~~Tffl: fPH:T: fq·<l~~~cfT: ll't~II 

mt~tq'=i:flft cfotT ~f;g:-: ~{{~~ f{:qfa: , 

3l~)~q~ct~~m~ ~~lfl~);:~~iiflf;cf ~: I I~ \911 

~:;s~T i'l: ~lei %:lei cll=ITctitl :q +fTcf.=ft I 

!,TQ~.=fT ~l.=fqf~~f;sl'lfT1JTT~lfRl:Jiil'T it ell: 11 c{ t:; II 

:nT;:fFilfTf11T l!,lqOf ~qw;t ~;t oqT I 

~«;t ~T11Tf~ll'Tg": 't ~ ~l'!{T 9 lll~~T: II~\ ll 

m~: ~qw~a-~, ~r.i ~«) rr;ct ~ fa- ii'llo 1 .. 
cfT"tfirTsJ~~~)q~qf-llg: Efiif f;:a-q1f1JT g I I~ 0 11 

cf=i:f.=fl~T.=rllit-lfcf«TT~fflf: 

fiilflffil'!{t, 
iiitTff I .. 

'fol) ~f;g:-f~~lFff :cfi~OT[lf':i: 11 X ~ II 
~ i:lci ~ fcfl'!{lfT fctill'T it.=r«: fii1:tl I 

~fa~1f;a-fcftfii?q1~1 fctlft st:lfcffttfa1{m 11~ ~ 11 

~~).=r).=r)f.."'i'lfTf1JT +JTfffcfiT.=lfq~ ~~: ' 

~ 1'§Q'1ro:cfi~Of ~~Tk~cll itaif 11~~ 11 
' 

«~ ~iil'foit ~fa ~11Tt: ~cfT~ «Tf~cfcfit~ , 

attffcAt1~;g:-c11l'<tilif=i:f st~alf t ita,: , 1 ~ 'If 11 

7r_;:ar.::r ~Tiil'«T~cfl: cfifiriiTclit~T~: I 

f.:Ja"TS~st'll~facf ~.:rl~T~ ffTif~Tff I I~~ I I 
"' ' 

SI ~;:;:f mttiff rs~)tlfl-lT\"{~Tfflffl ~T?Rt~: 1 
~ 
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(iv) The six substances (bhava-s) of the (foetal) body : 44-56b 

There are six types of substances1 (involved) in the 
body (of the baby), viz., maternaP, paternal 8, the serologi­
cal', the self-created5

, the mental 6 and the self-adap­
ted. 7 (44) 
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Delicate parts such as blood, fat, marrow, spleen, liver, 
anus, heart, umbilicus, etc. are considered to be of motherly 
origin; while the heard, hair on the body and the head

0 nerves, veins, arteries, nails, teeth and semen etc. of tougher 
stuff are of fatherly origin. ( 45-46) 

Now, the author goes on to describe in some detail the various 
parts and the elements in the body of the embryo as they are contri­
buted by six different principles that are apprehended as derived from 
the mother, the father, the food, the soul, the mind and the innate 
physiological conditions inherited by the foetus . This agrees in 
substance with Susruta (cf. , Sa. Stha, 3,43 and Caraka Sa. Stha. 3. 1 ~-20 
who is more ela borate) . 

Now, the author goes to describe in detail, though by no means 
exhaustively, the different parts and the principles of the body and the 
mind of the embryo, as they are distinctly contributed by the six sub. 
stances already spoken of. The entire description seems to have been 
based on Susruti (Sa, Stha. 3.43) with minor differences, Caraka (Sa. 
Stha. 3.12, 13) deals with this subject in greater detail. ---------

1. 
Bhilva of the text is quite difficult to render in English appro­
priately, as it is used here in a very technical sense which has 
not been noted even by the lexicographers The word 'has 
quite different connotations e g., a mode of being, existence, 
disposition of mind, etc. Here it seems to be sig11ifying the 
various constituent parts of the organism, classified into six 
substances according to the source from which they are derived. 

2. MatrJa, litera lly means, 'derived from the mother'. 
3. PitrJa, literally means, 'derived from the father'. 

4. Rasaja, literally means, derived from 'rasa', i. e., serum in this context. 

5. AtmaJa, litera!Jy means, 'pertaining to the transmigratory self', i. e., the individual soul. 
6. Sattva is used in the sense of mind. 

7. S a.tmyaja implies acquired by adaplation and habit. 
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Physical development8 , complexion, growth 
O

, drowsi­
ness1 °, strength, stability11

, non-greed and enthusiasm are 

known to be due to the serum. ( 4 7) 
Desire and aversion, pleasure and pain, virtue and 

vice, motiveI 2 and intention, endeavour, intelligence
18 

J 

life-span14 and the sense organs etc . are considered to be 

self-derived.1 5 
( 48-49) 

Hearing, touching, seeing, tasting and smelling are said 
to be the five perceptive organs, the objects of their functions 

The rasaja elements are obviously related to the quality of nourish­
ment, while the ii.tmnja factors pertain in principle to the moral quality 

of the mind and the character of the individual. It may not be forgotten 
that a.tman involved in the compound a.tm~ja, refers to the transmi­
gratory soul which is a repository of good and bad actions, moral and 
immoral tendencies, knowledge and ignorance etc. (cf., Caraka Sa. Stha. 

3.16 and 18 agreeing to a large extent). 
Now, the author goes on to complete the picture, as it were, by 

relatin.,; the various instruments and physical organs with their respec· 

8. 'S' defines upacaya as fattiness. 
9. 'S' defines vrdd!ti as augmentation of volume or extent, 

10. The word supti of the text also means s[pep and laziness. 
11. Sthiti h as a text variant in dfzrti, i e., fortitude; but there seems 

to be no substantial difference in the meaning. 
12. The word blzii.vaniJ. signifies a unified process of motive and 

intention. Inte ntion is ne,1 tly an activity of the conscious 
mind, but motive may be deeply related to the subconscious 
and the unconscious. B!zavanil comprehends the total process. 

13. Jnlinam of the text is quite difficult to translate. The word 
signifies undistorted perception. Though 'knowledge' is one 
of the meanings of the word, as it is understood today in the 
sense of accumulated experience and memory of facts, jn11nam 
can hardly be rendered as such. In the contex t in which it is 
used,it can signify, what we understand by 'consciousness', pro­
vided it is not confused with self-consciousness. If by jfrnnam 
we understand the capacity for undistorted perception, then 
the word 'intelligence' used in its widest connotation, seems 
to be the nearest equivalent. In the Vedantic parlance, jnllnam 
signifies witness consciouseness, i.e. , the consciousness which 
is not a modification of mind Thus intelligence, here, has 
been used in the sense of pure consciousness, i.e., undelimited 

]4. 

15. 

consciousness 
Ayus literally means the period of life. 
Atmaja refers to the character of the individual soul as it bas 
developed in the countless past lives. 
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being sound, touch) vision, taste and smell respectively. 
(49-50) 

Speech, hands, feet, anus and the genitals are the 
organs of action and their functions respectively are-speak­
ing, movement, excretion and copulation. (50c-5 lc) 

Mind and intellect are the two internal instruments. 
Pain and pleasure are known to be the objects of mind, 
while memory, error and choice ( out of alternatives) etc. are 
considered to be its functions, and the function of the 
intellect is determination. (51 c-52) 

tive functions. The scheme of the five sense organs and the five 
physical organs of action forms the common feature of most of the 
orthodox schools of Indian philosophy. There is a difference of opinion 
rPgarding the mind and the intellect. While some treat of both as 
anta~kara'}a, i. e., the inn~r instrument, some consider mind to be the 
sixth sense organ. Here the aut l,or follows the scheme of the Vedanta 
philosophy and treats mind and intellect as different modifications of, 
what may be called, the mind-stuff or consciousness, i. e., citta. The 
same consciousness, when it functions as the instrument of desire, i; 
known as manas, i.e, mind; and when it functions as the instrument o1 

determination, it is known as buddhi, i. e., intellect. This, in principle, 

defines the connotation of these two terms. 

The word mind, in English is used in different senses, i. e., it has 
a wider connotation lhan perhaps the word manas which has been 
rendered here as mind. Mind may be used as synonymous with psyche 
and also in the sense of will or even desire. Mind may include the 
intellect, will and reason nnd it may denote consciousness, either whole 
or as conscious, subconscious or unconscious. Manas stands also for the 
undivided anta!Jkarana and in that case is synonymous with mind . But, 
here mind is that category of the psyche, that modification of conscious­
ness which has pain and pleasure for its objects. Desire is ~ooted in 
pain and pleasure. The pursuit of pleasure and the avoidance of pain 
is the function of the mind. 

The word intellect has a more restricted connotation than the Skt. 
word buddhi. Buddhi is essentially the determinative faculty of the mind 
It determines the course of c;1oice and in this sense acts as the subconsci­
ous. But since in determin ing the course of a<tion it utilises the process 
and the fund of knowledge, it involves analysis and discursive thinking. 
So, the term buddfzi has been rendered ~s intellect for the sake of con­
venience, or may be for want of a better word. 
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The organs of sense-perception have Brahman for their 
source,16 while others take them to be material (in nature). 

(53ab) 
The inner instrument called 'individual nature'

1
.,, 

differentiated by the type of character, is considered to be 

threefold. (53 cd) 
The author, according to 'S', has enumerated memory, illusion and 

choice as some of the functions of the intellect. Memory includes know­
ledge and illusion is ultimately an error of judgement or a perversion of 
perception. Choice as related to action has already been explained as 

the function of buddhi. 
'S' quotes Viicaspatyam which says that the mind and the intellect 

(i. e., manas and buddhi) combined together make for the apparent 
feeling, 'I exist'. In other words, mind and intellect are responsible for 

'self-consciousness'. 
Here obviously the author is elucidating the principle of individual 

predisposition. 
AntaMara,;ia comprising the mind (manas) and the intellect (buddhi) , 

or in other terms, will and practical reason, operates at the conscious 
level in modern terms. Apart from this the individual has another ins­
trument in terms of consciousness, that functions at a deeper level. 

16. 'S' elucidates this point as under :-
"The Vedlintins consider Brahman to be the cause of (the 

power of) the 'indri,ya-s' (i.e., the sense organs and the organs 
of action including the inner instrument) for indeed they 
consider Brahman to be the cause of entire appearance of the 
world phenomenon. Alternatively, the Sankhya-s would 
interpret the phrase brahmayonini in the sense that they are not 
material. Others, i.e., the Vaiseiika-s consider these organs to 
be material, since they are produced from the five elements 
such as earth, water, etc., which are physical." 

However, the elucidation of 'S' with reference to Vedllnta 
is based on very general grounds and thus loses significance. 
The S-a.nkhya philosophy considers entire prakrti as inert; and, 
therefore, it is not understood how the Sankhya-s can consider 
the organs to be immaterial. Actually the Sankhya system 
considers puruta to be absolutely inactive. Consequently 
ahamkara, i. e., the cause of self.consciousness is considered to 
be the cause of senses. Again in the Vedantic view the world 
is an appearance of Brahman, which in its cit aspect can be 
considered to be the cause of sense perception. 

17. Sattva; iiterally means-nature, essence, natural character, 
inborn disposition, mind and consciousness. In this context, 
'S' takes it to be consciousness, as the third aspect of anta~-
karara, the inner instrument. 

Section 2 The Gene~is of the ttuman J-<4moo01ment ,J.J 

. d . . 1.8 The guva-s are sattva, raJas an tamas, 1.e.~ punty , 
h 1 d. • • 19 f 

activity and inertia. From t e menta 1spos1t10n o 

According to the Sankh)la system, the inner instrument is threefold 
comprising the mind, the intellect and consciousness as the cause of self­
awareness. Sattva is d efined b y 'S' as svablzliva, i.e., individual nature 
or predisposition . Three types of individual dispositions are discerned 
here on the bas is of the predomina nce of any one of the three gura-s. 
Cuna is an ingredient or a constituent of prakrti as spoken of in the 
Sahkhya system of Indian philosophy. Prakrti i~ manifestation and Purura 
is the intelligent principle involved. It will not be relevant to go into 
the philosophical exposition of the Sankhya doctrine here, but it is 
perhaps necessary to point out that it visualises two states of being, viz., 

the one of dissolution in which the three gur;a-s of prakrti are in equili­
brium and the intelligent principle Pw Ufa is dissociated from it; and the 
other of creation, when the equilibrium 0f the gu,;ia·s is disturbed and 
by their varied predominance in association with the intelligent princi­
ple Puruta, they create the phenomenon of names and forms. So, the 

individual nature of the individu,11 is instrumental in the individual 
creation to the intelligence involved in the individual being, Thus the 

mind, conscious and unconscious, is conceived here as the inner instru­
ment for the functioning of the consciousness of the individual. There• 

fore, the individual consciousness as associated with the predominance 
of any one of the three guna-s is discerned to be of three types. The 

three gu,:ia-s seem to represent, what in our terms, we would understand 
as the two opposites and the centre of their axis, the centre being 

the sattva. 
It is interesting to compare Sufruta {Sli. Stha. 1.19) on this subject. 

"An absence of all-killing and hostile propensities, a judicious regimen 
of diet, forbearance, truthfulness, piety, a belief in God, spiritual know· 

ledge, intellect, a good retentive memory, comprehension and the doing 
of good deeds irrespective of consequences are the qualities which grace 
the mind of a person of a sattvika tem perament. Feeling of much pain 
and misery, a roving spirit, non-comprehension, vanity, untruthfµlness , 
non-clemency, pride, an overwinning confidence in one's own excellence - ' 

18. Rajar and tamas have b een rendered here as activity and inertia 
which are not only opposite in nature but are also relative 
while sattva is rendered as purity being free of the extremities. 
There are_ other set~ of words in which too t'1e three gur;a-s are 
rendered rnto _English but the essential point is that they imply 
the two opposites and the transcendental principle of sattva. 

19. The three types of inner disposition or consciousness have one 
of t_he three fU r,la-s as its predominant factor conditioning the 
entire consciousness. 
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purity2 0 arise faith 21
, single-minded devotion to virtue etc. u 

from the disposition of activity arise affections such as crav­
ing, anger~ arrogance, etc.; and from the disposition of iner­
tia spring sleep28

, laziness24
, inattention 25 , anguish and 

deception etc. (54-55) 

Clear sensibility, freedom from ill health and laziness2 '7 

are contributed by self-adaptation. (56ab) 

lust, anger and hilarity are the attributes which mark a mind of a 
rl!jasika ca5t. Despondency, stupidity, disbelief in the existence of God, 
impiety, stupefaction and perversity of intellect, lethargy, inaction and 

sleepiness are the qualities which mark a mind of a tamasika stamp." 
(reproduced from Eng. tr. by K.K. Vol. II, p. I). 

'S' defines Slttmya as cira-paricaya-sarhsk'tt.ra-visesa{z, i.e., the residual 
effect of long-standing association (verse 44 ante). From the account of 
Caraka (Sli. StM. 3.7) it appears that the word Satmya is associated with 
right type of dietary habits of the parents. Thus, in all probability 
what is meant by satmya in this context is, the habits and disposition 

acquired by adaptation. 

20. 

21. 

22. 

23. 

24. 

25. 

26. 
27. 

On the above basis the function of the predisposition of purity, 
predominated by sattvagul')a is fundamentally and categorically 
different from that of the other two dispositions, predominated 
by rajas and tamas. 
Astikya is defined by 'S' as belief in the existence of the other 
world, para-loka, while generally it is defined as belief in the 
testimony of Vedas being the means of valid knowledge. 
Thus this concept does not, in the Hindu tradition, imply 
belief in personal God. 

Dharma involves so many varied and yet related concepts that 
it is almost impossible to render it into English without 
compromising the meaning in some respect. Here, dharma 
may be understood with reference to adharma. Dharma, as 
such is living in harmony with the nature of existence. 'S' 
perceives a hint at the attainment of spiritual liberation 
through the cultivation of purity by the use of the word 'etc.' 
'S' defines nidra, i. e. sleep as the withdrawal of the mind 
from the contact of the senses with the sense objects. It 
therefore includes the dreamful and the dreamless states of 
consciousness. 
'S ' defines lJ.las_va, i.e. , laziness as indifference or inactivity with 
reference to desired objects and the means of their attainment. 
'S' defines pramD.da as lack of concentration or slackness in 
attention in a particular direction. 
Arogya is freedom from disease. 
Absence of laziness is indicated. 
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( V) ~~q ~~U~~~~l 
~ij) ~ffT~q<fifqfi:flqTq~ ff~iUTTf.=f'lf.! I I~~ 11 

mi ~):i §fllr~t clfci~lf 'Jlfi:filT~ar~ 1 

f~~ :q ffffrfT[TlJ): ~qi :q ~q:ri;rf.:Jlt'l I I~ \311 
" 

~qlJlqq~qT'.!J~;t rrq.:j ff~T I 

SftfWJTf'lffTi:t"Tf.=f q~ ifil=ffflJ'f, ~elffl'l 11 ~ t; 11 
" 

siTIJ'fTqJ~T a-~, 0tfli=ftfi:f'r.=f)qT.=fd~lfi1;, 1 
" ,;rci lfi;J ~ iilfit ~m ~.=f:S:iift(q 11 ~ ~ 11 

~ " 
~fq cfT~fcf~qftq~T ~~Tfff ffif.fcfl{ I 

allf ~lfi:Hf: SfTaJl .=fTf~ifi;:qT~~: ff~q: 11 ~ o 11 

:q~~lff~ i=f'Tftflfi~Ti=f'T~T ~lfq~ I 

m~);;qf"{IJ'ff.=f:Sltfl~)~~T«lfiTtl'Tf~lfiT~IJ'fq 11 ~ ~ 11 
d " 

3TtfT.=ft~ ~~ ~-- <fic'T~WTct~, ~ I 

i=ftf'iflfi.:~ cf~ellJ'flfT~~~12r.=f ra-~ra- 1 , ~ ~ 11 

aftlf ,~r~llltf~fcf«il: lfit:f cfilfffq: I 

cillT~) sfel~,~~~i, ctie'qf ~TQf :q fotofff I I ~ ~ 11 

SftlJ'fTqf~ ,fo~lffff~IJ'fl~fq cfi'f :q I 

tf~T.:fT 01:w:q f.:rf~~ m'.T°i cff ffl'rfT «~ 11 ~ ¥ 11 

f~tfta"fotf~ISI' .:JT~)~;~'f:1 ~~~ I 
~ ~ " 

,~q)ff"{~f;:«;lfffli=flf;~~~ft'iciic! 11 ~ ~ 11 

'3'~T.:f: q'TcflfT~Tta ~fotft~~«r~, I 

t:ti'fTftl' ~T~lf .=t'T~~IJ'flfq Sfcfitfooit I I ~ ~ 11 

~iftfct~T~.=t"Tf~?lf q~ i=l'lrrli{lf: fi:~oT: t 

~cf'H~Tfct f.=t"i:ff:JT~ ~a'Sf 1!fff :q ii'flq 11 ~\SI I 

ff~TSf~fa- u)~Tfq'. a'lt lfi'f _srcfi)fucf;r 
C ' 

5 
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3liif~o ~~;:i ~" fq~ ltTct 5' cfiT~otir 11 ~ c; I ' 
"' ' 

atirl!f ~~,,'lf~ffTtJt~)~~~;j{~ 'J~oti:,: , 

if~tfcffiT o~T SSffi 

ir~ ~~ icl 

;j{~l~ ~~Ff ~«ff I I 'rt~ I I 
"' . 

~~ ~:sJTf~ ll~~Tirfq I 

~it~Fsi:r.i it-=~ tqti citi :q ill~<:fff II \9 0 II 
' 

?lff ~~u;:i-~ ~-=at.:Jt~i:r,u.:q~:q 
"' 

cfi~I 
' 

(v) The five great elements (mahabhuta-s) and the human 
body : 56c-7lb 

The body is a composite of the (five) great elements1 

(mahabhuta-s) and has therefore acquired their qualities (as 
herein described); sound, the faculty of hearing, porosity~ 
individuation 2, intelligence 8 and hollowness from space; and 
touch, the sense organ for touch, five types of motion, viz. 

The physical body is a conglomeration of the five great elements 

and as such it has inherited, as it were the qualities of those elements. 
The sense organs are naturally related to their respective objec ts of 

perception, The objects of perception are the five elements in different 
forms and combinations Thus either we can speak of the five sense 

objects or the five elements. This is the reason why sound, for example, 
is separately mentioned from the faculty of hearing and touch is men­

tioned as distinct from the sense of touch (cf, Caraka Sa. StM. 1.30). 

The objects such as sound etc. are known to be the sense objects, 
i. e. the qualities or objects of senses; and they in the body are indica­
tive of the great elements such as ether etc. In this context it might be 
useful to refer to the concept of Puruta, i. e., the individual being 
as found in Caraka (Sa. Stha. I.IS), viz. (the five elements) . E ther etc. 
with consciousness as the sixth make for the individual being. Cons­

ciousness is thus the spiritual element and the five material elements 

compose the body. Again Sa. Stha. 5.4-5 states-

"The macr-ocosm is said to be constituted of six elements, viz., 

earth, water, fire, air, ether and the unmanifest 'Brahman (transcenden· 

I. The five great elements are earth, water, fire, air and ether. 
2. Vaiviktyam is separativeness. 

3. What is literally meant is the capacity of subtle discernment, 
the ability to grasp the abstract. 
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upwards, downwards, contraction, linear movement and 
expansion from air. (56c-58d) 

The ten modifications of air (breath in the body), viz. 
apana, zyana, samana, udana, naga, kurma, krkara, devadatta and 
dhananjaya and roughness4 as well as Jightness5 are also deriv­
ed from the air. (58d-60b) 

Of these (ten), pra'f)a, which is the most important one, 
is stationed below the root of the navel, and it operates 
through the mouth, the nostrils, the navel and the heart, 

tal reality); and thes2 very six elements it is said, constitute the micro~ 
cosm called Puru1a. Of that Puruta, the earth forms the image, water 

forms the liquid, fire constitutes the heat, air acts as the vital breath, 
hollowness is caused by ether and Brahman is the inner soul etc.'' Com­
pare this with Sufruta (Sa. Stha. 1.20) : ''The properties of aklJ.sa 
(ether) are sound, the sense of hearing, porosity and differentiation, 

evolutidn of the veins, ligaments, etc. into their characterised species 
( viviktat ll ). The properties ofvilyu (etherin) arc touch, the skin, all 
functional activities of the organism, throbbing of the whole body 

(spandana) and lightness. The properties of teja (fire or heat) are form, 
the eyes, the colours, heat, illumination, digestion, anger, generation 
of instantaneous energy and valour. The properties of llPa (water or 

liquid) are taste, the tong ue, fluidity, heaviness, coldness, oleaginous­

ness and semen. The properties or modifications of prtlwi (the earth 
matter or solid) are smell, the nose, embodiment and heaviness'' (repro­
duced from Eng. tr. by K K. Vol. II. p. 120). 

Our author has dealt with this subject rather elaboratelv (i.e., 
from verse No. 56cd-71ab) giving minute details of the various prlJ.r_t'tJ.-s 

(vital breaths) from the science of Yoga (vide Verse Nos. 59-68ab). One 
is tempted to reach for the original source and reflect on the subject in 
proper detail; but obviously, that would be too great a divergence from 

the main subject of this work. It will be seen that as far as the parti­
cular qualities of the g1 eat elements manifested in._the human body are 
concerned, the author's description is not at great variance with this 

account, though in some respects both are more elaborate with reference 
to each other. 

4. Riiktata, as defined by 'S' is caused by the scarcity of oily 
matter. Roughness is not here· the opposite of smoothness. 

5. Weightlessness is defined by 'S' as. absence of weightfulness. 
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and (thereby) causes the verbalisation of speech, the inhala­
tion and exhalation of the breath and also sneezing and 
coughing. (60c-61) 

Apana6 is stationed in the anal region and the genitals, 7 

waistJ legs, abdomen, the root of the navel, the groin, thighs 
and the knees. I ts function is to discharge urine and excre­
tion etc. 8 (from the body). (62-62b ). 

Vyana dwells in the eyes, ears, ankles, waist and the 
nose, and its function is to draw in, hold and to push out 

breath. (63c-64b) 

Samana pervades the whole body; and running through 
the seventytwo thousand nerve-channels II of the body accom­
panied by the (digestive) fire, helps to nourish it by carrying 
essence of lymph-chyle (rasa) of the food and drink (to the 
tissues) and distributing it proportionately. (64c-65) 

Udana abides in the hands, the feet and the joints of 
the limbs: its function being the lifting of the body upwards 
and breathing the JastJ i.e., dying, etc.10 (66) 

Residing in elements such as skin, etc.11 are the five 
( other modifications of the vital breath) such as naga etc. 12

, 
I 

Pr'lJ.r;a, apana, etc. are the ten modifications of the vital breath, as 
it functions through the parts of the body. These functions as appro• 
priate to each of the ten modifications are related in the following text. 

6. Ap"llna generally denotes the outgoing breath i.e. expiration; 
it also signifies one of the five life-winds ( pra ,:t"ii-s) in the 

,., body which goes downwards and finally goes out through 
, , the anus. 

7. Literally, anus and penis as per the text. 
8. Etc. according to 'S' indicates that the discharge of semen 

is implied. 
9. No.41 is any tubular vessel including arteries, veins, etc. Here 

the word has been used in its generic sense of a tubular 
channel. 

IO. 'Etc.' is indicative of hiccup etc. The use of the word 'etc.' 
is not strictly in keeping with the English idiom but because 
of its Sanskrit counterpart. 

1 I. The other four being blood, flesh, fat and bones. 
12, The other four being kurma, krkara, devadatta and dhananjaya. 
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performing the function of eructation etc. 1 8 , winking etc., 14 

sneezing etc.1.11, lassitude etc. 16 and swelling respectively. 
(67-68b) 

From fire (the body acquires) sight17
, form 18

, bile, 
digestion1 9, lustre, wrath, sharpness, heat 2 0 , vigour, splend­
our, valour 21 and intellectuality. 2 2 (68c-69c) 

Likewise, from water (it derives) the sense of taste, 
relish, coolness, viscidity2 8, fluidity, perspiration, urine etc. 
as well as softness: and from the earth (it acquires) the sense 
of smell, odour, stability, fortitude and heaviness (weight), 
beard, hair (on the head etc.), nails, bone and such other 
hard (materials). (69d-71b) 

According to the ayurvedic theory, sense perception takes place 
bee a use of the fact th.at the senses as well as the sense-objects are 
basically made out of the same material, and so there is a correlation in 
between them. The senses and their respective sense objects are related 
through their respective tanmiltra-s. This is the reason why the obj-ect 
of one sense cannot be perceived through the other senses (cf, Susruta 
Sa. 5tha. 1~15). 

13. Such as spitting etc. is included. 

14. Any other functions of the eyelids. 

15. Blowing the nose etc. is indicated. 

16. Yawning etc. is included. 

17. The sense of seeing is meant. 

18. The object of the sense of seeing is implied. 

19. The paka of the text indicates the result of the entire process 
ofdigi>stion, right from the undigested food to the formation 
of the lymph-chyle to be assimilated into the blood system. 

20. 0 sma.n of the text is indicative of that particular heat in the 
body which causes perspiration. 

21. Valour implies fearlessness. 

22. 'S' inti>rprets it as the power inherent in the non-forgetfulness 
ofthe known. 

23. The oiliness in the body. 'S' interprets it as 'sweetness of 
speech'. 
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(vi) Blfij~~~T;ri ll~$qi(ff ...._ 

cnotf~~TgSfiifaatt1;nf~Sf~fafa~r , 1 \9 ~ 11 

~a~, ~,r~~, ~ ~~t(qfct~: , 

cn~1J'f~T~ ~tit~ an11f1 rn-=~~fc'f«~: 111,,9 ~ 11 

~,~: 11tf~~, tt~ q-m~) ~,~~fa~ 1 
" 

3lHJ~: ~Tl;J.:f: ~nq: ~cf~~~cf~T tR: 11\S ~II 

cfli:f~ff?lfcl~T l{~ q-yi:rcPU~f~q-T1!ifff: I 
a'11fT ~~"lfTf1J'f .=f ~i:fl F~f~a~tfil~T: 11\S'd'I I 

" 
(vi) The constitution of bodies Threefold classification 

71c-74 

The constitution is according to dhatu-s such as uata 
(wind) etc.,1- and elements such as space etc.2 The sattuika 
( constitution) is of seven types such as the bodies of Brahma 8 

Indra\ Yama 1\ Varu I).a 6 , Kubera 7 , ni 8 and g4,ndharua 9 ; the 

The constitution of the physical body of creatures is considered 
from three different points of view, viz, the medical, the physical and 
the metaphysicai, respectively known in Ayurveda as do1a-prakrti, bhau­
tikl-prakrti and ma/z:J-prakrti. The first comprises of the three a yurvedic 
principles of vii ta, pitta and kapha, i . e., grossly manifest as wind, bile and 

phlegm; the second is purely p hysical, comprised of the five basic 
elements space, 1c: ir, fire, water and earth, and the third is cone eived 

to be threefold according to the predominance of three gu(ias. 

I. Wind etc. signifies the three humours of the body recognised 
as the three basic-elements of the body in the :iyurvedic system 
of medicine. The other two are bile and phlegm. 

2. Space or ether along with the other four elements air, fire, 
water and earth 

3. The creative aspect of the Hindu trinity. 
4. The chief of the gods of the Hindu pantheon, specially the 

deva-s. 
5. God of death. 
6. Cod of waters and morality. 
7. God of wealth. ! 

8. Sage. 
9. Semi-divine beings associated with music. 
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(vii) ~{~q ~~ittf;r 
-.... 

f~ft1t9: 11f~~Tf.:r f'lIT~: q,~1 Efi~T a~n 
'f~"lf ~fct 

rajasika ( constitution) is of seven types such as the bodies of 
pisaca10

, raklasa11
, asura 12 , sakuni18

, sarpa14 andpreta15
; and 

tamasika (constitution) of three types such as the bodies of 
animals, fishes and trees. 16 Apprehending undue elaboration 
of the work, these are not being defined by us. (71c-74) 

(vii) Six organs of human body : 75abc 

The human organism 1 is said to be possessed of six organs 

The author has referred to the first two, i. e., doia-praktti and 
hhau.tiki-prakrti clearly (vide Verse 7 Jed), but has not mentioned the 
general category of mah'il.-prakrti and has straightaway d escribed its three 
divisions. This illustrates the subtlety and the extreme brevity of the 
aphoristic style of the author's expression, which sometimes makes under­
standing a laborious process 

The seven types of the sattvika and ro.jasika and three types of 
rnmasika constitutions respectively are described metaphorically through 

the symbolic names of Brahma, Indra, Yama, etc. All these are in fact 
the types of human bodies but they have been so named as to indicate 
their chief characteristics, which are well-known in Ayu.rveda. Obviously 
we need not go into these details. As the author is not anxious to deal 
with the subject in greater detail, i_t will be too great a digression to 

define and elucidate the various individual types of bodies referred to in 
the text. 

IO. A malevolent being, a goblin. 
I I. A demon, an evil spirited being. 
12. Asu.ra is a general name for the enemies of gods. 
13. A bird. 
14. A snake. 
15. Soul of a dead body; the word preta literally means that which 

has been sent, i.e. sent to the other world, preta-loka is the plane 
of consciousness on which the soul experiences the fruits of 
of actions done in the world during a life-time before being 
born anew. In order to do so the soul is provided with a 
subtle body. • 

16. K. R. translates anghripa as 'elephant'. 
1. Pitu!a of the text refers to the body, excluding the soul, i, e., 

the intelligent principle. 
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(or limbs)-two feet, two hands8, the head 4 and the trunk. 

(75a-c) 

(viii) Sub-organs of human body : 75c-l l 9 

1. Author's proposal to deal with the sub$organs : 75cd 

Now, the sub-organs will be dealt with in their entirety. 

(75cd) 

2. Skins and membranes : 76-78 

There are seven skins and seven membranes, enclosed 
by fibrous tissues, mucous and membranous coverings, that 
ripen through the internal heat1 of the tissues and act for 
the boundary lines to sustain in-between them the supportive 

The suborgans are d escribed by the author at length, i. e,, upto 

verse No, l l 9. For the enumeration of the suborgans Susruta 5. 3-5 

may be consulted. 

The sevenfolds of skin from the innermost tender one to the outer­
most rough skin, are mentioned by Susruta (cf. 4. 3-5) , though in the 

2. Legs are implied in feet. 
3. Arms are implied in hands. 

• 4, Cf, Caraka, Si\. Sth~. 7.5, who includes neck also along with 
the hearl, giving a composite expression of firogrlvam. In the 
text the head is mentioned first. 

1. The expression internal heat of the tissues stands for kosagni of 
the text, 
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tissues2 J conceived on the analogy of pith. The first 1s 
mamsa-dhara (i. e., the flesh-holding one). 8 (76-77 c) 

The veins, arteriesJ muscles (or sinews) and the 
channels4 arise from the flesh as the bulbous root of the lotus 
(springs) from mire; while the other folds support the blood, 
fat, mucous, excrement, bile and semen. (77c-78) 

reverse order. Our author begins with the innermost fold while he 
begins with the outermost one. The seven layers are as under : 

I. Avabhasini ... Horney layer 
2. Lohita ... Stratum lucidum 
3. Sveta ... Stratum granulosum 
4. Tamra ... Malpighian layer 
5. Vedinz ... Papillary layer 
6. Kohiui. .. Recticular layer 

7. Mamsadhara ... Subcutaneous tissue and Muscles 

However, Caraka speaks of only six layers, viz, udakadhara (that which 
holds water) and asrgdhara (that which holds blood), etc. in the order 

of outer to the inner. Modern medicine distinguishes only two skins, 
outer and inner called epidermis and dermis, the former is perceived 
in five layers and the latter in two layers. 

For greater detail regarding the various skins anq skin-diseases 
associated with them, Susruta 4.3-may be referred to, The sevj:!n kala-s 
are identified by Susruta as under (cf. , Sa. Stha. 4. 4-19); 

1. Mamsadhara kala ... Fascia 

2. Raktadhara ,, ... Vascular tissue of the blood yessels, etc. 
3. Medodhara ,, ... Adipose tissue 

2. Supportive tissues are dh'lltu·s of the text that ~re detailed in 
the next verse. 

3 . The other skins are not mentioned by our author by name, 
these may be seen in the comments. -

4. Srota-s are the channels or canals that open outwards in the 
body. 
5 
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3. Supportive tissues : 79-eO 

Serum\ blood, flesh, fat, bone, marrow and semen are 
the seven supportive tissues. 0f these the serum and the 
blood are produced from chyme 2 created by the aid of 

4. Sle;madhara. ,, 
5. Pur'ifadharD. ,, 

6. Pittadhar'il ,, 
7. Sukradhar a II 

... Synovial tissues 
... Separates the faecal refuse in the lower 

gut 
... Holds the chyme derived from food 
... Bears semen and extends throughout the 

body 

The folds of skin and the membranes (kal iJ. -s) spoken of above in 
constitution are conceived on the analogy of pith, i. e., as the pirh in 
the wood is grown layer after layer varying in strength so are they 
grown about each other. Another simile is also given, viz., as the layen 
of cream are formed over milk heated on slow fire, so a lso the various 
folds of skin along with membranes are formed out of seven supportive 
tissues (dhatu-s) of the body which are detailed in the next verse, 

The seven supportive tissues are spoken of as being sustained in• 
between the varions folds and !avers of the seven skins and the seve 

' . 
membranes (kala-s). The first layer called mathsadhara_, holds withi 
itself, flesh as it has already been told above. Now the author i 
pointing out that veins, arteries, muscles and the channels (srota-s) a 
all rooted in flesh as the lotus-stalk h rooted in the mire, 

Srota-s are the canals in the body, nine in number such as th 
ears, eyes, mouth, nostrils, anus and the urethra opening outward 
Females have two more, viz., the two breasts and the canal or th 
channel that carries the menstrual blood. 

Thus the m1Jthsadhara, i.e., the flesh-holding skin is the most impor 
tant of all and having described its function, the author merely hints a 

I. Tvak is used in the technical sense of rasa (serum). 
2. Chyme i~ the nutrien t-solution made out of digested food and 

drink. 
*' Ad. ed. reads o?{!'~rf;:r. 
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gastric fire; while the other ( elements) are produced from 

blood, ripening by the internal heat of their respective 
tissues 8

• (79-B0) 

4. The receptacles (afaya-s) : B1-B2b 

There are seven containers1 called receptacles 2 for 
blood, phlf'gm, undigested food, bile, digested food., bodily 
wind and urine known by their respective names 8 • Women 

the fu nction of the Other six folds that respectively hold or support the 
rest of the six elements. fn fact our author has synthesised the descrip­
tion of the skins and the membranes for the sake of brevity as it will 
be dear from our exposition of the subject matter, vide comments on 
verse Nos. 76-77 abc. 

T hen the author goes on to explain how the seven supportive 
tissues a re produced. He says, the skin and blood are prod uced directly 
from the essence of food and drink digested through the gastric fire, 
while the re,t of them are produced from blood as they · are ripened in 
the heat of their respective tissues. 

T he seven receptacles (11faya-s) are identified as under : 

I. Raktasaya for blood ... Spleen and liver 
2, Sleimasaya ,, phlegm . .. Breast 

3. Amasaya ,, undigested food ... Stomach 

4. Pitt'/J.saya ,, bile Gall bladder and pancreas 
5. Pakvllfaya ,, digested food Intestines 

6. Vatilfaya ,, wind Lungs and colon 
7. Mutra faya ,, urine Urinary bladder 
8. Garbhafaya ,, embryo .. . Uterus ------ ---- - - - -- -------- -- -

3. Internal heat of the tissues is the expression for koh1gni . Kofa 
is that which has a capacity to retain something other than itself 
Cavities or viscera. I. 

2. 
3. 

Afaya-s. , 

Respective names of blood etc. to be attached to the word 
afa;•a, e.~., raktasaya, vatafaya, etc. 
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have the eighth, the womb in-between the receptacles for 

bile and the digested food. 4 (81-82b) 

5. Heart as the seat of intelligence : 82c-83c 

The heart is hollow and in the shape of an inverted 

lotus situated in-between the liver and the spleen and is 
developed from clear1 blood and phlegm. This too is the 

abode of consciousness. (82c-83b) 

These receptacles function as the containers or the vessels. Seven 
of these are common to males and females while women have one more, 
viz., uterus placed in-between the gall bladder and the intestines. 

That heart as an abode or the seat of consciousness in the body is 
well recognised by some schools of thought of Indian philosophy. Even 
the upanitads proclaim that the Purura, i. e., the soul or the spirit resides 

in the heart. But this can be a metaphorical expression. 
The expression cetana-sthlLnam is difficult of being rendered into 

English with its philosophical implications As it is, it means the abode 
of sentience. 'K' has laboured hard to forbid the reader from inter pre· 
ting it as the abode of Jivatman, i. e, the transmigratory soul, and he 
therefore interprets the conjunctive ca (and) as indicative of other i:;laces 
such as space etc. which also is considered to be the abode of Brahman, 
the absolute Being. Perhaps he, being a ved"ilntin, identifies cetana with 
Brahman, and therefore feels that heart should not be considered as the 
only abode of sentience. Therefore, he maintains that heart is the 
abode of the manifestation of Brahman, the absolute Being. One can, 
however, cut across the philosophical implications by taking into account 
the next verse along with this one. If so read, it is obvious that the 
word cetana of the text is not used here in the sense of caitanya, i. e., pure 
intelligence, but has been used in the sense of consciousness. But this too 
must be taken metaphorically for consciousness being intangible can hard· 
ly be located anywhere in the body with justification. But neverthele,s, 
consciousness works through the brain, which is controlled by the heart. 

4 . Cf., Sufruta Sa. Stha. 5. 7-8. 
I. Prasanna, means clear in the sense of clean and pure. 
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That (intelligent principle) being enveloped by dark­
ness\ it (the heart-lotus) closes ( upon itself) and the a(ma!l 2 

(the spirit) sleeps; it (atman) awakens, while that (the 
heart) opens up. (83d-84b) 

It seems that the whole expression is metaphorical. Heart is the 
centre of the physical body, and as such it is used as the symbol for the 
centre of consciousness, which is the ego or the soul. lvlan, here, .is 
conceived to be the complex entity : spirit-soul-body. Spirit being the 
divine element in man, the Atman which is not different from Brahman, 
the absolute; the soul is thejiviitman, the embodied self, subject.to tra1:;.s­
migration. The heart-lotus is the symbol of self-consciousness. There• 
fore, when the spirit is clouded by inertia (tamas) the heart-lotus closes 
its petals upon itself and the spirit, i.e., the intelligent pdnciple ceases 
to operate, and is thus said to be asleep. Conversely, when inertia is 
dissipated, the spirit awakens into self-consciousness and the heart-lotus 
is opened up. 

'K' interprets this in terms of Vedanta (absolutistic). He explains 
the phenomenon of sleep as explained in the text as follows: ' 'rThe 

intelligent principle being enshrouded by the darkness of beginningless 
ignorance, when the heart-lotus closes, then the l!tman, the soul (i . e., 
the self-conscious being, the jiva) sleeps; and when that lotus opens up, 
the jlva, the self-conscious being, awakens and feels 'I am'." It is 
notable that in this verse 'K' interprets "il tman asjfva. 

After giving the above interpretation, he then gives the substance 
in the following manner : "In the state of self-conscious existence due to 

I. Inertia. 
2, 'K' interprets it as jiva, here. 
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Sleep is twofold, dreamful and dreamless : when the 
external senses are withdrawn into the heart and the mind 
remains awake, it is said to be dreamful; but, if the mind is 
withdrawn unto praTJ,a3 (the vital breath) then it (the sleep) 

the beginningless ignorance with regard to the real nature of one's 
being, the individual obtains in the conditions of the waking state, the 
dreamful state and the dreamless sleep state under the respective names 
of visva, taijasa and p,Jjna. 

This elucidation, enlightening as it is, is technical as well. The 
purport is that Life-es~ence or the absolute Being, in the state of 
individuated being lives under the influence of beginningless ignorance 
in the three conditions of consciourness technically called visva, taijasa 
and prctjna, that correspond to the waking, the dreamful and the dream­
less sleeping states, Ignorance is nothing but the self-imposed limitation 
of personality complex, and the three states roughly correspond to the 
conscious, the subconscious and the unconscious mind of modern 

psychology. 

What is the distinction between the dreamful and the dreamless 
sleep? Because, apart from the waking state of the consciousness, these 
are the two other states. The author explains that in the dreamful 
sleep, energy or attention is withdrawn only from the external sense, but 
the mind keeps awake, a part of the brain is actively functioning, i.e., 
the thought process keeps on going resulting in dreams. Thus, in the 
absence of the sense perception, the thoughts are the only objects of 
consciousness, and the distinction between the ideal and the actual form 
of objects is lost to it. That is why dreams are as real in the dreamful 
state as the physical world is during the waking state, and therefore one 
cannot be said to be more real than the other with reference to its 
consciousness, 

The dreamless sleep is caused by the mind being dissolved, i .e., 
withdrawn, unto pra,;.a (vital breath). One can quite understand that 
in the deep sleep the mind is withdrawn, but that it is withdrawn unto 
pra,;.a is a paradox. The Vedanta speaks of five vestures, viz., the physi­
cal (annamayakosa), vital (pril,;.amayakosa), mental (manomayakosa), psychic 
(vijiiilnamayakosa) and blissful (anandamayakosa). In this scheme the 

mind which pertains to the mental vesture is subtler than pra,;.a (vital 
breath). Therefore, it is not intelligible how a subtler entity can be 
dissolved in a grosser one, for usually the case is contrary. 

3. It is temporarily dissolved in pra f!a which is not the physical 
breath only. 
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becomes dreamless or the deep sleep state of the individuated 
being4

• (84c-85) 

That the atman
5 

sleeps, is so believed for it dissolves 
itself6 unto Paratman 1

• (86ab) 

7. The nine canals (srota-s) : 86c-87 

The embodied human beings are provided with nine 
canals (srota-s) for the elimination of bodily impurities; viz., 

The statement of the author can po,sibl y be understood in the 
sense that even while the mind is not functioning in deep sleep, the 
vital breath does function, a ncl therefore the mind can be said to dissolve 
in it. Or, alternatively, the dissolution of the mind may be understood 
in the restricted sense of self-consciousness only, which is related to 
sense perception and body consciousness, which may not be very 
satisfactory. 

The phenomenon of sleep is elucidated in a few words here on the 
basis of semantics. The Sanskrit expression for, 'the principle of intelli­
gence sleeps', is 'svapiti'. The author raises the question as to why the 
atman is said to be sleeping, and he answers-''svamapuai) paratmanam'', 
i. e., because it dissolves itself, discards its self-imposed limitations and 
thereby merges into the supreme Being; and this he does by explaining 
the meaning of the word 'soapiti', semantically. 

Apart from the semantics, the idea expressed is very simple. 
Atman freed from the limitations of Jiva!va becomes one with the 
Paramatman; in other words, the spirit freed from the limitations of self­
consciousness is united with the supreme Deity; and this process exhi­
bits itself, in the phenomenon of sleep. This however, signifies a 
temporary release. 

4. Self-conscious living organism, i.e., jiva. 

5. The principle of intelligence involved in a self-conscious 
being. 

6. 

7. 

Actually what is dissolved is the limitation caused by se1f­
consciousness. 

The supreme Deity, the absolute ' Being. 
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ears, eyes, nostrils, mouth, anus and urethra; but the females 
have three more; two breasts (milk channels) and the one 
that carries off the menstrual discharge. 

8. Plexuses, clusters, fleshy bands and sutures : 88-89 

There are in all sixteen plexuses1 situated around 
bonesJ ligaments, veins 2 and flesh; six clusters8 -two in the . 
hands, two in feet and one each in the neck and penis; four 
fleshy bands4 on the two sides of the backbone; five sutures5 

in the head, one in the tongue and one in the genitals. 
(88-89) 

Susruta speaks of four kinds of plexuses, i. e. j ala-s, viz. muscular, 
vascular, Iigamentous and bony. One each of the four kinds is found 
about each of the wrists and the ankles. All the four kinds of plexuses 
intermingle and cross one another to form a network. The wordjala 
literally means a network and the whole body is a network of plexuses 
as it were (cf., Sl!.. Stha. 5.11). 

I. J"ala-s : cf. Sufruta Sa. Stha. 5. l I. 
2. Sir'lJ. of the text here means any tubular vessel such as vein, 

artery, nerve, etc, 
3. Kurca (lit. a brush), the clusters or groups may be made up of 

muscles, bones, vessels and ligamentous structure ( cf. K. K. 
Bhishagratna, p. 162). 

4. Mo.msarajju are muscular cords originating from either side 
of the spinal column. These are identified by Ghanekar (cf. 
Vol. 2, p . 145) with Longissimus, Spinalis and Ilio-costalis. 

5. Bhishagratna d efines sivan'i as the central tendinous band which 
looks like a structure from which the muscles on the either side 
arise. Ghanekar names the sutures as, metopic suture, coronal 
suture, lambdoid suture, sagittal suture, squamosal suture and 
rephe of the scrotum and anococeygeal raphe. 
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9. Bones, their number and types : 90-92b 
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The group-units 1 of bones are believed to be fourteen 
or eighteen. The total number of bones in the body is three 
hundred and sixty. (90) 

The sages have classified the bones into five types, viz., 
valaya, 2 kajJala8

, rucaka4
, tarut;1a 5 and nalaka6 • (91) 

According to iJ.yurveda the total number of bones in the body is 
three hundred and sixty; but according to the works of surgery, i. e. 
Sufruta etc. there are only three hundred bones in the whole body (cf. 
Susruta Sa. Sth:1. 5.17, where it is said that, "One hundred and twenty 
bones are to be found in the four extremities, one hundred and seventeen 
in pelvis. sides, back, chest and abdominal region; and sixty-three are 
located in the neck and the regions above that."). 

Susruta mentions only fourteen group-units, i. e , the collections 
of bones which are found in the two ankles, the two knees and the two 
groins, the two wrists, two elbows, two axillas, one in cranium and the 
other in the sacral region. 

I. Sarhghata is a collection with integrity, i. e., a group working 
as a uuit. 

2. Valaya type includes bones found in the palm, foot, sides, back, 
chest and the abdominal region. 

3. Kapa.la type includes the bones situated in the knee joints, 
shoulders, hips, cheeks, palate, temples and the cranium. 

4. Teeth form the rucaka type. 

5. Taru,:ia type includes the bones in the nose, ears, throat_and 
the socket of the eyes. 

6. Na/aka type of bones, as their name implies, are all the remain­
ing ones of the cylindrical shape. 

cf. Susruta Sa. Sthll. 5.21 a'nd Bhishagratna, PP· 165, 166 
for further details. 
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Dhanvantari, 7 however, has spoken of only three 
hundred bones. (92b) 

J 0. Bone joints, their number and types : 92c-94b 

As pointed out by the sages, the joints are two hundred 
and ten in number, classified into eight types, viz. koraka 1

, 

The other four group units of bones are-one above the sacrum, one 
above the chest, one at the junction of the thorax and abdomen, and 
one at the acromial end of the scapula (cf. Susruta Sa. Stha. 5.15.16. 
Also see p. I 63 Bhishagratna). It is notable that Sufruta concedes that 
other authorities count four more sarhgh"llta-s. 

Obviously the joints enumerated here refer to the joints of the 
bones. These are divided into two classes by the modern medical 
science, viz., immovable, i.e., synarthrosis and movable, i .e., diarthrosis. 
The names of the various types such as kora etc. are indicative of the 
shapes they resemble, and their respective significations are elucidated 
in the notes. The particular joints of the body covered under each type 

are as under : 

I. Koraka-joints in the fingers, wrists, ankles, knees and elbows, 
2. Pratara-joints in the neck and the spinal columns. 
3. Tunna-sivani-joints found in the kap-ata bones of pelvis and 

the forehead. 
4. Ulukhala or Udukhala-joints in the axilla (i.e. the shoulder 

joint, in the teeth and in the hips). 
5. Si!.mudga-joints in the region of the anus, vagina, shoulders 

and hips. 
6. Mai1¢ala-joints around the heart, throat, eyes and kloma. 
7. Sankhavarta-joints in the bones of the ears and nostrils. 
8. Vayasatutiefa-joints on either side of the cheek bones. 

7. An ancient authority of Indian medical science. 
I. Koraka, lit. means hinged or lap-shaped. 
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pratara2
, tunna-sivani 8

, ulukhala4, samudga5 , ma1pjala6 , saflkha­
varta 7 and vayasatutJ(/.aka8

• (92c-94b) 

11. The number of other joints : 94cd 

The joints of muscles, sinews and veins are considered 
to be two thousand. (94cd) 

12. Ligaments1
: 95-96 

There are nine hundred ligarnents 2 cla5sified into four 

(cf. Susruta Sa. Stha. 5. 28·12, Bhishagratna, p . 167, Vol. II and 
Ghanekar, p. 168, Vol. II.) 

The eight types of the joints have been classified by Ghanekar in 
consonance with the modern medicine as under : 

Gala, i.e. 
movable 

Acala i. e, 
immovable 

Kora .................. Pivot 
Saddle 
Condyled 

Hinge 
Vayasatur;cf.a ... .... . . Arthrodia 
Pratara... .. . ... . .. . . . Enarthrosis 
Uliikhala or 

Udukhala ... ... ... ... Gomophoses 

Tunna-Sivani Sutures 
S(J,mudga... ... ... ... Amphiarthroses 

2. Pratara, lit. means a raft. 

Diarthrosis 

Synarthrosis 

3. Tunna-ifvanf means seam-like or dove-tailed. 
4. Ulukhala suggests the shape of ball and socket. 
5. Samudga is like the back of the palm, ' 
6. il1awJala, lit means a circle or circular. 
7. Sankhavarta indicates the involutions of a conch-shell. 
8, Vayasatutirf a means the crow-back: 

1, 2. Snayu is roughly translated as ligament in this context. 
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groups, viz., pratanavati 8 sufir1i4 ka1;uJara 5 and Prthula. 6 Just 
as (the planks or) a boat being tied together by many faste­
nings become strong enough to bear a huge burden (floating) 
on water, so also ( the joints of) the body being fastened by 
the ligaments (becomes strong). (95-96) 

The four groups of the snltyu-s correspond to ligaments, sphincter 
muscles or valvular bands of muscles, tendon, and flattened or ribbon­
shaped tendons or aponeuroses as stated by Ghanekar (Vol. II, pp. 158. 
159) and Sufruta (Sa. Stha. 5.38-40). 

In A_yurueda the word snltyu also means a muscle, obviously the 
number 900 includes ligaments, tendons and aponeuroses along with 
some of the muscles. The word generally means fibrous tissue. So 
the word sniiyu has only loosely been translated as ligament, The four 

types of ligaments are elucidated as under : 

I. Pratanauati type : The ligaments of the four extremities and 

2. Suiira 

3. Kawf.ar'{J. or 

Vrtm 

4. Prthula 

" 

,, 

,, 

their joints. 

The ligaments of stomach, intestines and the 

bladder. 

All the large ligaments. 

The ligaments of the chest, back, sides and 

head. 

The function of the ligaments is explained by the analogy of a 
boat. The many planks by themselves cannot serve the purpose of 
a raft, but when they are joined together and tied to form a boat they 
become strong enough to carry a certain load across a river; similar! y, 

the various parts of the body when fastened together by the ligaments 
render the body strong and movable. Such is the importance of the 
ligaments (cf. Bhishagratna, pp. 168, 169 and Sufruta Sa. StM. 5.30-36). 

3. PratiJ.nauati lit. means ramifying or branching. 

4. Suiira lit. means hollow. 
5. Ka1J.rf arlJ. lit. means a cave and i3 suggestive of a cylindrical 

form; howe·ver the other name for it, viz., urtrn implies a 

round or a ring shape. 
6. PrthullJ. is derived from prthu which literally means thick or 

broad. 
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13. Muscles: 97-100 
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The sages speak of five hundred muscles in the body, 
while there are twenty more in case of women, i.e., ten in 
the two breasts that grow in youth and ten of the vagina, 
two spreading outwards1

, two inside it and three in the 
vaginal canal. (97-98) 

The vaginal canal is in the shape of a conch-shell with 
three involuted turns 2

, at the last of which lies the foetal 

Five hundred muscles in the body along with twenty extra of 
women make five hundred and twenty which may be compared to five 
hundred and nineteen of the modern medical science. Regarding the 
twenty extra muscles of women, Bhishagratna writes on Susruta (Sa. 
Stha . .5. 42-43): "Females have twenty extra muscles; ten muscles are to 
be found about lhe two breasts,five in each,which attain their full growth 
during puberty; four muscles are present about the parturient passage; 
and of these (four) two are about the external and two in the internal 
orifices(of the vagina), three about the region of the OS, and three about 
the passages of the ovum and the sperm." This makes the situation clear. 
The last three of these are mentioned in the next two verses. 

The uterus is like a muscle resembling rohita fish in shape. Susruta 
(Sa, Stha. 5. 56) says that uterus resembles the mouth of the rohita fish. 
It seems that our author too has adopted this idea from Susruta and if 
so, then 'matsyasya' of the text may better be read as matsya rya, signify­
ing, not "of the resemblance of" but, "resembling the mouth of" the 

l. These two constitute the sphincter vagina (cf. Ghanekar on 
Sufruta Sil. Stha. 5 55, 56)) 

2. Avarta of the text literally means a whirlpool. 
* Ad. ed. reads ~<raro 
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bed 8 resembling the fish called 1ohita4 in-between the gall­
bladder and the intestines. Three5 (muscles) are known as 
the coverings ( of the uterus) serving for the entrance of the 
ovum and the sperm. (99-100). 

14. The number of arteries and veins : 1 1 

The number of arteries and veins (in the body) is 29, 
50, 956. (101) 

rohita fish. The mouth of the rohita fish is said to be narrow at the 

mouth and expanded at the end. 
The description of the vaginal canal is compared by Ghanekar 

with the account given in Gray's anatomy "Tl1e vaginal canal like the 

shape of a conch ·shell is constricted at its commencement, dilated in 
the middle and narrowed ne::ir its uterine extremity (Ghanekar, Vol. II, 
p. 161 commenting on Sufruta 5.55-56). 

He further says that there is nothing like the whirlpools in the 
constitution of the vaginal canal but its inner layer of skin is marked 
with ridges, 

The word stril denotes veins, nerves, arteries and lymphatic vessels. 
Our author however is dealing wi1h the arteries SPparately in the subse­
quent few verses. Susruta (Sa. Stha. 7.2) _straightaway speaks ofseven 
hundrt-d sirll·s, therefore the ten primal siro-s are peculiar to our author 

who sub;equently mentions that these ten branch off into seven 

hundred. Susruta who also speaks of dhamant-s, i. e., arteries later, 
describes forty principal sirii-s of four types viz., ten vayu (wind)-carry­
ing, ten pitta {bile)·carrying, trn conveying kabha (phlegm) and ten 
blood-carrying, which are respectively identified by Bhishagratna 
(Vol. II, p. 192) as nerves, veins, lymphatic vessels and arteries. Some 
people, however, interpret sirii.-s for veins and dhamani-s for arteries. But, 
one cannot really make such a sharp distinction, for the two terms are 
sometimes used indiscriminately. 

3 . Garbhasaya, according to Ghanekar, also means uterus, but 
here it is the foetal cavity that is indicated. 

4. Matsya-sya of the text may be read as matsyasya-sadrli in view 
of the above comments. 

5. These are the three remaining out of the ten spoken of above 
(Verse 97-98 ante). 
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15. The number of major and minor vessels of vital essence: 
102-1056 

There are ten primal (blood-vessels) carrying the vital 
essence abiding in the heart. ( 102 ab) 

Spaced from two fingers1 and a half to a barley2 corn 
and a half, when the capillaries spread to branch off like the 
leaf-veins, then they number seven hundred. (102c-103) 

Of these, 3 two veins that cause speech and two causing 
the perception of tas le are located in the tongue; two in the 
nose for the perception of smell and two in the eyes causing 
the winking ( of eyelids); and two pertain. to the ears, carry­
ing sound (waves) as declared by Dhanvantari4

• (104-105b) 

The ten primal-tubular vessels springing from the heart are 
interspaced at the length of two fingers and a half, to begin with; and 
gradually they branch off into narrower and finer tubular veins etc,, 
spaced at the length of a barley and a half. Thus finally the sirll-s are 
counted to be seven hundred in all as mentioned by Sufruta, according 
to whom they spring from the navel region. 

I. Angula is equal in length to eight barley corns. Twelve 
angula-s make a vitasti (a span) and twenty-four angula-s make 
for a hasta (a cubit). 

2. A measure equal to one-sixth or one-eighth of angula (i. e0 , the 
finger breadth). 

3. Perhaps, of the ten primal ones. 
4. The divine physician considered to be the father of Indian 

medicine. 
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16. The arteries carrying lymph-chyle (rasa): 105c-l 13 

The arteries carrying lymph-chyle (rasa) are known to 
be twentyfour and like a field nourished by channels of 
water, the body (fed by them) also grows. (105c-106b) 

These (arteries) are so rooted around the umbilicus1 

as the spokes fitted into the hub of a wheel. (106cd) 
Susruta (Sa. Sthi:i.. 91.92) refers to several authorities who empha• 

sise that no arbitrary dis1 inctions should be made between sira-s (veins), 

I. This refers to the state of emhryonic b0dy during the period 
of gestation, since the allantoic arteries and the umbilical 
veins subserve the purposes of nutrition, excretion etc. reflect­
ing the rudimentary vascular system. After the birth, the 
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( Of these) ten proceed upwards, ten downwards and 
laterally. The upward coursing (arteries) reaching the heart 
ramify into three (branches) each. 8 (Of these) two each 
respectively conduct wind, bile, phlegm, blood and lymph­
cycle (rasa); two each respectively perceive the sensations 
of sound, form, taste and smell, two each respectively cause 
the activity of speech, hearing, sleep, awakening and crying; 
and two go to produce semen in men and milk in women 
(107-109). 

The down-coursing arteries8 are also threefold and 
separately function in and around the intestines. 4 The first 
ten function with respect to wind etc. on the above lines5 , 

two carry digested food on liquid base, two each respectively 
release water6

, urine, semen or the ovarian discharge of 
women, two are channels 7 (srota-s) while two others attached· 

dhamani-s (arteriers) and srota-s (channels) since these are all modifica­
tions of the original sira.s (tubular vessels). But, however, he does not 
agree with this opinion, holding that these different terms denote diffe­
rent functions performed by the sira-s, However, he too admits that 
signification. 

The up-coursing thirty dha man'i-s perform the function of preserving 
the integrity of the organs of the upr,er portion of the body, i . e., ab0ve 
the umbilicus, such as stomach, the sides and the back of the chest, the 
neck, shoulders and the arms (cf. Bhishagratna, Vol. II, p. 210 on 
Susruta Sa, Stha. 9.4). 

The blood vessels (dhamani-s) sustain and maintain the integrity of 
the lower body, i.e., such parts as the intestines, the waist, the genera­
tive organs, the anus and the bladder. 

arteries are connected to the heart (cf. Ghanekar, Vol. II. 215 
and Bhishagratna, Vol. II, p. 209). 

2. When each of the ten up-coursing arteries ramify into three, 
they make thirty in all. 

3. Again the word artery is a loose translation of siri! which 
generally means a blood vessel. 

4. Pakvi!saya of the text obviously refers to the small intestines. 
5. That is, two serve to carry flatus (wind), two carry bile, two 

phlegm, two blood and two lymph-chyle. 
6. Toya going into the bladder becomes urine. 
7. These two channels are not clearly related to any function. 

Bhishagratna, relates them to t~e ~onthly course of women 
(cf. Vol. II, p. 2Il on Susruta ~a. Stha. 9.6). 

6 
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to the large intestines discharge the faecal matter. Eight (of 
the arteries) exude 8 perspiration. (110-l 12c) 

The lateral-coursing vessels ( arteries) are considered to 
be countless. Their external orifices open into the pores of 
the skin 9 for exuding perspiration, and also through them 
are entered soothing nutrients, the effects of anointment and 
unguents. (113d-l 13) 

17. The vital parts (marmasthana·s). (l 14ab) 

The vital parts1 constituting the life spots ( of human 
organism) are known to be one hundred and seven. ( l l 4ab) 

18. Hair on the body, beard and the head : l 14c-l 16a 

The hair on the body are 3,50,00,000; the hair of the 
beard and the head are 3,00,000. The combined total 

Compare this with Susruta (Sli. Sthli. 9.8) who speaks of four 
latera l-coursing dhamani-s ramifying into thousands. The dhamani-s 

are porous by themselves and they transport Iymph-chyle through their 
pores to the entire body (cf. Sufruta Sa. Stha. 9.9). 

8. According to Sufruta (as quoted above) these eight convey 
the perspiration to lateral-coursing veins. 

9 Romnkupa lit. means the root(s) of the hair on the body, i.e., 
the pores into which the hair are rooted. 

l. Marma is defined 'mll.rayantili marmll'}i' (J;)alhaJJ,a), i.e. 'Those 
parts that (tend to) cause death; in other words, those vital 
parts which when injured cause the collapse of the entire 
organism.' The concept ofmarma is unique to Ayurveda. In fact 
there are many such concepts that can hardly be rendered into 
English lQ t~rms of modern anatomy. 
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number of the channels, veins, hair of the beard, on the 
head and on the body is .'.J4,67,50,000. (ll 4c-116a) 

19. The measure of fluids in the human body : ll6b-118 

Now we are to describe (the measure of) the acqueous 
element1 (of the body). Ten aiijali-s 2 of water, nine of 
lymph-chyle, eight of blood, seven of faecal matter, six of 
phlegm (or mucus), five of bile, four of urine, three of muscle 
fat, two of fat, one of bone marrow, half an anjali each of 
head marrow3 , colloidal vital4 essence and seminal fluid. 

(116b-119) 

Srota-s ordinarily signify tubular structures in · the body such as 

ducts, blood vessels and capillaries. This word illustrates another such 
concept which does not easily lend itself to be translated precisely. 
Our author does not write much on the marma·s and the srota-s, and 
therefore, the temptation to give detailed information on these topics on 

the basis of Susruta is well restrained. 

I. The acqueous element is found (i) associaled with faecal matter, ' 
(ii) in the outer skin, (iii) below the skin and (iv) exuding 
from hair follicles, viz., perspiration. 

2. Measure equal to the cavity formed by joini'ng one's two hands ' 
in a cup-like fashion. · · 

3. Siromajjll. of the text. Cf. Caraka Sa. Sthli. 7.15, who identifies 
it with brain (mastiska ). 

4, Slefmasara of the text, 
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20. Concluding remarks: 119 

Such has been the brief treatment of the sub-organs. 

The enlightened ones interested in a detailed study may refer 

to our work entitled "AdhyatmaDviveka". (119) 

As it has been stated earlier, S1irngadeva was himself a qualified 
doctor and wrote another work referred to above on anatomy and 
medicine. But this book is probably not available today. Here he 
completes his treatment of human embodiment. 

It has been noted (vide our comments on I ante) that S1irada­
tanaya, a contemporary of our author has quite independently and 
very briefly dealt with human embodiment in the context of geya­
samutpatti (the creation of music), It will be interesting to take a 

comparative view of the manner of their treatment of the subject and 

to discover the difference in the point of their emphasis. 

Saradatanaya deals with the following topics in his exposition of 
geya-samutpatti which obviously determines his approach and relative 

emphasis: 

"Announcement for expounding geya, music--the thirtysix ele· 
men ts of creation-the creation-the entry of the knowing self into the 
womb-the genesis of human embodiment- description of the body 

produced from the womb, classification of prllrJa-s, their place and 
, function-the ten gross naefi-s of the heart-their bifurcation into 700 

n"lJefls and so on." (cf. Bhavaprakasanam, pp. 180-184-Baroda Ed.) 

A similar number of subjects related to human body is dealt with 
in conjunction with the production of sound. A list of these subjects 
will be given in Section three (8c-9), although much of what is said by 
him is also relevant to the next topic of this Section, viz., "Genesis-The 
Psvcho,physical Viewpoint" , bu t all the sa me he does not explicitly deal 
with the psycho-physical centres of the body. 
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D. Genesis : The psychophysical viewpoint. 

(i) Ten cakra-s (psychophysical centres): 120-145b 

l. Adhara-cakra and kur;.¢alini : 123-122b 

85 

Situated in-between1 the anus and the genitals is the 
basic psychic centre called the 'foundational cycle' (adhara­
cakra), a four-petalled lotus as it were. The petals named 

Six psycho-physical centres are conceived in the astral bociy of 
man by certain schools of Yoga, specially, the kutJ,rjalinf-yoga, the mantra­
yoga, the raJa-yoga, etc. These function as the. centres of consciousness 
at various planes and concentration and control of one or many of these 
centres b(:stows enormous psychic and occult powers. However, the aim 
ofyoga is to train the mind to concentrate upon and penetrate through 
all these six psycho-physical centres and thereby to attain complete 
master y over the physical and the astral body and freedom from the 
limitations of mind and ma tter. 

The first centre spoken of in this verse is named miillJdhlJra, which 
literally means the basic support, the foundation. Here at this centre 
the kinetic energy is said to be asleep in a static mood and it can be 
aroused through medita tion. The four-petalled lotus spoken of in the 
text is a symbolic expression used as a n a id to medita tion on the centre , 
wh~n the slumbering energy is a wa kened, it r ushes through the spinal 
cord to the next higher centre at a terrific ~peed, and the aspirant finds 

I. Corresponding to the sacrococeygeal plexus. 
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zsana etc. 2 , are invested with the 
spontaneous happiness, heroic joy, 

fruits of supreme bliss, 
and the divine unity 

respectively. (120-121) 

In the centre of the foundational cyc1e 8 lies the crea­
tive4' power of the supreme Being5 called ku1pJalinz 6 , which 

himself uplifted to a different plane of consciousness with a different 
perception and value judgement. 

Here the value of concentrating separately, i. e., individually upon 
the four respective petals of the symbolic lotus is expressed in different 

kinds of bliss. This concept seems to be peculiar to Sang"itaratnlllcara and 
'K' suggests that it relates to the position of the embodied consciousness 
( the transmigratory soul) in this ca/era at the time of birth. This will be 

elucidated later (vide comments on .40-l41b). It is not possible,nor 
perhaps advisable to elucidate the whole symbolism of the kurp/.alini-yoga 
here but the underlying idea can be summarised in the following way : 

Letters of alphabet (i. e. Devanagari script in this case) are inscri­
bed on the petals of the lotuses of the various centres. The letters so 
assigned represent symbolically the particular mantra and the presiding 
deity of that mantra, and thereby are the potential sources of the power 

inherent in those deities. These powers can be invoked by meditation. 
In this general background, it may now be noted that the four petals of 
the foundational cycle have the letters va, sa, fa and sa assigned to them. 
Furthermore there are great many details regarding the colour, t he 
predominant element etc. of the various cycles with which we need not 
concern ourselves here, except in a general way. 

2. The names of the other three petals are iigneya, nairrta and 
vayavya. In this respect K. R. informs as under : 

•'From the front clock-wise are the four points, namely 
east, south, west and north, and four intermediate points, 
namely,south-east,south-west.north-west, and north-east. North 
east is ihtna (the position presided by Siva). The other three 
points in order of the fruits described are south-east, south­
west and north-west." 

3. The lidhara pankaja of the text. 
4. Brahma-salcti of the text. 
5. Brahman of the text. 

6. Ku,y4alini literally means coil~d up, curved, zig-zag like a 
serpent; that is perhaps why Sir John Woodroffe called it the 
serpent Pow~r !(umaraswmij~ of Tapovana, Dha~war, des­
cribes kurief.alini m the followmg words: ''Kur;.ef.altni is the 
residual power, the power left over after the production of 
the body when it coils itself around the svayambhu linga that 
is, the conus medullaries" (cf. Chakra Vol. III, 1971, p. 112), 
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in the event of being unfoJded 7 bestows immortality. 8 (121c-
122b) 

2. Svadhirthana-wkra : 122c -121 b 

Situated at the root of the genitals is the six-petalled 
lotus, the psycho-physical centre called 'self-abiding cycle' 

The creative power of the supreme Being, of Brahman, the kinetic 
energy, the sakti of Siva and the mil ya of Brahman, the i;ower of creating 

appearances, is stationed at the root of the spinal column. Ordinarily 
this energy lies curved into a coil (i. e., three rounds and a half ) and 

that is why it is called kur;(jalinL But by concentration and meditation 
its coils are unfolded and in that event it rushes up the spinal cord to 
the upper cerebrum and reaches the mystic cerebral aperture (brahma• 
randhra) and this results in enlightenment, an experience of timeless 
being which is immortality. 

Thou~h it may be a matter of greater detail, yet in the context 
of this verse it may be pointed out that according to the $a{cakra­

niru.pa,ya the foundational cycle is the place where the female principle 
represented by a triangle, the yoni known as traipura is located, and in 
this triangle is set the m;i le principle represented by the svayambhu (lit. 
self-born) linga. KuT}rfalin'i. which is the creative power of the absolute 
Brahman or the energy aspect of non-relational-reality, lies coiled over 

the svayambhu. Siva-linga (referred to above) covering the entrance to the 
suiumr:il-nilrfl with her head. It is this entrance which is technically 

known as Brakmadv-o.ra (lit. the doorway to the absolute). 

The word svildhir~hiina (etyomologically analysed as "sva+adhi+ 
sthana, i. e., one's own seat) is variously interpreted. Some identify sva 

7. Literally, 'straightened' or 'uricoiled'. 
8. Literally, 'ambrosia', 
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(svadhiithana-cakra). 1 The consequent fruits 2 of ( concentration 

on) the eastern and the other petals are respectively said to 

be courtesy 8
, cruelty, freedom from pride4, stupor, disrespect 

and distrust. This is the seat of passion. 5 (122c-124b) 

with the Sivalinga, i. e. , the Para linga, the supreme one of the four 
symbolic linga-s of this yoga. Then the word svadhif{h'rlna would mean 
abode of Siva. But others interpret sva etymologically wi th reference 
to the kur;.rf.alini power, implying this cycle to be the abode of its own 
power. However, it would be rewarding if one were to have a look at 
the result of meditating on this cakra a~ given in the Sa{cakranirupar;.a 
(cf. verse 18 as translated by Sir John Woodroffe in his 'Serpent Power', 
p. 364). 

"He who meditates upon this stainless lotus, which is named 
svadhif{hana, is freed immediately from all his enemies such as the fault 
of aharizk'O.ra (ego ' and so forth etc," 

The enemies referred to are kilma, krodha, lobha, moha, aharhk'tlra, 
i. e., desire, anger, greed, delusion and ego. It is these five that are 
at the root of all self-centred activity, worldliness and sin, all that turns 
man into a beast, Thu; it is obvious that this cycle is the centre, the 
abode of the illusive power of ma.ya, the kur;.ef alini. 

The six petals of the lotus bear the six letters from left to right 
ba, bha, ma, ya, ra, and la, with a dot above (anusvara). 

l. Svlldhif~h71.na literally means self-supporting. This centre 
corresponds to the sacral plexus in the physical body. The 
specific power developed through meditation on this centre is 
transcendence of the sex-consciousness, 

2. The underlying idea seems to be that specific qualities are 
developed through concentration on different petals. These 
qualities are 111ental dispositions of various colours. 

3. Courtesy is thus developed by meditating on the ea.stern petal 
and so on. 

4. Lit. destruction of pride. ' 

5. When ku,yrfalini is released from this centre and is pushed up 
in the next higher one described subsequently, control with 
regard to sexual power is gained. 
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3. Ma1J.ipuraka-cakra : 124c-126b 

The ten-petalled lotus, the psychophysical centre called 
the 'navel cyclen (maTJ,ipilraka cakra) is located around the 
navel. The results A.owing out of (meditation on) the eastern 
and other petals respectively are: dreamless sleep2

, craving, 
jealousy, fault-finding nature) bashfulness, fear, hatred, 

stupidity8 , impropriety and dejection. This centre is the 
seat of a particular pra1J.a called bhanu4

• (124c-126b) 

Mal'),ipura or manipuraka-cakra is also called nabhi-padma, i. e., the 

navel lotus as it is located around the region of the root of the navel. 
That is why it bas conveniently been named as the 'navel cycle'. The 
name mar;.ipura is explained in a round-about way. It is said in the 
Gautamiya Tantra (cf. Serpent l; ower, p. I I 9) that owing to the presence 

of the fiery tejas (brilliance) this centre is lustrous as a gem (mar;.i) and 

so it is called ma T!,ipura. 
It is suggested by Sir John Woodroffe that the gross body is evolv­

ed out of the power involved in these three centres. The higher centres 
are concerned with mental development, i. e., the subtle body or the 
thought body etc. During the waking state attention is ordinarily 
centred on either of these three centres (cf. Serpent Power, p. 120). 

The ten petals of the lotus of this cycle bear the letters ¢a, ¢ha, l'}a, 
ta, tha, da, dha, na, J1a and pha with a dot above (anusvlira). 
·----

I. Ma,y.ipuraka of the text indicates the abdomen. This centre 
translated as the 'navel cycle' corresponds to the solar plexus 
which forms a centre of a great function of the right and the 
left sympathetic chains pingala. and ida; with cerebro-spinal 
axis connected to this is the lumber plexus. , 

2. 'S' defines dreamless sleep as the cessation of all sensual and 
mental activity. 

3. Moha is defined by 'S' as a state of mind in which, even while 
awake one is unaware with regard to an object in the field of 
his normal perception. ' 

4. Bhanu literally means the sun. 
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4. Anahata-cakra : 126c-129b 

In the heart is located the psycho-physical centre called 
the 'cycle of the unmanifestn (anahata-cakra), with iwelve 
petals which is considered to be the place of worshipping 
lord Siva in the form of Om. 2 (l 26-127b) 

The consequences meeting the mind concentrated upon 
eastern and other petals respectively are freedom from fick­
leness, clear thinking 8

) repentance, hope, light4, worry) desire 

The anlJ.hata-cakra is the psycho-physical centre wherein manifests 

'Sabda-brahman' a concept which can best be conveyed in English by 
the expression 'the absolute manifested as the inarticulate word'. This 
centre is said to be the seat of the embodied consciousness, i. e., the 
Jwatman. Anahata nada or Unmanifest sound is associated with this centre 
which is considered to be the pulse of life, It is said in the $a/cakraniru­

par:a that one who meditates on this centre becomes a master of speech 
and gains the power to create and to destroy. This lotus is the seat of 
Siva and the residence of harhsa (the Atman, cf. verse 26). Its twelve 

I. Anahata of the text literally means unstruck, i. e., unmanifest. 
This corresponds to cardiac plexus and controls the heart. 

2. Om, properly written as aum is the sacred syllable of mystic 
value. Every vedic chant begins with Om and every mantra 
begins with Om. The three letters, two vowels combined into 
its make, 'a' and 'u' and the consonant 'm' symbolise the 
three phases of consciousness, viz. the waking state, the dream 
state and the dreamless sleep state; while, the dot given above 
it, the 'candrabindu' denotes the turtya, i. e., total Being. There 

1 are great many details about it but suffice it to note that the 
letters of Om are sym bolic. 

3. Literally, vitarka means deliberation. 
4! 'S' defines it as 'the absence of the non-perception of form'. 
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for warding off evil, equamm1ty, vanity) mental instability, 
discernment and will. 5 (127c-129b) 

5. Visuddhi-cakra : 129cd-13lb 

The psycho-physical centre with sixteen petals, called 
the 'cycle of purity' 1 (visuddhi -cakra) is situated in the throat­
larynx and is known as the abode of Bharati, the goddess of 
learning. Contemplation on the eastern and other petals 
offers the following results respectively : pra1Java 2

• udgithaS, 

petals bear lhe letters; ka, kha, ga, gha,na, ca, clza, ja, jha, jna: ta and tha 

with a dot above. 

fhis centre is situated at the base of the throat. Visuddhi-cakra is 
so called because the ego-soul having perceived the spirit-soul, i e ., the 
jivatman, the embodied consciousness having discovered the atman, the 
boundless being within, in the 'cycle of the unmanifest', the anahat(l­

cakra, gets 'purified'. Thus it is endowed with the power to perceive 

the three phases of time, viz. the past, present and future. This centre is 
considered to be the gateway to the final emancipation from all limita­

tions of consciousness. The sixteen petals of the lotus have sixteen 
vowels (from a to at) for their symbols with a dot above them. 

$a(cakranirupar:a describes the results of meditating upon this centre 

as under (cf. verse 31 as translated by Sir John Woodro:ffe in (Serpent 

Power, p. 391): 

5. Literally, ahankrti may be translated as ego. 

I. Visuddhi literally means purity. This correspond~ to the 
layryngeal plexus. 

2. Omkara is prefixed to every vedic chant, 
3. Udgitha is the second part of a SlJ.man chant which has five 

parts in all, viz., prastllva, udgltha, pratihara, upadrava and 
nidhll na, in serial order. Omkara is also used in the commence­
ment of the udgitha as we are informed by 'K'. 
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humphat4, vafat5
, svadha6

, svaha7
, namazi 8, nectar 9, the seven 

tones fa{jja 10 etc. and poison. (129c-131b) 

6. Lalana-cakra : 10lc-133b 

The psychophysical centre called lalana 1 with twelve 
petals is situated in the back of the neck. The consequences 
emerging out of ( concentration upon) the eastern and the 
other petals respectively are-arrogance, haughtiness, affec­
tion, sorrow,2 agony, 8 greed, disenchantment, emotional 

"He who has attained complete knowledge of the Atman (Brahman) · 
becomes, by concentrating his mind (citta) on this lotus, a great sage, 

eloquent and wise, and enjoys uninterrupted peace of mind. He sees 
the three periods and becomes the benefactor of all, free from disease 

and sorrow and long-lived, and like hariisa, the destroyer of endless 

dangers." 

The lalaniJ·calcra, though well-recognised, is not counted among the 

six main psycho-physical centres in the body demonstrated in such 

4. Humpharf is a non-inflectional syllable uttered while pouring 
an oblation into the sacrificial fire. 

5,6,7. These too are similar syllables a5 hump!za~. 
8. Namah lit. salutation. 
9. The ambrosia. 

10. The names of the other notes are rtabha, gandhara, madhyama, 
pancama, dhaivata and niiada as we shall come across further 
in the text. 

I. This word has not been translated, for it is not found worth­
while to do so in this case The word literally means a woman, 
a wanton woman or tongue and it seems t he word cannot be 
significantly interpreted in any of these terms. So the word 
ha~ to be accPpted as a technical one. 

2. 'S' defines soka (sorrow) as misery caused by known factors. 
3. And he ('S') defines kheda (agony) as misery due to unknown 

causes. 
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excitement, the basic urge for living, 4 devotion, 5 satisfaction 
and cleverness p3lc-l 33 b). 

7. Ajna-cakra: 133c- l 34 
The psycho-physical centre called the 'cycle of supreme 

commandn (ajna cakra), having three petals is locate<l in­
between the two eye-brows. The results of (contemplating 
upon) the various petals respectively are the manifestations 
of the three gur.ia-s-sattva, raJas and tamas2

• ( l 33c-1346) 

standard works as ~a(cakranirupar,ia. This centre is also called kala-cakra 
by some writers and is located at the root of the palate. 

Ajna-cakra is so called because it is said that the ajna (command) 

of the guru, the supreme preceptor is obtained directly by contemplating 

in the region of this centre. (cf. Rudrayamala Ch. XXVII, V. 68 cited 
by Arthur Avalon in his English translation of the $a(cakra-nirupar,ia, 
Serpent Power, p. 395-footnote 6). This cycle i5 the seat of the mind, 
of mahat and prakrti, i. e., the mindstuff (conscioumess), intellect. ego 
and will. A successful yogi, at the time of death, establishes his vital 

breath in this centre and consequently abides ia the timeless being after 
death. The two petals of this lotus bear the letters ha and /,;fa. This 

completes the garland of letters of fifty petals in all. 

4. Six basic urges for life are kaown in the Agama-s, as quoted 
by 'S'. 
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Hunger, thirst, sorrow, delusion, decay and death-these 
are the basic urges resident in the vital breath, the mind and 
the body. 

i; Sraddha also means faith, it is rather an attitude of reverence, 
faith and devotion combined with love. 

I. Ajna li terally means 'command'. Concentration oi;i this centre 
gives one the command of the body and the mind. One 
becomes the commander of one's forces, This centre corres­
ponds to the cerebellum, identified by some with the pineal 
gland, the centre of the third or the spiritual eye. 

2. These three comprehend the entire nature. 
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8. Manas-cakra : (134c-135) 
Even higher than that jg situated the psychophysical 

centre called the 'cycle of the mindn (manas-cakra), having 
six petals. The consequences attendant upon the eastern 
and other petals respectively are dreams and the palatal 
enjoyment, olfactory sensation and the perception of form, 
touch and sound. (134c-I35) 

9. Soma-cakra: (136-138) 
Over and above that1 is located the psycho-physical centre 

called the 'cycle of the moon' (soma-cakra) with sixteen petals 

Sir John Woodroffe (cf. Serpent Power, p. 155) comprehends the 
ajna-cakra and the mariaf-cakra jointly as the 'sensory motor tract' rela­

ting their functions in the following way : 
"The a.fiiavaha nil,;ii-s, efferent or motor nerves, communicate motor 

impulses to the periphery from this ajiHJ.-cakra, this centre of command 
over movements, and the efferent or sensory nerves of the special senses 
in pairs, the gandha11ahil niJ.rji (olfactory sensory),the rupavaha nilr/1 (optic), 
the fabdavaho. n/lefi(auditory),the rasavaha naefi(gustatory), and the sparsa­
vaha n'fJ.(if /_ tactile) come from the periphery (the peripheral organs of the 
spacial senses) to this mana1-cakra, the sensory tract at the base of the 
brain. The manas-cakra also receives the manovaha no.ft, a generic name 
for the channels along which centrally initiated presentations (as in 
dreaming and hallucination) come to the sixth lobe of the manas-cakra." 

Soma-cakra is not included into the scheme of the six main 
psychophysical centres, The word soma, in this context, refers to the 

I. This comprehends consciousness. The six petals symbolise five 
senses of perception and (the six.th) the mind, and the fruits 
spoken of are the five respective perceptions and ideation, the 
activity of the mind. This cycle is not included in the scheme 
of th~ main six psychophysical centres and seems to be con­
cerned with the subconscious and conscious minq. 

t. 'That' refers to manas-cakrq. 
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enshrining the sixteen phases (of the moon). The consequen­
ces, for the individual, attendant upon the eastern and other 
petals respectively are: grace3

, forgiveness\ straightforward­
ness, forbearance, detachment, patience, cheerfulness, mirth, 
horripilation 5 , tears of fixed gaze6

, stability, profundity, 
endeavour, purity of heart, generosity and one-pointedness. 
(136-138) 

1 o. ff~~QS(-~~ll_ . ..... 
=l:f'iti' ~~~q~ g ~~'{;:~ ~efltl~'! 

ff~~tll~l'{tll'{lf.«'{f+fqef ~a- ~ II ~~,n 
10. Sahasrapatra-cakra : (139) 

'The thousand-petalled lotus1
' (sahasrapatra) which 1s 

moon which is symbolic of a feeling of coolness when the wild fire of 
craving is finally extinguished by rising al.Jove the ajff,lJ. and the manas 

cakra•s, i.e., above the world of opposites, the world of relative percep­
tion and desire. Thus, this cycle of the moon is a symbol of coolness, as 
the rays of the moon are cool, refreshing and delightful, and is the 
source of altruistic sentiments and true spiritual consummation. 

The thousand petals spoken of in this lotus are symbolic of infinity. 
The sahasr'fJ.ra, or sahasrapatra i. e., the thousand-lobed centre has brahma-

2. Soma-cakra corresponds to the middle cerebrum in the physical 
body and is located above the sensoriurn. 

3. In the sense of favour 'S' defines krpa as an expectation of 
favour from another. 

4. According to 'S' forgiveness is characterised by absence of 
anger despite the cause for it. 

5. Nicaya in the compound romaiica-nicaya implies the idea of 
plurality. 

6. Dhynn-a.sru is exp'ained by 'K' as 'dhyanaj-jatam-asru', i. e., the 
tears caused by concentration of the mind with open eyes. 

1. Sahasrapatra-calcra Lit. the cycle of thousand petals of the text 
is suggestive of the metaphor of a wheel with thousand spokes. 
The concept is essentially of the cycle but this particular 
centre cannot precisely be called a psychophysical centre, 
since it is neither physical nrir psychological as it leads the 
consciousness beyond the limitations of time, space and 
causation. 
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the source of nectar 2 is located in the cerebral aperture8 

( brahma-randhra). Spilling innumerable streams of ambrosia 4, 

it nourishe-, the body. (139) 

11. Meditation of cakra-s as related to the cultivation of 
music : 

The embodied soul1 established in the ( contemplation 
of) first, eighth, eleventh and the twelfth p etals of the 'cycle 
of the unmanifest' 2 (anahata-cakra) attains proficiency in m usic 

randhra, the cerebral aperture as its loca tion. T his apel'ture is symbolic 
of void called parama zyoma or the highes t ether or in other words, the 
subtlest space (cf ~(,a{cakranirupa,ya verses 40-48) . The pu rport is as 

follows : 
"Within it is the full moon, without any spot wha tsoever, r esplen­

dent as in a clear sky. It shakes its rays in profusion, and is moist and 

cool like nectar. Inside this, ~hines the great void which is served in 
secret by all the gods." (Adapted with modifications from Ar thur 

Ava lon' s transla tion, the Ser pent Power, p. 430). 

So in the void, which is identified with bindu, parnbindu or lfvara or 
called silnya is the light which is formkss (cf. .ToQala Tantra, 6th Ullasa 
as cited by Arthur Avalon ; Serpent Power, p. 43 l ). Thus consciousness, 
when established in it, transcends time. And it is this transcendental 
consciousness that obviously is variously named as immortality, a mbrosia, 

nectar and so on. 

Now, first of all it may be made clear that 'K' has taken the view 
(vide his comments on 121 ante) that at the ti rr.e o f birth the embodied 

2. This is obviously a metaphorical expression, for n ectar when 
drunk bestows immorta lity, according to Ind ian mythology. 

3. This is the void, the space in which is proj ected the entire 
vision of life and a ction. 

4. Sudhasara of the text. T his can be interpreted to mean the 
harmony of body, mind and soul resulting from immor ta lity. 

l. J iva generally signifies a transmigratory soul embodied in a 
physical body. 

2. The anllhata, lit. means unstruck. It may once again be 
noted that this centre corresponds to the cardiac plexus. 
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etc. 8 ; while (by concentration on) the fourth, sixth a nd tenth 
of the petals one destroys one 's capacity for music etc. 
(140- 141 b) 

I n the 'cycle of puri ty' 4 (visuddhi-cakra) contempla tion 
on eight petals fro m t~e eigh~h onwards le~ds to suc~ess in 
musical arts etc. 5 , while the sixteenth petal 1s destructive for 
this purpose. (14 lc-1 42b ). 

The tenth and the eleventh p etals of the psycho-physical 
centre called lalanii bestow success (in the musical arts), while 
its first, fourLh and fifth p etals are known to be detrimental. 
(142c-1 43b) 

The embodied soul6 wh ose a ttention is focussed in the 

soul is fixed psychologically on one of the petals of t hese cycles, i .e., 
the psycho--physical centres in terms of a ttention, and according to th e 
point of attention it gains the predisposition of character as a lready 
described in the fo regoing pages. This particular ver se seems to lend 
an indirect suppor t to this view though if one were dogmatic, one may 
not yet find enough evidence for it. 

3. Gitadi lit. means ' singing' or 'song' etc., but gila or vocal 
music is basic to Indian music as it has already been m en tion­
ed. l\ll oreover, 'gHa' also is used in the general sense of music, 
sa it has been translated as such. 'S' includes instrumental 
music and dance a ~ well after the concept of sa liglta. 

4. Visuddhi lit. means pur ity. 
5. Gltadi lit. gita etc. implies vocal and instrumental music and 

dancing and may even include, dance-drama 
6. I n other word~ the 'individual organism' , which is sensitive to 

perception. 

7 
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aperture of the upper cerebrum 7 , being immersed in ambro­
sia 8 , finds fulfilment 9 and should therefore cultivate the 
musical arts10 with great excellence. (143c-144b) 

The embodied soul11 cannot in any way accomplish 
anything (worthwhile) in the (field of) musical arts by concen­
trating11 on any other petals or psycho-physical centres. 

( 144c-145b) 

(ii) Brahma-grantki : 145c-l 48 

Two finger-length above the base1 and two finger­
breadth below the genitals 2 in the space of one finger-breadth 
is the centre of the body, shining like molten 5 gold. (l 45c­
l 46 b) 

There is located a slender flame of fire at a distance of 
nine fingers from that centre4

, and it is there that the life-

7. · The brahma-randlzra of the text. 

8. 
9. 

IO. 

The ambrosia of immortality, the timeless consciourness. 
The person concerned realises the goal of individual existence 
by attaining immortality and so has nothing more to achieve 
in life and is thus free to devote himself to music etc. 
This includes vocal and instrumental music and dance. 

I 1. The individual while at the time of birth, if interested in art 
should devote himself to such of the petals as are conducive; 
that seems to be the idea. 

I. The base is the foundat ional cycle, the muladho ra-cakra. 

2. Mehana of the text li terally m eans penis, but even so the word 
is used in the general sense of sexual organ. 

3. Tapta literally means-heated, but the author is using a simile 
in order to give an idea of the abst ract. The flame itself is a 
symbolic expression for the creative power of life. 

4. It is nor clear if nine fingers is the distance from the mfJ.llJdhiJ.ra­
cakra or the centre of the body just spoken of. 'K' does not 
comment and 'S' offers both the alternative interpretations 
without a judgernen t . But it seems tha t the centre of the body 
should be the point of reference, for otherwise there will be no 
relevance for describing it 
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source of the body is found, four fingers in elevation as well 
as in extension. This 6 has been called 'brahma·granthi' 6 by 
the ancients. ( 146c-147) 

Right in its7 centre is situated the 'cycle of the umbi­
licus' 8 (nabhi cakra) with twelve spokes, and like the spider 
caught in (its own) net, yonder there wanders the self-consci­
ous being. 9 (148) 

(iii) ij!J'flTf, ~y~;:(l~tfo-r ,=er 

~,i:urq1 ~l!l'~;:~q,~)Q~q~)~fa 1 

\l(Jq: Sf TUT~ql~G°T ~iiiiqf cfiT~TfcctiT q~T I I ~ ¥ ~ 11 

(iii) Su$Um,:ta and other narji-s : 149-1636 

Mounted upon the vital breath\ the self-conscious 
entity2, through the sufum,:za keeps on ascending to the 
cerebral aper ture 8 and descending back 4, moving like a 
tight rope5 dancer. (149) 

-----
5. 'This' refers Io the life-source of the body. 

6. Literally, the knot of Brahman, i. e., the root of life force . 

7. That is, in the centre of the brahma-granthi. 

8. The nabhi-cakra, perhaps the same as mat;iprtraka with the 
difference that it has been said to have only ten petals, where­
as this one is described as having twelve spokes. 

9. The self-conscious being is the jtva; this idea or concept is 
not native to European culture and therefore is foreign to 
English tongue; that is why it is being elucidated in different 
ways on different occasions. 

l. A metaphor is used, the rope of a dancer is compared to prar.ia, 
as t he dancer ascends b y the rope; so the j !va ascends by 
prar.ia. 

2. That is, jiva 
3. This is technically known as brahma-randhra. 
4. Descending back to the base, i.,e., the foundational cycle, the 

mutadhara. 
5. This rope seems to be vertical rather than horizontal, PE:rhaps 

it has an allusion to the Indian rope trick, This simile can 
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From the life-centre6 to the cerebral aperture" the 
narJi-s8

, surrounding the sufum1J.li 9 and enmeshing the life­
centre by their network, enlarge the body by developi.ng 
their branches. (150) 

These na(li-s are in a large number; but fourteen out 
of them are important, viz., sufumva, pin.gala, irja, kuhu, 
sarasvati, gandlzari, hastfr'ihva, varUIJ,i, _yasasvini, visoodara, safl.khini, 
Pufa, payasvini and alambusa. The first three1 0 of these again 
are considered to be most significant. (151-153b) 

From verse No. 151 to 159(a) the relative position of na.<ii -s is 

described. 

also have an allegorical significance. The self-consciousness 
of the individual attains various levels of psychological bein~, 
which in ordinary people are never held steadily and there­
fore give rise to various emotions and sentiments in their 
behaviour. Through the practice of kuiujalini-yoga the mind 
is trained to concentrate on a partciular psychophysical centre 
and thereby master a particular le\·el of consciousness. But 
this again is ,1 very delicate practice, which can be well 
compared with tight rope dancing, requiring a perfect balance 
between the opposites. 

6. The life-centre is the life -source spoken of ~n verse No. 147 
ante. It is the same as brahma grant/ii. 

7. That is the brahma randhra. 

8 Narf.i-s, as already explained, are the tubular vessels. The 
whole body is a network of the na(j.i-s . But the na.41-s spoken 
of in this context have a special significance in the science of 
yoga. 

9. Su1umr;ll is the name given to the central-most nllq.i that 
proceeds from the end of the spinal column and opens ' into 
the cerebral aperture The dormant creative energy, when 
awakened in the foundational cycle, rises up along this na.r/.i. 

I 0. The first three are susum,;ll, pingala. and irj.lJ. Pingalll is to 
the right and ief.a to the left of suium,;a.. Prl1.r;a generally 
flows through these two. 
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Surumt)a is the supreme among these three; with Vig1u 
as its presiding deity, it leads to the pathway of liberation. 
It is established in the centre of the life-sourceu and is flank­
ed by irja on the left and pingalil on the right. The vital 
breath moving through irja and pingalli is called moon 12 and 
the sun18

, for they determine the movement of time14 ; but, 
SUfumt)li destroys16 time. (153 c-1556) 

Sarasvati16 and kuhu are on the either sides of surumva. 
Gandhari and hastijihva are respectively situated behind and 
in front of it)a; whileptzfli andyasasvini are similarly17 situated 
with respect to pingala. (155c-156) 

Visvodara lies in the midst of kuhu and lzasty.ihva, and 
varmfi likewise is in the midst of kuhu andyasasvini. Payasvini 

The psychophysical view of genesis presented by the author, point­
ing out the different psychophysical centres and their relation to music 
ends here. An analytical study of this relationship is presented in 

appendix II. It may, however, be observed that Saradatanaya, a con­

temporary of, but somewhat anterior to Sari1gadeva, provides us the 
rudiment~ of the hypothesis incorporating this relationship. He relates 

the seven tones to seven different places located in the body (cf. our 
comments on 8-9 of Section 3) right from the Brahmagranthi. These 

places roughly correspond to the psychophysical centres. It can, therefore, 
be concluded that the line of thought linking musical sound ('{J.hata n'{J.da) 

to the yogic experience of an'{J.hata-n'{J.da already existed in his time. 

11. That is, the brahma-granthi in the centre of the body. 
12. Candra of the text. 
13. Bhaskara of the text. 
14. Just as the sun and the moon serve as the standards for time, or 

just as time is measured in terms of their movement, so is time 
measured in terms of the movement of the vital breath through 
irj.a and pingala respectively; for it has been found by yogic 
observation that the breathing process goes on alternatively 
through the right or the left nostril for specific periods of time. 

15. Su1um1}ll destroys the sense of time (k'{J.[a) for when the creative 
power is aroused in the foundational cycle and rises upto the 
thousand-petalled cerebral aperture (brahma-randhra), all 
duality ceases and there is only oneness in consciousness. 
Time is transcended in eternity. 

16. Cf. Arthur Avalon ( John Woodroffe): The Serpent Power, 
pp. 113 and 114 for a detailed account of this topic in terms 
of modern anatomy. 

17. That is, Plltll. is located behind and yasasvinl in the front of 
pingala.. 
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lies, in between pu{il. and sarasvati, while sankhini exists bet­
ween gandhari and sarasvati and alambusa is in the midst of 

the life-centre1 8
• (15 7-159a) 

Now1 9 , irj.a and pingalii. ( extend) upto the tips of the 
left and the right nostrils respectively, and kuhfl to the front 
of the genitals. 2 0 Sarasvati extends upto the tongue, while 
gandhari is set by the back ( of the body). Hastijihva runs from 
the left eye to the toes 21 of the left foot; while vilrul',li pervades 
the entire body; on the other hand, yasasvini extends from 
the toe2 2 upto the right foot; while visvodarli pervades the 

I 

whole body. Sankhini extends upto the left ear and puia upto 
the right eye) while payasvini is extended to the extremity of 
the right ear. Alambusli stands coiled around the root of the 

anus. (159b-163b) 
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E. Conclusion : The value of music for enjoyment 
(bhukti) and for enlightenment (mukti). (163c-168ab) 

Such is the body, a heap of filth surrounded by impuri­
ties of all sorts; and yet intelligent people utilise it as a means 
for worldly enjoyment and for salvation (163c-164b) 

The purport of the author seems to point out that the physical 
body is so full of impurities and is a breeding ground for disease and 
decay, yet intelligent people do not discard it on that account; the 

18. The same as the life-source, called brahmagranthi. 
19. From verse No. 159 (bed) to 163 lab) the extension of the 

respective no.¢i·s is described. 20. Literally, penis. 
21. Angu,F(ha of the tpxt r efers to the thumb. , 
22. As hast~·,hva runs from the left eye to the toe in the left foot, 

one might well expect in keeping with the law of symmetry in 
nature, that corresponding to it, Yasasuini should run from 
the right eye to the toe in the right foot; the present descrip· 
tion, at any rate, sounds cryptic, 
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The pursuit of the manifest1 (sagurJ,a) leads to worldly 
enjoyment and the meditation of the unmanifest2 (nirgurJa) 
leads to salvation. (164cd). 

wise do not, due to the imperfections of the body, hate it and grow 

indifferent to its proper upkeep and care ; on the contrary, they find 
in it a suitable means, not only for enjoying life in this world, but also 

for saving their souls in the other world as well. i e., for gaining 

immortality, the final beatitude. 
The author further makes it clear that Life or Divinity may be 

conceived either as manifest and conditioned from the individu il view­

point, i .e., delimited in time-space, or as absolute, non-dual reality from 

the universal point of view. 
He further informs that the individual's point of view, delimited 

in time-space as it is, leads to worldly enjoyment. The word, 

'enjoyment', i. e., bhukti is neutral and comprehends both pleasure and 

pain, delight and sorrow, all the pairs of opposites in feeling, knowing 
and willing; bhukti in fact is experience. This he calls the pursuit of 

the manifest, i e., conditioned reality which implies the unmanifest, the 

unconditioned. Meditation of the unconditioned, the unmanifest, 

Brahman without any attributes, without any specific conditions leads to 

freedom, to perfection, to spiritual emancipation. 

A reference may, in this context, be invited to Bhatta Na.yaka's 
concept of bhoga, explaining aesthetic experience being subjectively 
as well as objectively true and yet free from the limitations of individu­
ality. Thus, in his view, the effective operation of the media lies 

L Literally, Brahman with attributes implying conditioned 
existence. 

2. Literally, attributeless Brahman implying unconditioned 
Being. 
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Contemplation attainable through one-pointed concen­
tration of attention is not conveniently within the reach of 
people8 ; therefore, under the circumstances4 ~ the sages take 
resort to the easier means of worshipping the unmanifest 
na.da5 , by the procedure laid down by the prer.cptors. Even 
that, being devoid of emotional colour'\ does not interest the 

(common) people. (165-166) 

in their efficiency to liberate the subjective self well as the object 

presented from the limitations of personality. From this ooint of view 

music b eing an auditory art, h as greater advantages than other art 

media. Music is truly a universal language and therefore is capable of 

being used as a medium not only of aesthetic experience but also of 

spiritual experienci>. Indeed , music !,as been used as a powerful instru­
ment for spiritual and religious awakening, specially in India. The 

author is stressing the point (as also in the next yerse) that even though 
all human endeavour may culminate in the awakening of the unmanifest 
(anahata) niida within, it can best be achieved through the pursuit of the 
manifest ('iJ.hata) n/J.da, i.e., through the cultivation of music11l arts 

which cater to the individual, the social and the spiritual good of 
humanity at the materia! and the spiritual levels at the same time. 

Now, it has been stated in the previous verse that devotion to the 

manifestation of deity or the manifest deity leads to worldly experience; 

while, one-pointed attention fixed upon the unmanifest, the attributeless, 

unconditioned Brahman leads to final emancipation. With regard to 
worldly experience as well, the goal ultimately is to rise above need for 

further experience and be free from limitations of every sort. The 

intelligent people as it has been said, make use of the body as a means 
of gaining experience as well as salvation. Experiencing the sense 

objects and their pursuit is open to all and is also within the reach of 

almost all the human beings, but salvation is attained, as far as our 

text is concerned, by contemplating the formless, the limitle3s reality; 
and that is not approachable by all, even though that is the accepted 

goal of all human existence. It is not possible for everybody to meditate 

upon the attributeless Brahman, because it requires one-pointed concent­

ration of mind to be held without the aid of a visible object. It requires 

a code of self-discipline without any external stimulus or, any other 

source of inspiration. 

3. Ordinary people are meant, i. e., the average human being. 
4. Since the direct approa.:h is beyond the reach of an average 

human being, in such a case. 
5. Nada is primordial sound. 
6. Rakti is the capacity to delight the mind. 
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Now, therefore, we shall describe the creative process7 

of the manifest sound, which expounds through (the concept 
of) sruti etc. 8 , the entire subject matter 9 of music which is 
the means of peoples' amusement as well as of attaining 

Considering these difficulties, the sages have discovered a technique 
of attaining liberation through the meditation of the unmanifest niJ.da, 
i. e., the primordial sound which is beard inside the head if carefully 
listened to with an unburdened mind. This sound is produced without 
any contant of matter, i. e., without any friction; it is natural and 
spontaneous and that is why it is called anahata (umtruck). 

But even this is found to be of little interest by common people 
hetause this sound is pure and untingerl b>' emotional colour and there­

fore uninteresting to them. That is precisely why music becomes more 
useful and a treatise on the science of music necessary, so that people 
can easily cultivate both the ends of life, viz., experience of the world 
and salvation from its limitations through a pleasant and a convenient 

means like music which is universally approved and considered 
attractive. 

In the preceding verse ( 166) the author has elucida ted the insur­
mountable difficulties involved in approaching the formless absolute 
reality by one-pointed concentration of attention; and also in worshipping 
the unmanifest n'dda by the technique of nl!.d anusandhana. Therefore, the 
utility of music as a mass-entertainer of the people and a~ a means of 
salvation approachable by the common folks without effort is brought 
out by the author as the prominent characteristic feature of the manifest 

sound, i.e., alzata nada; it serves as a means of enjoyment in this world 
and of liberation from the limitations of wordly existe1.1ce which is 
burdened with limitations of personality and the interplay of the oppo· 

sites. In short, that is how the author introduces the subject proper 
and justifies his attempt at expounding the science of music. 

Furthermore, th1: manner of his exposition, he assures his r eaders 
at the very outset, is to be such as to include the elucidation of such 

7. 

8. 

9. 

The word utpatti of the text generally means creation, it does 
not mean production, It does not necessarily involve perso­
nal will. 
Etc. refers to other important concepts such as .f ati, t'IJ.na, 
ku!atilna, svara, murcchana, grama and so on. 
The word geyam of the text literally means all that is worthy 
of being sung, but it comprehends all music by implication, 
as is obvious from the context. 
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freedom from the limitations of existence10
, and also we 

shall investigate into its11 being the origin of sruti etc. (167-

168b). 

abstruse topics as sruti, jati, grama, svara, etc., comprehending the 
very beginnings of the perception of sruti and so on. So, henceforth 
we are to concern ourselves with saflgita-1astra, i.e., the science of 

musical arts. 

IO. 

I I. 

The word existence has been used here in the sense of 'worldly 
life', i.e., everyday existence of an average human being 
which is limited by innumerable factors of environment and 
complicated by the interplay of the opposites, as compared to 
the life of full comprehension, of unlimited freedom and 
tranquillity. 
'Its' refers to manifest sound.' 
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Section 3 
Nada, Sruti and Svara 

A. Nada 

(i) Nada-brahman and its worship (upasana) : (l-2) 

We1 worship Nada-brahman, that incomparable~ bliss 
which is immanent3 in all the creatures as intelligence and 

The benedictory verse is addressed appropriately to Nada-brahman. 

The author, having described the genesis and the structure of human 
embodiment, which is the instrument of voice production, now turns to 
give a detailed treatment of voice, its constituent elements and other 

J, The use of plura l is significant. 'We' includes the author and 
the readers, and the construction is suggestive of the expres­
sion, 'let us worship' Nada-brahman, 

2. The bliss which is one without the second, which is incompara­
ble, absolute, i. e., not relative. 'K' takes 'aduitiyam' as directly 
qualifying N'll.da-brahman. 

3. Caitanyam sarvabhflUJ.nam literally means the sentience in all the 
creaturt!s. It has already been explained that Nada-brahman 
refers to the undifferentiated state of manifestation and as such 
it is all-pervading, without any limitations of individuation. 
Caitanya is the essence of 'being' without implying any 
opposite. 5entience, for example, implies inert matter as 
non-sentience. It is in this light that Caitanya has been trans• 
lated as intelligence. Caila'!Ya is the life-essence inherent in 
all the creatures. 
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is manifest4 in the phenomenon of this universe. (1) 

Indeed, through the worship of na.da5 are worshipped 
gods (like) Brahma, Vigm and Siva, since essentially they 
are one6 with it'r. (2) 

related matters; in the words of 'K', having dealt with the producer, 
the author now proposes to deal with the product. 

vVe have already come across the concepts of nada (I.I.I & I.2. 
1·3 ante) and Brahman (I.2 4-5), and here we are confronted with the 
concept of Nada brahman. The commentators explain it grammatically 
as 'nad:z eva Brahman', i e , n 'ida is itself Brahman, or it may also be inter­

preted as 'nada is Brahman-like'. If nada is taken as an adjective to 
Brahman, then it will qualify the word Brahman, in which sense 'K' inter• 
prets n-ada as an object of superimposition of Brahman which takes place 
due to the common character of both, viz , sentience. How is it that 

nada is taken to be sentient ? 'K' would say, as he actually does, that 
nada is the object to which the sentience of Brahman is lent by superim­
position. But, the grammatical approac :1 is likely to be misleading; 
for, though nada and Brahman are two words reprPsenting two different 
concepts, the word 'Nada-brahman' is a compound word representing 
a single concept, viz., Brahman manifest as nada. Thus 'nada eva Brahman' 

may be understood in this light. 

The commentators have offered a double interpretation, i. e., from 

the point of view of Brahman and nada. But obvi0usly such an endea­

vour does not seem to be necessary. 

4. As intelligence and bliss, Nada-brahman is immanent in all the 
beings. This immanence indicates the state of non-differentia· 
tion, which is manifest in the differentiated consciousness as 
the universe in the relationship of the seer and the seen, the 
subject and the object. .\1orcover, nada as the primc,rdial 
sound having space or ether as its base is the subtlest of all the 
elements and preced es them in the order of manifestation. 
Thus N'lJda-brahma11 is the cause of the manifest universe. 'K' 
rightly points out that n:tda is the source of sruti·s, letters and 
words, etc., on which is based the conduct of worldly affairs. 
The world and the event£ taking place in it are perceived in 
the consciousness as name and form only; there is no wonder 
therefore, ifit (nll.da) is credited, erroneously though in the ulti­
mate analysis to be the very substratum of the manifest universe, 
But, such an interpretation becomes unnecessary' if Nada­
brahman is taken to be a single concept and is not split into 
nada and Brahman. 

5. NlJda implies NlJda-brahman in this context. 
6. The word 'tadiltmakn{i' of thR text literally would mean that 

gods Brahma, Vi~:Q.u and Siva have nada as their essence. 
7. 'It'impliesnlJ.da. 
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'K' brings out the purport as under : "nltda, which is synonymous 
with para uok, being the energy o f Brahman, is inseparably close to it and 
therefore propitiation of nada leads to the attainment of Brahman as one 
desirous of obtaining the lustre of a jewel attains the jewel along with 
it." The main burden of his comment~ is shared by two of his 
considerations, viz ., his interpretation from th~ non-dualistic Vedantic 
point of view and his anxiety to show that devotion to nada can also 
lead to the spiritual emancipation of the soul, i e., the pursuit of music 
not only has economic and aesthetic value but also spiritual value, viz, 
mokia, the highest endeavour (puruirirtha) of mankind; the argument 
being that scientific knowledge of .rruti etc. leading to the understanding· 
of the phenomenon of music, bestows the insight necessary for the 
attainment of the absolute . 

Incidentally, nada may be differentiated from sound. The concept 
of sound is purely objective, but 11ada is not merely an object of the 
sense of hearing. The concept of nlJ.da refers to the perception in which 
the subject and the object is not differentiated. In other words, Nada­

brahman implies the undifferentiated state of manifestation, which 
cannot be translated into the terms of the differentiated consciousness. 
This point of view can also be approached in a different wa~. Names 
generally are considered to refer to objects of perception perceived by 
or perceivable by a subject-thus implying a subjeet-object relationship. 
But the re' erend of names may not be an object, for according to some, 
what we perceive is the modifications in our consciousness; we have no 
access to the objects except through the thought-forms of the mind. 
Thus names ultimately refer to forms of consciousness and therefore 
every word implies in its meaning not only the form perceived by the 
senses but also the substance which finally is consciousness. Thus the 
word nitda also Implies consciousness, for otherwise it cannot be 
meaningful. Accordingly, the function of the word is to awaken a 
particular form in the consciousness and NiJ. da -brahman signifies 
undifferentiated consciousness . 

Worship is an act of devotion, and the incomparable bliss of nada 

is the ultimate source of all such inspira tion. The gods Brahma, Vig1u 
and Siva in the puranic mythology represent the three aspects of the 
manifestation of Brahman into the phenomenon of the universe, viz., 
creation, preservation and destruction; the three being the part and 
parcel ofa single movement, called Sakti or the energy or the creative 

power of Brahman. This energy is also called nada or sabda, i. e _, the 
Word, or the para uDk as 'K' puts it. In the first stage of manifestation 
the energy involved in Brahman evolves into undifferentiated conscious­
ness which is called Nada-brahman in our text and accordingly the three 
gods named above are the three aspects in which th,e energy separates 
in the manifestation. N ada-brahman is also known as Sabda-brahman. 

So, essentially the gods Brahma, Vig1u and Siva, being the aspects 
of the same deity, are one with nada. 
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(ii) The process of the manifestation of sound iri the human 
body. (3-4) 

Desirous of speech the individuated being
1 

impels the 
mind, and the mind activates the battery of power

2 
stationed 

in the body, which iu its turn stimulates the vital force
3

• The 
vital force stationed around the root of the navel, rising 
upwards4 gradually manifests nada5 in the navel, the heart, 
the throat, the cerebrum and the cavity of the mouth as it 
passes through them. (3-4) 

Now, the author proceeds to describe the process of voice produc­
tion (i. e., the manifestation of ahata-nada). Desire for self-expression 
is the motive power that initiates the process into action. Why there 
is the desire for self-expression is a metaphysical question and one can 
probably look for its answer to the benedictory verse; but, the author is 
uot, a t the moment, concerned with that. As far as the individual, 
which is the medium of voice production is concerned, desire for sel f­
expression is discerned to be the cause of speech; and therefore of singing 
i. e ., music and even dance as it is included in die concept of Sangi/a, 

It is notable that uptil now the word nada was signifying unmanifest 
sound; but, herefrom it obviously signifies manifest sound. It has 
already been said that n ada is twofold, viz., unmanifest and manifest 
(cf S. R. I.~. l-3 ante). Futhermore, the word is now being defined in 

the context of music . 

I. The word atman is difficult to translate into English due to the 
various shades of meaning attached to it in the different 
schools of Indian philosophy and cultural strata of society. 
In the present context the word 1/tman is used as a dimunitive 
for Jlv 11 tma, i. e., individuated being or differentiated cons-
ciousness. 

2. Vahni of the text literally means fire, but that is figurative in 
the present context. 

3. PriJ.ria is translated as vital force. 
4. The region below the navel pertains to anahata-nnda, i. e., the 

unmanifest sound (cf 'S' Ori I 3-6). 
5. Now, since the concept of n ll. da has been clearly explained, it 

will be misleading to translate it as sound. 
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(iii) Fivefold nadtz (5) 

Stationed in these five places, nada takes on five differ­
ent names as associated with them respectively, viz., 
extremely subtle1, subtle\ loud8

, not-so-loud 4 and artifi­
cial5. (5) 

'S' quotes Mataiiga who gives sligh tly a pifferent set of nomencla­
ture, viz., subtle, very subtle, manifest, unmanifest and artificial. It is 

significant that our author has reversed the order of the first two; and 

the reason is not far to seek. Matanga says that the nl!da called subtle 
resides in the cave (i.e., the navel), very subtle in the heart, manifest in 

the throat, unmanifest in the the cerebrum and artificial in the mouth. 
It is not clear why Mata1'iga should locate the very-subtle nada in the 
heart; for the natural order of manifestation upto the throat is such 
that the lower the place the less manifest the na.da must be . The progress 

should be from the subtlest to the gross. Accordingly our author seems 
to have represented the correct notion (cf. S, Raj, II. l. II 7 which 
follows S R ) . 

'S' would like us to follow the order indicated by Matai1ga, but 
he does not assign any reasons for that; neither he seems to perceive any 
controversy or a difference of opi nion between the two authors. It may 

therefore be inferred that, he takes th e difference of the order in question 
as caused by the poetic convenience and not worthy of an) serious at ten· 
tion. That is why he innocently suggests Mataiiga's order to be the 
true one. 

Incidentally, cerebrum is the highest point of n'ilda·manifestation; 
and just as it (n'll.da) is very subtle at the lowest point; so also it is diffi­
cult of perception at the highest point, being at the other extremity of 
the producing instrument; that is why it i~ characterised as' not-so-loud' 
or unmanifest. 

l. Atisiiktma of the text. 
2. Suk1ma of the text. 
3. Pu1[a of the text is suggestive of strength, in other words that 

which has gained in volume. 
4. Apu[!a of the text. 
5. Krtrima of the text. It is so named because sound, after being 

produced through the vocal chords, is modified in the mouth 
by the tongue, the teeth, the lips, etc., and thereby loses its 
natural texture. 
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(iv) The derivation of nada ' 
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It is understood1 that the syllable 2 na (of nllda) repre­
sents the vital force and da 8 represents fire; thus being 
produced4 by the interaction5 of the vital force and fire it is 
called nada. (6) 

Thi, verse gives the derivation of the world nada. In Sanskrit two 
types of derivations are offered, viz. (i) grammatical called vyutpatti and 
(ii) what may be called in English 'semantic', i. e,, nirukti ; and here what 
we are offered is a semantic derivation, which is partly related to 

the tantric system. 'K' points out that according to the science of tantra, 
every seed-syllable lbij'll.ktara) of a mantra has a presiding deity, and in 

that context the letters n and d refer to PratJa and Agni, i. e, the vital 
force and fire. The word nada is derived grammatically by 'S' as that 
which is produced by the consonants n and d put together. 

Thus, the word nada is sig uificant, both grammatically and seman­

tically and is indica tive of signifying the consequence of the interaction 
of vital force and fire, which is the 'consciousness of sound '. 

Mata11ga derives the word na.da from the root nad, 'to sound' in 
addition to the semantic derivation given b y our author who has pre­
ferred to give the latter alone as it explains the process of voice pro­
duction. 

l . If literally translated, it would read, "(they) knew", ' they' 
being implied in the number and the person of the VPrbal 
form used. They refer, as perceived by 'K', to tantric 
t>xperts. 

2. Literally, "the letter n and the letter d." 
3. The idea of representation is not explicit in the text but is 

definitely implied in the context. 
4. Produced as a consequence of the union of the vital-force and 

fire. 

5. Literally it would read as 'uni~n', but the union is an action. 
8 
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(v) The threefold nada in music. 

However, in actual practice1 itll is threefold, called 
mandra8 in the heart, madhya4 in the throat, and tara5 in the 
.head and is successively double (in pitch). (7) 

The author has already spoken of a fivefold classification of nada 
based on the location spots in the hody in verse 3 (ante). Here, he 
opens the verse with 'however', indicating that the threefold classifica­
tion of n"ltda into the 'low\ the 'medium' and the 'high' is presented 

notwithstanding the earlier classification, as this one is devised from 
a purely practical point of view. As the commentators have pointed 
out, the practical point of view relates to the practice of singing etc., 
i. e., to musical performance; and therefore, the function of this 

classification is to be clearly distinguished from the f!arlier one, which 

is more or less of a theoretical valu~. 

The same nada, when produced from the heart is called mandra, 
when produced from the throat is called madhya and when produced 
through the head, i .e., the cerebrum, it is known as t/lra, and each 

successive nada is double (in pitch) than the preceding one, i. e., the 
three aspects stand in the ratio of 1:2:4. 'K' gives another significant 
interpretation for this idea. According to him, if the effort involved 
in the articulation of tadj a and the other notes of the lower register 
(mandra) is taken as the standard unit measure, then the effort involved 
in producing tac/.ja and the other notes of the middle register is twice as 

much and the effort required for producing the same notes of the high 
register (to.ra) is double than tha t (i. e., that of the middle). That is 
how madhya is double the mandra and t/lra is double the madh,ya. 

l. f:yavahiira is conduct, i, e., actual practice; in this context 
'gita', i. e., the tonal aspect of music. 

2. rrt' refers to niida. 
3. Mandra literally means 'low'. 
4. Madhya literally means 'medium' in this context, 
5. Tara literally means 'high'. 

B. Sruti 
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(i) Sruti and its number (8-IOb) 
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Nada1 is differentiated into twentytwo grades which, 
because of their audibility 2, are known as sruti-s8

• (Bab) 

It is believed4 that) closely associated with the two 
upward na(l.i-s5 in the heart there are twentytwo na(ii-s placed 

By this time it would have been clear that the term no.da is 
increasingly being used in a specific sense. Whereas nada signifies in the 

general sense, the consciousness 1of sound, here its meaning has been 

restricted to musical sound. In this sense, it has been said in the pre­
vious verse, that niida is of three types, with reference to the place of 
production in the body or the pitch, so to say. Now, such a nada is 
further distinguished into twentytwo varieties, produced by twentytwo 
upward nilcji-s each of the heart, the throat and the cerebrum. 

'"'hat is important to note is that twentytwo variations, grades or 
intervals have been recognised in the scale. The twentytwo nilq.i-s, 

I. In this context the author is dealing with the manifest ( aha ta) 
nada, and therefore nnda means musical sound. 

2. The word ·frava,:iat' of the text literally means 'on account uf 
hearing'. 

3. Sruti-s literally could be rendered as 'audibles'. 
4. The word 'mat ill/ of the text has been literally translated here 

as it seems to have been so used. But sometimes it is n ot 
necessarily so used, it is otherwise used in the sense of "it is 
known" or "it is considered." 

5. 'K' interprets the word niidi of the text as indicative of dual 
number and accordingly ~ames them as irf,11 and pii1gala, but 
'~' seems to take it as singular and accordingly identifies it 
wah susumn/1 , 

' ' 
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obliq uely6
, and twentytwo '1 sruti-s successively higher and 

higher in pitch, are produced by the force of wind acting 
upon them. (8c-9) 

Similarly, twentytwo sruti-s are discerned in the throat8 

as well as in the cerebrum 9 • (lOab) 

however, have not as yet been identified in terms of modern physiology 
or anatomy. Nevertheless, the concept of relating twentytwo sruti-s to 
twentytwo nilrji-s is not confined to Sari1gadeva but is shared by at least 
one more author known to us, viz., Saradatanaya who is a contempo­
rary of the author. He not only relates twentytwo sruti-s with twentytwo 
nar/.f-s branching off from the central nilrji, viz., suiumtiil in the region of 
the heart but he further relates them to tlie seven places of pronouncing 

letters of alphabet, viz., the throat, palate, lips, cerebrum and teeth 
either independently or from more than one place put together. T hus 
he goes on to relate the seven tones to these places of pronuncia tion 
assigning to them the number of n'{J,rji-s equal to the number of their 
sruti-s. The whole theory is illustrated in the following chart: 

~~ t 
Place of pronun­

ciation 

2 

Throat 

svara·s and var11a·sthllna-s 

n'/'ldi-s the note of 
\ 

.No. of \ Name of I No. I 
~tta.ched produced fruti-s_ 

Remarks 

3 4 5 6 

4 Compare Sangitamaka-
2 Root of the palate 
3 Lips 

4 

3 
2 

,$a(lja 
fJ.iabha 
Gandhllra 

3 randa (l.ll-12) for the 
2 relationship of col. 2 

and 4 
4 The centre of 4 

cerebrum 
5 Teeth, throat, cere- 4 

brum, palate & lips 
6 Throat & palate 3 

7 Throat & lips 2 

Madhyama 4 
4 

Pancama 

Dhaivata 3 

Niiada 2 

(Chart-I) 

Being produced from 
five places it is called 
pancama 

Total no of sruti-s 22 

6. 'K. R.' translates it as 'crosswise'. Literally it also mt>ans 
horizontal . 

7. The number twentytwo is not repeated here in the text, but 
the expression 'of the same number' is used. 

8- The throat and the cerebrum are the other two places from 
which nada finds voice; a.long with the heart these three refer 
to the three re~isterl;, 
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In other words, he relates not only the sruti-s but also the svara-s to 

the n"/J.tfi-s. And alternatively. he also presents another theory according 
to which the seven svara-s (notes) are related to the seven supportive 
tissues (dhatu-s) in the body, viz., serum, blood, flesh, fat, bone, marrow 
and semen. The theory seems to rest on the contention that the internal 
heat (uima) of the tfssues in conjunction with prlltJa gives rise to the 
seven tones through different dhamani-s (arteries) that are associated ito 
the particular tissues in the same number as that of the sruti-s of the 
particular tones which they produce. Thus the number of dhaman?-s 
associated with the production of the seven notes through the seven 

supportive tissues is also twentytwo. 

In this way both the theories seek to present physiological evidence 
to support the view that the total number of sruti-s is 22 only (cf. 
Bh"/J.vaprakasanam, pp. 184-188). The following detail of the topics dealt 
with gives an idea of the subject matter : 

"The creation of n"/J.da and the letters of alphabet-the places of 
pronouncing the letters-22 n"ll.rj.?-s as related to these places-the seriatim 
production of na.da, sruti and svara-rhe rise of seven notes from seven 

places-the svara-s a nd the supporting tissues 22 dhaman!-s etc." The 

following chart shows the relation of svara-s and the supportive tissues 
according to the above theory. 

S. No. 

2 
3 

4 

5 
6 

7 

Svara-s as related to dhatu-s (supportive tissues) 

\No. ofsupportingl Location of the 
Dhatu I Svara dhamani-s substratum 

·-
Semen $arj.ja 4 Brahma-granthi 

(centre of the body) 
Marrow rirabha 3 Navel 
Bone Gandhara 2 Heart 
Fat MadllJlama 4 Throat 
Flesh l'aitcama 4 Root of palate 
Blood Dhaivata 3 Cerebrum 
Skin Nitilda 2 Sahasrara 

(Chart-2) 

It may be kept in mind that these tones are related to the heat 
(resident fire) of the above tissues and not the tissues themselves. The 
related dhamani-s are supposed to feed the tissues concerned 'and the 
tones produced are the modifications of nada th;it is produced primarily 
in the suium~ll. 

Thus it will be.seen that the relation of 22 fruti-s and the seven 
tones With the nairf.-s is not without a scientific basis. However, the 
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fundamental basis of this theory is to be found in the intimate knowledge 
of the kurpf.alini-yoga and tantra. But it is clear that the 'lJ.hata-nada (the 
manifest sound) is conceived here to be a modification of the nllda 
residing in the central-most narf.i, viz., sutumtJ,il and is manifested through 
the n'tlrjI-s that branch off from it. 

This perspective affords us a greater understanding of the relevance 
of the entire spectrum of subjects dealt with in the Section entitled-the 
Human Embodiment. 

The word sruti is derived from the root 'sru', to hear; thus sruti is 
that which is 'heard'. In other words, sruti is the name given to that 
range of sound which is audible Since twentytwo such sounds are 
perceived in each of the three registers, it is also implied that an audible 
sound in order to be called a sruti should also be capable of individual 
p erception and recognition, and therefore of being reproduced. 'K' 
opines that audibility is common to tones as well as sruti-s; so, that is 
not 8ufficient to characterise it properly. H e, therefore, sugge~ts that 
when the sound breaks on the first stroke, it is free from resonance in the 
first instant. Thus according to 'K' sruti is that audible sound which is 
free from resonance. The point that he seems to be making is that 
sruti is essentially devoid of tonal colour. This view is obviously based 
on the distinction drawn between sruti and fvara by the a uthor (vide 
24c-25b) while defining the latter. However, this characteristic of sruti 
that categorically distinguishes it from svara was first pointed out by 
Abhinavagupta who defines svara as, ''the sound tha t is (produced) by 

the influence of the sound arising as a result of striking (a vibrating 
string) at a sruti-stha.na (the postion of a sruti) and is (thus , essentially 
resonating, sweet and creamy" (Vayam tu frutisth llnabhighlltaprabhavafab­
daprablt avito anurarian'lJ.tm snigdhaa madhura{i fabda eva svara iti vakryama{i. 
(cf. Abh. Bh, on N. S., G. 0. S. IV, p. 11). 

In this definition it be observed that when sruti is referred to as 
having a sthllna (a particular position in the scale) it implies a certain 
pitch relation and the word no longer is used in its literal sense of a udi­
ble sound. This sound which is produced by striking a vibrating string 
at a given point is not resonating in the first instant, but is capable of 
creating resonance in that string. That the word sruti had a reference 
to pitch relation from very early time5, is indicated by an aphorism of 

P1ioini (500 B. C.), "Ekasruti durilt sambuddhau" (1.2.33), i.e., a call 
from a distance ( in vocative) is (perceived as) ekafruti. The word eka!ruti 
is defined by Patai'ijali as the non-distinction of the tone-triad (traisvarya, 
i. e. , ud atta, anud 'tltta and svarita) in perception. Thus, Abhinavagupta 
made the distinction between the general and the particular meaning of 
the fruti both at the conceptual and the perceptual levels. Conceptually 
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the sruti-s are twentytwo as twentytwo definite pos1t1ons in the scale 
of seven notes, but perceptually the fruti s are non-resonant primary 
manifes tations of musical sound, antecedent to the production of tones, 
It is this sort of thinking that is abridged by Sarngadeva in his definition 
of svara referred to above, which Kallinl\tha has expounded. 

In this context it is worthwhile to point out that in the history of 
the concept of sruti, we come across discussions regarding the number of 
fruti-s and one of the views is that the number of sruti-s is infinite, and 
in that case audibility seems to be the only characteristic of sruti. But 
if the number is limited then other characteristics ar e relevant. 

'S' quotes Mata1'lga who h as discussed this topic at some length. 
He derives the word sruti, grammatically from the root 'sru' to hear, 

and speaks of sruti as the a udi ble sound, and therefore essentially one. 

He (Matai1ga) fur ther quotes Visvl\vasu who declares the sa me 
one fruti to be twofold, i. e , the one pertaining to the normal tones of 

the scale and the other pertaining to the inter vening tones (i. e., 
antara-gandhara and kakali-niiada, to be explained later). However, 
this distinction is not of any value, what is notable is that he a lso defines 
sruti as the audible sound. H e (Matai1ga) a lso mentions the view 
according to which iruti is considered to be threefold and he describes 
two such schools, viz., those who base their argument on the three 
places of voice, i e., the three registers, and those who base their view 
on the threefold perceptual insensitivi ty (indriyavaigutJ,ya). Such insen­
sitivity is explained in t hese term~ : (a) that which is presented as the 
natural response of the organism to the situation ; (b) that which is 
caused by the emotional imbalance of over-activity or dullness ; and 

(c) that which is consequent upon taking improper food and drink. 

Then he also points out the view according to which sruti is fourfold, 
and this view is b ased on the fourfold condition of the body, viz., the 
respective predominance of wind, bile and phlegm and the combined 
derangE>ment of the three (cf. S. R. I. 2.71c a nte) . However, a s 'K' 
points out, these varieties are spoken of with reference to the over-all 
quality of voice which includes timbre, volume and pitch-range. This 
classification is primarily applicable to the production of voice in the 
human organism. 

The only classification based on the pitch of the notes, divides 
~hem into three categories (i) having 4 .fruti-interval, (ii) with 3 fruli­
mterval and (iii) with 2 sruti-interval. As we shall have the occasion 
to see later, there are three notes in the first category comprising 
12 sruti-s, two in the second comprising 6 sruti-s and two in the third 
comprising 4 Jruti-s, making 22 in all in the scale of seven notes known 
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(ii) ~g:~~T , 
0ttTiiQ' tii~ ~nm qflJ'fTa-i f;=i-F{~i=I''{ 11 ~ 0 11 

i qflJf ~'!ffT ~Ti tl~ ;:m-: ~) ~a 1 e , 

cfltlalf~"fa~ornf: !:f~~, cf~ ~f~i:tl 11 ~ ~ 11 

(ii) fhe fourfold string movement (catufz-sarm;za): lOc-22 

For their clear1 exposition we are to demonstrate them 
on a pair of viT)ll-s. Two ViT)ii-s with twentytwo strings each, 
may be produced similar 11 in every respect to sound 3 alike. 

as rarjja-grama. Thus, there are 9 fruti-s in this view which is attributed 
to the flutists who are required to provide appropriate knobs for pro­
ducing all the notes by partial and full openings. Matariga also quotes 
Bharat a to support the threefold classification of notes on which is based 
the ninefold sruti. The concept of 9 sruti-s is related to the triad of 
notes and not the heptad. Then he puts forward some other views 
along with Kohala who says, "some maintain twentytwo as the number 
of sruti-s, while others, (in view of three registers) consider it to be 
sixtysix, but others think it to be infinite." 

We have already dealt with the view of the infinity of sruti-s as 
untenable. The number sixtysix is admitted on the ground that there 
is a difference in the pitch of the notes of the three registers ; and 
therefore their sruti-s should also be considered to be different. However, 
as 'S' argues, this is not a fundamental or categorical diff\Jrence as tHe 
notes of the three registers as well as their sruti-s are recognised to be 
the same. Thus the view holding twentytwo as the number of fruti-s 
hold good and Sarr1gadeva seems to have settled this question once for 
all, since after him this number is taken for granted. 

To sum up, "sruti is that audible sound which at the conceptual 
level is capable of being individually perceived, recognised and repro­
duced and at the perceptual level is free from resonance; such sruti-s are 
twentytwo in )lumber, and are the same in all the three registers." This 
is the twofold technical meaning of the word sruti apart from which, 
the word simply means-'that which is heard', i e., 'the audible'. The 
Sanskrit word sruti is rendered into English by some as 'microtone'. 

I. The minute sruti intervals are not easily discernible without 
being systematically demonstrated; and since it is difficult to 
do so vocally, vi~ll-.r are pressed into service. 

2. Similar in every detail of manufacture, and the test of their 
similarity lies in the resulting identity of the sound produced 
by them, 
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cITTlfi ~cf'{~qli=l'f fficl'Tlfl~tcffitit;:Jlcfi' I 
' 

~tnf~cRoT ~(l{n:f~tf ~q;tf~-U~a': 11 i ~ 11 

31el~T~Ti';fltffTtC.-~~ .:flF{: ~fcl'itcl': I 
"' 

q{Ullirtf l=~T: t=~Ttlfl~cl~ '{~~~: ~fo: 1 l ~ ~ l I 

f~T~tffi';ilft g~tlfTtfT1llSf+ff~7'~_,, fa~ff: , 

q~i:fta~~oTlfTlft, in.:et1~, re:~_,,fol=ffif: , , ~~11 

~Tcl'T fe:o)i:nqt, it~lfitts~ =itg:~fa: 1 

~~Tff?l=itg~"tfT ~lfl~q'~i:fTS~ ~g=~_,,fcl': II~ XII 

=itgi'!ffr~gtftlft, qctaf~l!.f_,, fa-t=aa-: ·, 

at~Tq"ttft=~<:t'Tlfflft, f-=l'ISfTciT fG"l!.f_,, f<:t"~i:fo: n ~ ~ 11 

qtfiT~!llfT mattfTlft, qtTJTtfiTS~ ~"' qT +f~q 1 

=q~r'OTT fe:i:frtn g aPtt <:f;'5f~g ~,~ i:t~ 11 ~ lj 1 , 

fq)q-1.:~q-a-.:':Sfr'l'TiflfR=ffl=lft ~ca ~ct~T ~'cl': 1 

~ cl'ql'O'fl~~;q)sfqt =i{~TlfT a ~c1'~T~ffql l I ~ t:; 11 
"' 

t{cfil!.f,,, ~lttf,J~T: f~qq.:rnsfq ~T~T I 

~ f a-e:lf~ttlf{~lft =it~cttvtTtToT tTi=l't , , -~ \ 1 , 
"' I -

~ ctcttlJ'fttflffilft ftqq)fci'!ffa-: ~'I'@ , 
,::, ' 

Wo'lffttT ~T~UTTlfT fct!ff<:t": «CflfT fttt1 11 ~ o 11 

f.:tiril''! =i:fgilff g fq!fff.:a ~q«n: ~i:tT~ , · 

~ fct[Tf~tH=n~ci ~T~'Olt.:tt ~~lflq 11 ~ ~ I I 

~}fTS!>T.:. fa"f! ~fi=l'TlfTf'ftt~T ifTll'a ~J~ 
3lo: qf g ~fffie;;:j .:f cfi'lltl=ftfcfi''f'Ol'! I I ~ ~ I I 
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The first* string may be so fixed as to produce the lowest6 

possible sound, and the second one in order to sound a little 

4. 'K' thinks that the string fixed so as to be the nearest in the 
the approach of the plaver is the first string. ' 

5. Here we are concerned with musical sound and not merely with 
sound. Therefore, the lowest possible sound implies that the 
string should be stretched not only to make an audible sound 
but to make the sound which is the lowest and also capable of 
resounding. As 'S' puts it, the sound thus produce'd should be 
delightful. 
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bit
6 

higher than that, maintaining continuity in between the 
two sruti-s and disallowing any intervening audible sound. 
Thus, the strings fixed one below the other are successively 
of higher and higher pitch, and the sound produced by them 
is known as 'sruti' 7 (10c-13b) 

To establish the notes on the two Vi1Jii,-s let fatJ.Ja which 
is of four sruti - measure, be fixed on the fourth string; uahha 
of three sruti-measure on the third string as counted from the 
fifth 

6
; gandhli.ra of two sruti-measure on the second string 

from the eighth{'; madhyama of four sruti-measure on the 
fourth string from the tenth10

; pafi.cama also of four sruti­
rneasure on the fourth string from the fourteenth 11 ; dhaivata 
of three sruti-rneasure on the third string from the eighteenth 12 

and nifada of two sruti-measure on the second string from the 
twentyfirst. 18 (13c-l 7a) 

Let one of these two Z!i1)2i-s be kept invaria ble1 .c, and 
the other one as variable16

; and in the latter, one may 
move16 the strings. ( l 7b-d) 

In the first movement, the seven notes of the variable 
Vi1)11

17 
have to be brought over18 by the experts1 0 to the 

6. The expression 'a little bit' is explained forthwith in the text 
that follows immediately, i . e. to the extent that no other 
sound intervenes and the continuity in hearing is maintained. 

7. The twentytwo strings fixed in this manner, when plucked will 
sound in twentytwo sruti-s. This number is further to be 
verified and proved beyond doubt. But in the meanwhile, 
every sound produced by these is called sruti. 

8. The seventh string if counted from the first. ' 
9. The ninth ,, ,, ,, ,, 

10. The thirteenth ,, ,, ,, ,, 
11. The seventeenth ,, ,, ,, ,, 
12. The twentieth ,, ,, ,, ,, 
13. The twenty second ,, ,, ,, ,. 
14. Literally, dhruva means immutable, constant. 
15. Literally, cala implies adjustability in this context. 
16. The precise meaning of this term is elucidated in the next 

verse. 
17. This expression is implicit in 'tasfllm' of the text which is 

related to I 7d above. 
18. This is more or less a literal tra_nslation of llneyal;i of the text, 

which has been preferred in order to preserve the underlying 
feeling that an experiment is being conducted; for otherwise 
the purport is that the notes have to be shifted from their 
original strings. 

Section 3 Nada, Sruti and Svara 123 

immediately preceding2 0 strings; and thereby its notes are 
lowered by one sruti each with reference to those of the 
invariable Vi1Ji'l . The remaining h movements may as well 
be similarlv carried out. (18-19b) 

In the second 22 movement, due to the fusion 28 of two 
sruti-s the ga and ni of the variable Vi1Jil have been absorbed u 
by ri and dha respectively of the invariable vi ,;.a. (Similarly) 
in the third movement ri and dha have merged into sa and 
pa respectively; while in the fourth movement sa, ma and pa 
have fused with ni, ga and ma respectively. ~is ( 19c-2 I b) 

The concept of sruti and t he numbpr of s,uti-s, i e., twentytwo, is 

not based merely on subjective experience of the nll4i-s, but as clearly 
defined, the different fruti-s can be produced at will, recognised as indi­
vidual entities and so demonstrated . Thus, the concept of sruti is 

objective and scientific in so far as it is demonstrable. 

The procedure for this demonstration is quite simple and is said to 

have been at tempted succrssfully with tangible results. This topic is 
dealt with in the text extending from verse no. I 0c to 22 and the whole 
process is technically called 'wtu~1-s1J.ra11a' .. which will be explained later. 

However, the technique of demonstration is open to some serious 

objections; for example, Pt . Omkarnath Thakur points out the following 
difficulties in the process ( cf. Pra"}auabharat'i, pp. 64, 65 and SangitlJ.iijaU 

pt.V,p.91): 
1 

19. The experiment has to be conducted very carefully and under 
expert guidance. 

20. The original strings are the 4th, 7th, 9th, I 7th, 20th and 
22nd; and now, the notes have to be placed respectively on 
the 3rd, 6th, 8th, 12th, 16th and the 21st strings. 

21. That is, the second, third and the fourth movements may also 
be carried out by lowering the pitch of the notes by one sruti 
each with reference to their standard pitch in the invariable 
vi(lil, and the lowering is effected Ly moving to the proximate 
strings. 

22, Literally, in 'this' with reference to the previous line. 
23. Laya is indicative of the loss of distinction of individuality. 

24. Visatai} lit enter, is the most appropriate expression whereby 
the note that merges is absorbed by the one with which it 
merges. 

25. It may be borne in mind that this fusion is with reference to 
the invariable viVll, Sa, ri, ga, ma, pa, dha, and ni, it may be 
noted, are the diminutive forms of the seven notes called 
fa4ja, rfabha, gll.ndhlJ.ra, madhyama, paiicama, dhaivata and nit Ilda. 
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Thus, the exact number26 of sruti-s is clearly evidenced 
by their fusion with the twentytwo sruti-s of the invariable 
vlvi2 brought about by the process of fourfold string move­
ment. The retrograde movement2 7 may not be carried 
beyond this

2 8
, as that would mar the beauty. 2 0 (2 Ic-22). 

( i) Though it is possible to fix 22 strings on vi ,:za, yet it is diffi­
cult to do so; and it is even more difficult to establish the 
different notes on them by tonal consonance. 

(ii) It has been sug~ested that the first string should be fixed so 
as to produce the lowes t possible sound. This is, at best, a 
vague direction. 

(iii) Taking it for granted that the lowest sound as suggested 
refers to the pitch below which sound does not produce any 
resonance and thus ceases to be musical, the problem yet is 
how to fix the second string in order to sound a little bit 
higher than the lowest and so on. That, he says, is to be 
determined by ensuring tha t continuity in-between the two 
is maintained and any intervening sound is eliminated or 
disallowed to intrude. This leads to the question whether 
it is practicable not to listen to the intervening pitch-points 
or musical microtones. Obviously suc:h subtle musical 
sounds are discernible by trained ears. Therefore, the 
procedure suggested by the author does not seem to be 
satisfactory. 

Moreover, the statement that, "the sound produced by them (the 
22 strings fixed by the above procedure) is known as fru ti", is technically 
unsound, for !ruti-s that are also called microtones, a.11e very narrow 
pitch-relations, perceived by trained ears with great difficulty; they 

1

cattnot thus be determined so easily by fixing the strings a little bit 
higher successively since it does not involve ~ definitely measured pitch, 
(I 0c-136) 

While Pt. Omkarnath Thakur suggests his own procedure for 
demonstrating 22 sruti-s (cf Prar;aoabhilrati, pp. 65-66), Dr. K. C. D. 
Brihaspati suggests quite a different interpretation of the text which 
enables him to steer clear of some of the difficulties mentioned above 

26. 
27. 
28. 
29. 

The fyattil of the text has the sense of numerical extent. 
Apalcarra is the lowering of the notes in pitch. 
This refers to the fourth movement. 

Rakti of the text literally means delightfulness which is beauty. 
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(cf. Sangltacintamar;i, pp. 191, 192) the purport of which is presented 
as under : 

(i) The procedure of the fourfold string movement described 
above is a preliminary exercise to fix the strings approximately 
in order to establish the seven notes later on the basis of the 
consonance of notes wi1hout much difficulty. 

(ii) S:inigadeva has adapted this procedure from Mataliga for the 
above purpose. The above contention is demonstrated to be 
true by the second Ii ne of the verse 13 ( Vt('l"lldvaye svara/J 
sthapynstalra 1ac/.JascatuMruti~) . He clearly states that the notes 
have (yet) to be established on the two strings. 

(iii) He has used the word !ruti in its primary meaning of an 
audible sound, and not in the technical sense, for otherwise 
he ought to have named the sruti-s there and then thus rende­
ring the fourfold string movement and the process of establi­
shing the notes unnecessary. 

Moreover he elsewhere points out that in keeping with the spirit 
of the age, Sarngadeva has purposefully clothed his expression in the 
blanket of ambiguity. This is how the subject matter has been dealt 
with by the modern scholars. 

The !ruti-s when specifically grouped, manifest the seven notes of 
the scale. Incidentally, the Indian theory of music does not take the 
octave into account as a general rule. We may have the occasion to 
reflect upon the thinking that \.las been done regarding the relationship 
obtained between svara (i. e -, a note) and 1ruti. It may also be worth­
wh:le to point out that the concept of svara is not at once identical with 
the concept of note, though generally the te1 mis rendered into English 
as 'note' or 'tone' according to the con text. The essential difference 
that can at once be pointed out between 'svara' and 'note' is that, 
whereas the pitch of 1he notes is fixed, that of svara-s is not absolutely 
fixed, though it remaim invariably the same in relation to the other of 
the scale. An Indian performer is free to fixe his fundamental note 

according to his own convenience. This goes to make all the difference. 
Another important difference is that svara can roughly be said to signify 
'duration in pitch' rather than a point. This factor will be further 
clarified as we proceed with the text. However in English the words 
'note' and 'tone' are used with some inexplicable discrimination in this 
translation. 

For the time being, suffice it to say that, a number of fruti-s in 
successive combination go to bring a tone into bein~. Now, the author 
concerns himself with establishing tl;e seven notes of the scale on the 
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strings fixed on the two vi(lil-s, $aef,ja is to be established on the fourth 
sruti as counted from the last sruti of the preceding note, i. e, ni{IJ.da of 
the lower scale; and since the first string here is taken as the lowest 
possible sound, taef.ja is fixed on the fourth string. Similarly 1tabha is 
established on the third sruti taking the last sruti of the previous note as 
the zero point. Thus rtabha is fixed on the third string as counted from the 
fifth (i. e., the seventh string). Similarly, otter tones are also established 
on their respective strings. (13c·J7a) 

Having once established the seven notes in the two vi(lii•s at the 

sruti intervals of 4, 4+ 3, 7+2, 9+4, 13+4, I 7+3 and 20+2, i.e., 4, 7, 
9, I 3, 17, : 0 and 2?, now the author proceeds to demonstrate the fact of 
these minutely preceptible intervals that go to manifest the seven 
standard notes, being twentytwo in number. One of the vi(lil-s is kept 
invriable to serve as the unmodified standard for evaluating the modifi· 
cations brought about by the string-movements. Four ofsuch string 
movements go into action in this process which is technically known as 
'catufJ.-s'IJ.ra(la ', i. e., the fourfold string-movement. This has been 

described in the text extending from verses 17 to 22. 

The vitia in which the fourfold Hring-movement takes place is 
,ala vi(lii (lit.movable) in the text, while the one which serves as 
the invariable standard is called acala-vitia (lit-immovable). Both of them, 
it may be pointed out, have twentytwo strings and are identical in every 
respect. Such vitia·s, however, are used here for experimental purposes 
only, and are not otherwise used for any performance. ( 17b-d 
' 

The fourfold string-movement has already been referred to. ln 
this verse the author elucidates the significance of the string-movement. 
Although the whole picture will only be clear after going through the 

whole process, i. e., upto the 22nd verse, it is worthwhile to understand 
what is meant by 'movement'. 

The seven notes of the scale have been established on definite 
strings on the two Vi(lil-s; now, the notes of the variable viti ll, in the first 
movement, are shifted to the strings immediately preceding their res­
pective original strings; i. e., in other words, the movement implies the 
lowering of the notes in pitch by one fruti-interval. Similarly in the 

second movement the notes would be lowered by two f ruti-intervals, in 
the third by three fruti-intervals and in the fourth by four .fruti-intervals. 
Consequences of this fourfold string-movements are described in the 
next few verses of the text. 

In the first movement, however, no note-interval is proved; for, at 
least two fruti-s are required to constitute the shortest of the note­
intervals; but, nevertheless, the lowering of the pitch of the notes is 
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noticeable, directly as well as by reference to their standard pitch 
preserved by the invariable viva, Thus, this arrangement of two 
vitti:l·s provides for a negative as well as a positive proof with regards to 

the number of sruti-s, which is twentytwo. (18-19b) 

Each string-movement implies lowering of notes (i. e., all the 
seven notes) by one fruti progressively, i. e., by one fruti in the first 
movement, two sruti-s in the second movement, three .fruti-s in the 
third movement and four sruti-s in the fourth movement. But, since 
the fundamental note has no fixed pitch in this system, the lowering of 
the notes, allround as it is, does not affect the individuality of the notes 
as such; for, the fruti-intervals between the various notes remain the 
same. However, the impact of the string-movement in the variable vztilt 

is to be studied with reference to the standard pitch of the notes set up 
by the invariable vi: (l 11. This is illus trated graphically by the following 
chart (adopted with modifications from Sangita-CintamarJ i of Dr. K. C. D. 

Brihaspati and Mrs. Sumitra Kumari). 

The fourfold string-movement 

Serial No. 
of strings I 2 3 4 5 6 7 8 9 l O 11 12 l 3 14 15 16 I 7 18 I 9 20 21 22 

Notes of 
-~ acala-vi ,:ia sa ri ga 

I st step in 
t cala-viT}'il sa ri ga 

2nd step in 
cala-viria sa ri ga 

3rd step in 
cala-vitiil sa ri ga ma 

4th step in 
cala-vitta ri ga ma 

• Invariable vi~a 

t Variable vt(l1i 

ma pa dha ni 

ma pa dha ni 

1na pa dha ni 

pa dha ni 

pa dha ni 

(Chart 3) 

The effect of the fourfold string-movement on the position of notes 
with reference to the invariable vi(lci and the extent to which that goes 
to d emonstrate the number of sruti-s is represented briefly in the follow-

in g chart: 
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The effect of fourfold string-movement 

No. of note-strings 4 7 9 13 17 20 22 

The original position 
r:1f notes on the scale sa ri ga ma pa dha ni 

l st movement 

2nd movement ga ni 

3rd movement ri dha 

No. of 
sruti-s 

demon-
strated 

4 

+6 

4th movement ma pa sa +12 

(Chart 4) 

Remarks 

No effect on 
the notes 
ga and ni 
merge with ri 

and dha 

ri and dha 
merge with sa 
and pa 

ma, pa and sa 
merge with ga, 
ma and ni 

Thus, it is contended that, since by this method the number of 
sruti-s that could be fixed with and that constitute the seven notes of 
the scale is found to be twentytwo only, it is evident that sruti--s are 
twentytwo The purpose of this demonstration is to verify and thereby 
to confirm the number of sruti-s, i . e ., twentytwo. The validity of this 
process offering rough evidence to prove the number of the sruti-s lies in 
the fact that in the second movement the notes ga and ni are fused with, 
i. e, sound similar to, the notes ri and dha, thereby proving t,hat the 
note-intervals ri-ga and dha-ni are of two sruti-s each. Similarly, the 
sruti-s of other notes are also verified as shown in the above chart, esta­
blishing in consequence the number of sruti-s as twentytwo. 

The merger of ga and ni with ri and dha in the second movement 
and ofri and dha with sa and pa in the third is quite intelligible. But 
in the fourth movement sa, ma and pa fuse with ni, ga and ma : the 
merger of ma and pa with ga and ma is also understandable; but the 
question is how does sa merge with ni, since the string fo.r sa was tuned 
to produce the lowest possible tone that could be audible ? The ques­
tion as posed by 'K' is quite natural and if the formula for the string­
movt,Went ,is strictJy followed, the fourth movement cannot be practically 
dem,9nstrated OQ a Dlt)ii of twentytwo strings; firstly, because there is no 
9ther str,i.ng Rrec;eding the first oqe on which sa is placed in the third 
movement; and secondly, there is no lower tone possible. 'K' meets 
this objection by suggesting that if the lower octave (used for the saptaka) 
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here is repeated, the string for ni can be conceived as the one preceding 
the string for sa; or alternatively, the sa can be conceived to have merg­
ed with the ni of a still lower octave. However, the difficulty is not with 
the technique of the demonstration and only points out the limitation of 

the equipment. 

Kumbha of the 15th century who has elaborated upon Sa.rngadeva 
informs us about the functions of the fourfold string-movement as under: 

"The delimitation of the number of 1ruti-s, gradation of pitch with 
reference to tones and the comprehension of ka.kali etc. ( constitute) 
the functions of the string-movements." (S. Raj. II. I. I. I I 5). ( l 9c-2 lb) 

The net result of the fourf0ld string-movement is that the number of 
sruti-s has been verified and demonstraterl to be twentytwo only. 'K' 
raises a hypothetical question which is adequately answered by San'lga­
deva in verse 22. One can well say, "If22 sruti-s could be obtained by 
four string-movements, why not carry out the fifth movement and fix the 
number of ftuti-s at twentynine ?" It is as if in anticipation of such a 
question that, according to 'K', the author found it necessary to forbid 
any further movement; for that would defile the aesthetic value of notes. 
Dwelling on this theme, 'K' further f'Xplains that a fifth string-move­
ment cannot possibly be conceived, for the note-intervals are finite and 

are constituted by different numbers of sruti·s such as 2, 3 and 4, making 
them resonant, delightful and pleasing tones. Thus, the three categories 
of notes with 2, 3 and 4 sruti-s each have been fused in three different 
movements leaving no scope for any further lowering of pitch. 'S' too 
points out that a svara (note) is defined to be pleasing by itself and 
therefore, if another movement is carried out, that would disturb 
the constitution of individual notes which would consequently destroy 
their essential quality of being pleasing by themselves. Incidentally, it 
is the scale of iatf.Ja-gr'llma which is the basis of calculations hrre; and 
in this scale the biggest fruti-interval is that of 4 sruti-s. (2 ! c-22) 

!) 
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C. Svara and its different aspects 

(i) Seven svara-s (tones) : 23-24b 

From out of the sruti-s1 arise the svara-s2
; these are 

seven, viz., $adja, riabha, gandhara, madhyamu, pancama, dhaivata, 

This verse is quite important as it reflects the views of ~§.rr1gadeva 
regarding the relationship of sruti and svara; and that i , why the English 
version has been rendered as close to the original text as poss ible, even 
though it has necessitated an unusual construction. 

'Sruti-s give rise to the svara-s', is a cryptic statement which affurds 
enough scope for different interpretations. But before discussing these, 
it will be better to be clear about its obvious implicatiom. As already 
pointed out, the svara-s arise out of sruti-s in the groups of two, three 
and four, but essentially in gro11ps. As far as the suddha sua,a-s, i.e., the 
standard notes of the ia!ja-grama (to be explained later) are concerned, 
twentytwo sruti-s in the groups of four, three and two go to constitute 
seven notes called sa, ri, ga, ma, pa, dha, and ni. 

Now, how do sruti-s give rise to svara-s and actually what relation• 
ship obtains between them ? 'K' discusses this question thoroughly 
and presents the following possible interpretations : 

(i) Since svara as well as sruti have the sense of hearing as the 
means of perception, in the absence of any perceptual 
distinction, there is no categorical difference between the 
two; which, therefore, stand in the relationship of the 
general and the particular (i. e , in other words, they are 
essentially identical). 

I. From out of sruti-s, in the groups of four, three and two as 
already mentioned. 

2. In ofher words, !ruti-s in different combinations bring different 
svara-s into being. The verbal form 'syuf}' is suggestive of a 
natural occurrence, 
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and ni;ada. Their another accepted nomenclature8 1s 

ga-ma-pa-dha-ni'. (23-24b) 

lSI · 

'sa-ri-

( ii) Like the reflection of the face in the mirror, the soara-s are
1 

projected by the sruti-s, and present the relationship of 
appearance and Reality. 

(iii) Just as a ball of mud is said to be the material ,cause ofan 
earthen pot made out of it, so also sruti-s form the material. 
out of which svara-s are shaped. Thus, in this view, sruti and 
svara stand in the relationship of a material cause and effect. 

(iv ) As milk gets transformed into curd, so also the sruti-s are 
transformed into svara-s, 

( v ) Just as a lamp manifests by its light the objects already exis­
ting in darkness, so also the svara-s are manifested by 
the sruti-s. 

These views may be critically examined as under: 

( i ) The first view does not hold good; for svara and sruti are · 
two different concepts related in the spirit of' the supporter 
and the supported, and cannot as such be identical. More~ 
over, sruti and svara cannot be related as the general and 
the particular merely on account of the non-distinction in. 
the mode of their perception, for 'non-distinction' cannot 
logica\lly be confused with universality, 

( ii) The second view is still less plausible, for if the svara-s are 
taken to be mere appearance with reference to sruti-s, they 
have no reality of their own, which is not the case in prac­
tice. The rvara-s are no less real than the sruti-s. 

(iii) It is contended by this view that sruti and svara are related 
as cause and effect. Though, svara fol1ows fruti in the 
sequence of time, yet sruti cannot be considered to be the 
material cause of suara in the same way as a dod of mud 
can be said to be the material cause of the pot etc., because 
after the pot has come into being, the mud is no longer 
available to us apart from the pot. But, this does not hold 
good in this case; for, it will be untrue to say that apart 
ffom the svara, the sruti-s constituting the svara are not ayai­
Jable. Since they are so available, the sruti-s cannot be 
taken as the material cause of the svara·s. 

3. This is constituted in principle by the first letters of the full 
names and these names accordingly are their diminutive 
forms or abbrevi~tfd symbol$, 
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(iv ) The fourth and the fifth views, being free of any such fault 
and having been supported by Matanga etc., are acceptable. 

In fact it is Matat'lga who was first to discuss this topic in such 
detail and 'K' has only reproduced his views in his own words, 
Matanga summarises the above five views in the following verse, though 
he also discusses them in detail : 

"With respect to sruti-s five views are generally held, viz., identity, 
reflection, causation, transformation and manifestation" (Brhaddesi 31). 

Mataliga points out the faults of the first three views, which are 
reproduced by 'K' and supports the last two views in general. But then 
finally he comes out in favour of the 'manifestation theory', as he says : 

"By perception, inference and circumstantial evidence the sruti-s 
may be accepted as factors manifesting the svara-s" (Brhaddesl 53). 

Thus, Mataiiga considers sruti-s to be the factors manifesting the 
svara-s, and Sarngadeva thinks that sruti-s give rise to the svara-s. It is 
obvious that both are saying the same thing in two different ways. The 

sruti·.r, with respect to the svara-s, may therefore be taken to be the 
factors that in different combinations give rise to different svara-s, consti· 
tute them for a while, and so manifest them or make them perceptible. 

As pointed out by 'K', Mata11ga has elucidated the significance of 
the names of the notes, which is represented briefly as under: 

( i ) Sa¢ja-is so called because : 

(a) it is the precursor (lit. the progenitor) of the Jix other 
notes, or 

(b) it is brought into being by six other notes for, as an 
integrated part of the heptad (saptaka) it is manifested 
by the rest of the parts together. 

(c) alternatively, it is produced by six organs of the body, 
viz., the nostrils, the throat, the palate, the brea5t, the 
tongue and the teeth. 

( ii) JJ1abha-is so called 1:iecause it quickly appeals to (lit. arrives 
at) the heart, or as among the herd of cows a bull appears 
to be distinctly strong so also in the group of notes rtabha is 
strong and noticeable. It may be added that the first 
derivation is based on the word rtabha as grammatically 
derived from the root 'rt' to go; while the second is based 
on the literal meaning of the word, viz., bull which is taken 
as a S} mbol of strength. Alternatively, that which sounds 
(ie.1 bellows) like a ht.ill is Tfabh4. 

!:iection 3 : Nada, Sruti and Svata 133 

(iii) Gllndhara-is so called because it holds musical speech, 
This interpretation is based on the grammatical derivation 
of the word gandhara, "gllm dhl!.rayate-iti-glmdh'd.ra". Alter­
natively, it is so called because it delights gandharva-s, 

the semi divine beings associated with music. 

{iv) Madhyama-is so called because it is in the centre of the 
seven notes having three on either side. This derivation is 
based on the literal meaning of the word madhyama, which 
means belonging to the centre. 'K' also gives two other 
alternatives which seem to be far-fetched. 

(v) Pancama-is that which measures the extent of other hotes; 

or it is so called because it is fifth from the fundamental 
note. The first view presents a grammatical derivation 
jointly from two .roots, 'pac'-to extend and 'mi'-to measure. 
How it measures the extent of other notes will be made 
clear subsequently in the context of pram'lllJa sruti (in the 
appendix). According to another interpretation, Paf.cama 

is so called because it is produced from the fifth place. 

(vi) Dhaivata-is so called because being brought about by the 
sruti-s of the 'posterior tone' it is to be discerned by sensi, 
tive minds. The expression 'posterior tone' representing 
the original 'uttarasvara' is a technical one. the musical 
scale is divided into two parts with madhyama in the centre 
and a group of three notes on either side of it. The notes 
of the first triad are called purvasvara-s, i. e., the 'anterior 
tones' and those of the other following triad1 ate called 
uttara-svara-s 'posterior tones', and botlt tire triads aYe; 
respectively cc:tlled purvanga and uttar'llnga, i. e., the a'.riterio-r 
section and the posterior section of the heptad (saptaka) . 

(vii) Nif'll da-is so called because 
a close with it. The word is 
'ni+iad' to come to a rest. 
note of the heptad (saptaka). 

the notes of the seal€ come to 
derived from the Sanskrit root 
Obviously, nit'llda is the last 
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. (ii) ., The -definition of svara (tone) : 

Immediately consequent upon sruti 1
, creamy 2 and 

~o~ t~_e svara is being defined. By the way, the essential difference 
between sruti and svara is also implied in this definition. When a string 
of the viQil is plucked, the very first sound produced is considered to be 
sruti and the very next sound following it, which is the resounding of the 
lruti is called svara. In other words, whereas sruti is essentially free from 
resonance, resonance is the ~ssential characteristic of svara. 

. The other two essential characteristic features of 'svara' are softness 
and self-sustained delightfulness. 

There is a slight difference of opinion with regards to the inter­

pretation of this definition of svara; 'K' thinks that since the author has 

already established the notes on the viQii and defined their sruti­
intervals, here in this context the word sruti means the fourth fruti etc., 
which when manifested resounds subsequently into ia¢ja etc. In other 
words, by sruti_is meant that particular sruti which is capable of resound• 

ip.g into a note and which is technically called svarasthana, i. e., the seat 
of a note .. However, it is notable that 'S' thinks that the sound produced 

by tl.J;e first string (of the 22-stringed viQii) which is devoid of resonance 
is <;,illled sruti while the subsequent resounding sound is called svara. 

: , ~t is interesting to compare this verse as translated by M. S. 

Ramaswami Aiyar in his edition of the Svaramelakalanidhi as it is borrow• 
ed v,erbatim by Ramamatya. He renders it as under: 

1. 

2. 

The expression "sruti-anantara-bhavi)) is specifically important 
for it is designed to stress on the one hand the characteristic 
difference between the concepts of sruti and svara, and on the 
other hand, their specific relation as well. SvaTa, in other 
words is a developed sruti. Since sruti here signifies the sound 
produced by strikwg a vibrating string in the first instant 
whictl 1s conspicuous by being free from resonance, svara 
signifies that very sound wnen it gathers vibrations of 
resonance and the, eby becume, sonorous. 
Snigdhu is defo,ed as that (,ound) which is soft and is also 
capable of t,eing lieard at a distance. Actually the Ii teral 
meaniug of the woru is viscous' and is applied as such to 
liquids only; but here il 1s used figuratively. In this sense, it 
is a qualuy of musical sound fhe opposite of snigdha is ruksa, 
i. e., ruui:;h ur dry. 
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resonating8 , the sound4 that delights the listeners' minds by 
itself5 is called svara6

• (24c-21h) 

"That is called svara, which is by itself pleasing to the ear and the 
mind; which permeates the sruti-s; and which is tender and 

harmonic." 

It will be noticed that he renders the expression " srutyanantarabhavi" 
as "which permeates the sruti-s". Apart from the value of this render­
ing from a translator's point of view, what is remarkable is the implied 
relationship of svara and sruti in this expression. That svara permeates 
the sruti-s means that, svara-s are involved in sruti-s. 

3. Anurariana ( anu+ra(lana lit. the 'post-sound' from rar to sound: 
to ring, to tinkle etc.) technically signifies the sound-vibra­
tions of a string that are produced and that ordinarily follow 
the sound produced in it (by striking) in the very first instance, 
which is called rariana· and is devoid of resonance. The term 
resonance (from resound, to echo, to ring, to go on sounding) 
is generally associated with the resounding of sympathetic 
strings or bodies other than that in which the original sound 
is produced; -but anurariana differs from this concept in so far 
as it denotes resounding of the sound produced in the same 
vibrating string or body. However, for want ofa better word 
it has been re11dered as resonance. 

4. The pronoun ya{! is used in the text for it. 
5. This is the most important and distinguishing feature of suara, 

viz., that it should have the quality of delighting the mind of 
the listeners by itself, i. e., without the need for any other 
accompaniment or help. 'S' points out that this quality is 
related to the quality of softness attributed to svara. 

6. It is notable that, whereas Matariga derives the word svara 
from the root riljr-to shine, to appear, prefixing sva to it, 
Sari1gadeva derives it from the root ranJ-to delight, Both of 
these derivations are semantic explanations and do not have 
the precision of a grammatical authority. Even so, the diffe­
rence of approach is significant. Sarl1gadeva seems to have 
been under the influence of Abhinavagupta in his interpreta­
tion, who stresses the element of resonance (anurar;.ana) as the 
most distinguishing feature of the essential nature of svara 
(tone) in contrast with that of sruti, which he says is devoid of 
it. Accordingly, the beauty of a tone depends on the ratio of 
unresonating and resonating sound present in its production, 
Thus every tone has two elements, the unresonating and the . 
resonating; if the former is greater in ratio the tone quality is 
the lowest, if both are equal it is medium and if the latter is 
greater it is the best (cf N. S., G 0. S. Vol. IV, p. 13), 

This line of thinking emphasises the element of delightful­
ness that essentially characterises the svara, and this is attribut­
ed mainly to the element of resonance in it. It is not therefore 
surpfring to find S:irilgadeva defining svara as that which is 
delightful by itself. 
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(iii) Discussion regarding iruti-s causing the svara: 25c-27b 

Well indeed, if such sruti-s as the fourth etc. 1, are 
admitted to be the cause of the svara-s, how can the other 
sruti-s such as the third etc. 11

, be considered as their cause ? 
(25c-26b). 

We shall presently explain it. Such a sruti, whether 
fourth or third etc. 3 , is determined only with reference to the 
preceding sruti-s4

; therefore, they too constitute the cause of 
the svara-s. (.26c-27b) 

Now it has been established in principle that from out of sruti-s 
arise the svara-s, and therefore, sruti•s are conceived as the antecedent 
cause of the svara-s. Whatever be the difference of opinion with respect 
to the actual relationship between svara and sruti, there is no denying 
the fact that all the sruti-s go to bring about the svara-s. At the same 

time it is also asserted that since svara is that sound which immediately 
follows the sruti in the order of its resonance, it is the fourth, the third 
and the second sruti respectively of the three groups of four, three and 
two, that goes to produce the svara. If that be so, then the question is, 
"On what basis can the other sruti-s such as the third, the second and 
the first respectively of the groups of four, three and two be considered 
as constituting the cause of the svara-s ?" 

The answer is as obvious as the question is clear. The fourth or 
third or the second sruti can be so called only if it is preceded by three 
sruti-s, two sruti-s and one sruti respectiv<:IY, and not otherwise. Thus 
aU the sruti-s of a svara are responsible for its manifestation. 

1. 'Fourth etc' of the text refers to column 4 of the above chart 
while by 'etc', Nos. 2 and 3 of the same column are included. 

2, 'Third etc ' of the t_ext refers to column 5 of the above chart, 
while by etc.' Nos. 2 and 3 of che same column are included. 

3. As explained in note I above. 
4. AU those enumerated in columns 5 and 6 of the above chart. 
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The sruti-groups as related to the different svara-s are indicated in 

the followjng chart : 

(I) 

z 
? 

2 

3 

!ruti-groups and the svara-s (notes) 

I sruti-group\ 
I note-position. imwediately\ other antece· 

svara-s in tl;rm_s of \ antecedent dent 
sruti sruti sruti-s 

5 I 6 
I 2 I 3 I 4 I 

\ in thel in the\ in the jin the J of the j°fthe svara 
svara scale svara scale svara & the scale 

4-sruti taef.ja 4th 4th 3rd 3rd 2nd & 1st 2nd & 1st 

interval madhyama 
" 

13th " 
12th " 

,, I l th & 10th 

pancama 
" 

17th ,, 16th 
" " 

15th & 14th 

3-sruti rtabha 3rd 7th 2nd 6th 1st 5th 

interval dhaivata 
" 

20th " 
19th 

" 
18th 

2-!ruti g'fJndhara 2nd 9th 1st 9th 

interval ni{ada 
" 

22th 
" 

21th 

{Chart 5) 
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sr)~T iRf;:acfil , 
~N~:;Jg~;,: I I~~ , • 
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(iv) The allocation of sruti-s as characterised by their classes 
and names among the svara-s : 27c-38. 

There are five classess1 of Jruti~s, viz., dipta, iiyata, 
karw;a, mrdu and madhya; their standing among the svara-s is 
stated to be as under (27c-28b) 

Dipta, qyata, and madhva are found in iarJJa; karu'f/.ll, 
and mrdu find a place in uabha; dipta and iiyatii are located 
in ga.ndhara and also in madhyama along with mrdu and ma.dhya; 
mrdu, madhya, liyatli and karuTJ,a are placed in pancama, and 
karu'f)ii., qyatii and madhyii. in dhaivata,· while dipta and madhya 
are in niiada. (28c-3la) 

Now, we shall speak of the subdivisions of these classes : 
Diptll, is said to be fourfold viz., tivra, raudri, vaJrikii. and ugra ; 
l!)lata is known to have five varieties viz., kumudvati krodha, 
prasarir;i, sandipani and rohit)i; karuTJ,a is said to be threefold, 

Twentytwo lruti-s have been distinguished into five classes. The 

basis of this classification has not been made explicit in the text, nor 
have the commentators found it necessary to elucidate it. However, 
it seems that the different classes of sruti-s have something to do with 
the relationship of notes and the rasa-s or the a esthetic colours attributed 

1. Jati literally means 'species', 'class' or 'genus'. 
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viz., dayavati, alapini and madantika; mrdu is fourfold, viz., 
manda, ratika, ~ prui and kfiti; while madlrya is sixfold, viz., 
chandovati, ranJani, marJani, raktika, ramya and k;obht1)i.(3Ib-35a) 

And now we shall point out their position among the 
svara-s : 

Tivra, kumudvati, mandii and chandovati pertain to far}.Ja; 
dayavati, ranjani and raktika are related to r~abha; raudri and 
krodha are in glindhara; vajrika~ prasariT)i, priti and marJani abide 
by madlryama; k~iti, rakta, sandipani and alapini are inpancama; 
the three madanti, rohi-rJi and ram)li, in dhaivata and the twc 
sruti-s, ugra and kfobhif)i dwell in nifada. (35b-38) 

to them in the ancient theory of Indian music. This is implied in their 

nomenclature and elucidated as under : 
( i ) D!pta, 'dazzling'; literally, illumined, 

( ii) Ayata, 'vast'; literally, extended, 
(iii) Mrdu, 'tender'; literally, soft, 
(iv ) Madhya, 'moderate'; li terally, medium or central, and 

( v) Karur},71., 'compassion'. 

The names signify tonal sequence in melodic development and are 

representative of emotional colour; this aspect would be more clear with 

the further classification of the classes, as' it fo I lows. 

The distribution of sruti-classes among the different notes is illus­

trated in the following chart (No. 6), which at once elucidates the rela­
tionship of a particular note with the different sruti-classes and also the 

l'elationship of a particular sruti·class to different notes. The nu~bers 

in the squares indicate the position of a particular sruti in the group of 

sruti·s constituti~g a particular note. 

sruti-classes and svaras 

S N lclass namesl d . i bh f gandh- imadhya- 1 panca-1 dh . \ . ,J , . o f 
1

. fa ya Tfa a . 
1 

atvata mtiiua o sru z-s . · ara ma ma 
-----------'----

l dipta l I I I 
2 71.yata 2 2 2 3 2 
3 karut17J. I 4 1 
4 mrdu 3 3 3 I 
5 madhya. 4. 2 4 2 3 - 2 

--
(Chart b) (28c-3la) 

2. It is notabl~ that raktika is not mentioned in the verses 35 b-38. 
However rakta which does no't appear h ere is mentioned. 
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The five fruti-classes are furthn subdivided each having quite a few 
varieties. That means, each sruti belongs to a class which implies a 
class attribute common to all the sruti-s of the class and that class 
comprehends a few varieties implying special traits along with the class 
character. This specific character seems to be the association of a 
particular class-sruti with particular notes. For example, dipta is asso­
ciated with four notes and is said to be of four varieties, 71.yat/l is asso­
ciated with five notes and has five varieties and so on, as it is illustrated 
in the following chart (No 7). 

The chart illustrates the subdivisions of the sruti-cla~ses, represent­
ing their class characters as distributed among the svara-s, indicating 
thereby their specific traits, The names in the squares pertain to the 

class subdivisions. The number alongside indicates the position of the 

sruti in the sruti-structure of the svara. The chart illustrates the subject 
matter of verse Nos. 35b-38 as well. 

Subdivisions of sruti-cla,ses distributed among the svara-s 

• Sv~ra. or note_ \ sruti-class names signifying general characters 
s1gmfymg specific _____ ------c----,--

characters dlptli I il.yat l! I mrd1t I madhya I karutJ,a 

Sarjja tivril-l kumudvatt-2 mandil-3 chandovati-4 

JJ.rabha raktika-3 ranjani-2 dayiivati-l 

Gi1ndhi1ra raudri-l krodhi1·2 

Madhyama. vajrika-l prasarir/i-2 prtti-3 m1J.rjani-4 
-

Pancama sandipani-3 kriti-I raktil-2 alapini-4 

Dhaivata rohitJ,I-2 ramya-3 madanti-l 
--

Ni{IJ,da ugro.ul I I ktobhitJ,i-2 

(Chart 7) 
(3lb·35a) 

Chart No. 7 graphically illustrates the position of these partipular 
!ruti-s in the different note-intervals. The names of

1 
these !ruti-s are 

suggestive of their aesthctical value as related to their tonal quality. 
Contemplating upon the value or the purpose of classification of sruti-s 
briefly, 'S' suggests that they are perhaps designed to arouse the feelings 
or the affections implied by their names. This hypothesis is quite 
plausible and the whole scheme of this fruti-classification needs to be 
scientifically investigated. (35 6-38) 
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(v) ~~~101t ~~1;:rsrqi:i 
' '"' 

a ~iJ~lfaro~lf~~T~~~T~SfclT lt~{T: ' 

(v) Three sthana-s (registers) of svara-s : 39ab 

These (svara-s) are considered as threefold according to 
the different registers known as mandra, madhya and tara, i. e., 
low, medium and high. (39ab) 

Having dealt with the sruti-s, the sruti-classes and the develop­
ment of notes out of them, the author now proceeds to demonstrate the 

differentiation and the classification of notes. 

In the first inst:rnce the notes are classified according to their 
sthana i. e., the place of perceptible effort for voice-production in the 
human organism. It has already been pointed out by the author (verse 7 
ante) that nada manifests itself in three places, viz., in the region of the 
heart, throat and the cerebrum. These are the three sthana-s from 
which notes are produced. Corresponding to these three, the notes 
are classified in three registers or to speak loosely, three octaves, viz., 
mandra, madhya and tilra. Mandra represents what is known as chest· 
voice, madhya is throat-voice and tara is the high (head). 

r 
(vi) g_T~:?J lef~(l~q~{; 

~ ~F.f fF.f1!icflc{~~l Gl~m' Sfffftrlf~T: 11 ~~I I 

:;~a)s:;;~a) fe:clT ,sr~(i{t fe:~fafF.f1!iffT ~~ 1 

ffle{l~Qf cfilcfi~T~~ fii~l~~q- lq ~~l:fa' I I )t O I I 
C 

(vi) Twelve modified notes : 39c-46b 

These notes, in their modified form, are established as 
twelve. (39cd) 

SarJJa, modified by two sruti-s in two differep.t ways is 
(called) lowered farjja1 and unmovedia iarJja respectively by the 

I. Cyuta literally means sub-standard, fallen or lowered in pitch, 

2. Acyuta is steadfa~t, standard and unmoved. 
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~TctT~u1 l>..l_,. fa t'ifl~iifTT'~: ~f~a) lfqT 1 

=.:f~:isr_,,fo~cl+fTl(Tfo erictit fq-~er) ~~t! n~ ~ u 

tl'Tcll~Qf f~l';.l fi:=r: ~i:n~;~~ =.:Jfrf:~ fa: I ... ~ ... 
rn;ctT~ ~fer er~~r{T e:-1 f.:r:~r~.:r ~tfcta1 n ~ ~ n 

i{t,Q'i{: 

q~-q) 

~ii'f q~ ictTSio~fficlT~'Olll';.TQ'Tff I 
' ' ' 

f{'t;t{i:ftJTit f~l';.l_Jo: ~fw~ ~ff: 11~~ 11 

i:ft,lfi{~lf ~ fa- sncq =.:Jfg:l';.l"' fof~fff fa:ctT I 

qqa) i:ft,Q'i:ftiTir fq'l;iff: ~lfT~'t:lg:~ fa: u ~¥ n 

ifw~ 1.fiF-fi~t~~ =t:I' f.:r~T~f~'?l'~g:~ ... fa-: 1 

s:nc~)fa- fq~ffT ;r~1 e:-rfqfff aT~~ ~i:aa-r: 11~~ 11 

~ ~: ~erf~: tflet ~e{.:ftftfiAf~ma-: I 

process of sadhara1Ja 8 
( overlapping) and the 'kakalisation'4 of 

ni;ada. (40) 

WhenJ in the process of ~arjja-sadharal'},a5 (the overlapping 
of sarJja)' rsabha absorbs one sruti of sa(ija, it attains the 

Though the notes in their original form are found to be seven only, 
it is said that in actual usage when their standard pitch is modified 
either by augmenting it or by lowering it, they are known to be twelve 
in all. The modified notes or the vikrta svara-s are discussed in the 
following few verses. (39cd) 

The modification of notes is d ealt with from verse 40 to 45 and 
in this space the author e,cplains how the modified notes are formed and 
why they number twelve. 

$a¢ja is modified t0 the extent of two sruti-s in two different ways, 
viz. (i) by losing its note-fruti (i. e., 4th) to the advantage of uabha and 
its initial sruti (i . e. 1st) towards nitlJ.da, and (ii) by yielding its first two 
fruti-s to nitada. The first process is called cyuta-iarf.ja-sadharal')a (the 
overlapping of lowered ta¢ja) and affects the position of the note-fruti 
of ta¢ja which is technically called cyuta·ta¢ja (lowered tarf.ja), and the 
second process is known as the kakalitva of ni;ada, by which ni.rada gains 

3. Sadharal')a refers to tacfja-sadh'/1.rar;a. 
4. When niiada is augmented by gaining two fru!i-s of 1ar/.ja, it is 

transformed into kakali-nitada and this transformation of niro.da is 
technically named as "the kakalisation ofni;ada." 

5. In the text only sadhoral')a is mentioned, but it is the tarf.ja­
sadharal')a that is intended; it has been made explicit to avoid confusion 
in the English version. 
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interval8 of four fruti-s, and that is its only modified form. 
(4lab) 

Gandhli.ra assumes two modified forms as enunciated by 
Sarangadeva 'I viz.~ with three sruti-s in the process of 
madhyama8 -sadhllr7Ja (the overlapping of madhyama) and with 
four sruti-s in the case of antaragandhara. 1'(4lc-42b} 

the two initial fruti-s of 1a¢ja leaving its note-fruti quite unaffected. The 
second process is, therefore, associated with acyuta tarf.ja, i.e., unlowered 
or unmoved 1a¢ja. This subject matter is dealt with in detail in Section 
5 of this chapter. It may, however, be noted that the modified 1arf.ja 
has only two fruti,s viz., the second and the third, and the third and 
the fourth respectively of the original four. 

'SJ raises an interesting question. In the case of unmoved 1arf.ja, 
1acf.ja retains its fruti-note intact while yielding two initial fruti-s to 
ni1ada; therefore, its pitch remains unaffected, how then can its tone be 
called modified ? As it is obvious and also explained by 'S', normally 
1arf.ja is at the distance of four-sruti-interval from ni171da which in its 
modified state is reduced to that of two-fruti-interval. Now, since the 
tonal value of the notes is essentially relative in this system, the reduction 
in the extension of tarf.ja is adequately felt. Thus, even though the 
pitch remains the same, the duration and the tonal content is modi­
fied. (40) 

In the process of the overlapping of ;a(lja, its first sruti is gained by 
the preceding ni,rada and its fourth fruti is a ttached by r,rabha, the 
extent of which is extended thereby to four-fruti-interval; and this is the 
only modification undergone by r.rabha. I].fabha is thus composed of the 
fruti-s numbering 4th to 7th from the first of ,rarf.ja. 

Just as ta¢ja is modified in two forms viz., by the OYerlapping of 
1a¢ja and the 'kakalisation' of ni1ada, so also madhyama is modifird in 

6. Catul;-frutitva consists in having the note-interval of four sruti-s. 
7. Nil}faflka of the text literally means 'free from doubts' and is 

an epithet of Sar11gadeva. 
8. Only sadharana is spoken of in the text but, obviously madhyama• 

sadhlJ.rarJa is applicable here, and so it has been made explicit. 
9. Antaratva consists in gandhara gaining two initial Jrtiti-s of 

madhyama which by itself remains of two-fruti-measure only. Thus, by 
this action, gandh1tra gains a medial (antara) position between standard 
ga.ndhitra and madhyama," and is therefore called antara-g1tndhi1ra, i. e. 
medial gilnd!tara. Antaratva, there fore, signifies the 'medial position' 
of gc1,1dh'ara. 
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A1adhyama, like $ar/.ja is (modified) in two ways viz., by 
taking resort to the process of 'antara' and that of sadhi1ra1Ja'. 
(42cd). 

Pancama is of three sruti-measure in the madhyama-grama, 
while in the madhyama-sadhram;.a10 (the overlappng of 
madhyama) J gaining one sruti from madhyama it extends to 
four sruti-sJ· and is thus modified in two ways. (42-44b) 

Dhaiuata of madhyama-grama is modified to be of four 
sruti- interval. Nhada is modified in two wa.ys viz., in its kaisika 
and kakali forms having three and four sruti-s respectively. 
And so they make twelve modified forms, which along with 
the seven standard11 notes become nineteen in all. (44c-46b). 

two ways viz. (i) by yielding one sruti to glindhnra and one to fJancama, 
an example of cyuta (Iowered)-ma1hyama, and (ii) by affording- its two 
initial sruti-s to gandhiJra, an example of acvuta (unmoved)-madhyama. 
The former mode is called madhyama-sadhnrana (the overlapping of 

madhyama) and the latter is known a~ antara-siidharar_ia. 

Thus, when glindhara is modified by the overlapping of madhyama, 
it gains its initial fruti and is thereby constituted of three .fruti-s viz., 

the 8th, 9th and 10th; and when it is modified by the medial position of 
grmdhara (antaratva) it appropriates two initial :lruti-s of madhyama to 
itself and the number of its fruti ··s ~wells to four, viz , 8th to 11th. This 
latter gandhara of four Jruti-r is called aritara gandhnra. Thus gl/,ndha ra 
has two modified forms, viz., sa dh arar;a (i.e., the one consequent upon 
madhyama-sadharar;a) and antara (i.e., antara-gandhara) constituted respec­
tively by sruti·s numbering 8th to 10th and 8th to I Ith from the first of 
rar/.ja. (41-42b) 

In the modification of gandhara, the two processes of the overlap­
ping of madhyama and the medial position of g7J.ndh'(J.ra have been exp!ain­
eq with reference to gandh7J.ra. Now, we have to consider them from 
the point of view of madhyama. 

Madhyama is constituted by the Jruti-s numbering IO to 13 in the 

unmodified series. By the process of overlapping ma lends 10th sruti to 

IO. Kaisika is another name for s-a.dhararJa. 
11. The word suddha has to be interpreted with reference to the 

word vikrto . Vikrta, simply means modified and therefore Juddha would 
mean unmodified. But since that is a n egative expression and the 
general tenure of the term !uddha is rather positive, it seems it would 
be better to render it as 'standard', 
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ga and I 3th !ruti to pa and retains I Ith and 12th !ruti·r itself. In the 
process of the medial movement (antaratva) of gandhllra ma yields I 0th 
and 11th sruti·s toga, and retains only I 2th and 13th sruti-s. So, these 
are the two modified forms of madhyama, constituted respectively of 
11th, and 12th, and 12th and 13th fruti-s. (42cd) 

There is an obvious similarity between the modifications of far/.ja 
and madhyama as previously pointed out, With respect to the grltma-s, 
we are going to be informed adequately in the next Section of this chap­
ter. For the present, it may be understood roughly that a grama signi­
fies a series of notes related in a certain order. Two such scales were 
in practice. viz., rarf.ja-gro.ma, having ;arf.ja as its prominent note and 
madhyama-grama, having madhyama as its prominent note. Paiicama is 
established on the I 7th Jruti in 1a¢ja-grama and on the I 6th Jruti in 
madhyama-grama. This is one way how the two grama-s are distinguished 
from each other; of course this also affects the relative position of other 

notes which we shall see in due course. 
Now, with this background we can follow the text. In the 

madhyama gr'iima, pancama comprises the 14th, I 5th and the 16th Jruti-s, 
whereas in the .far/.Ja gr'iima, it also has the 17th Jruti which is consider­
ed to be the note-Jruti; and therefore, the 'l 6-1ruti' pancama is one of the 
modifications o l the standard pancama. Another modification occurs by 
the process of the overlapping of madhyama (i, e madhyama-sadhiirar1a), 
when it gives up I 3th Jruti wbich is absorbed by the pancama of 
madhyama-gr-0.ma. The standard form of the pancama of madhyama-grama 
comprises of three Jruti-s only, and when it gains one Jruti from 
madhy'iima its extent widens to four Jruti-s, i. e., 13th to 16th, and this 
constitutes another modification of paricama. ( 42c-44b) 

While paricama is established on the 16th sruti in madhyama-grama, 
the 17th Jruti which is the note-fruti of pancama in ;a(jja-grlima is released 
and absorbed by dhaivata, which consequently comprises the Jruti-s 
numbering 17 to 20 i.e., four in contrast with the standard three viz. 

18 to 20 of the iatjja-grlJ.ma. Thus, this is the only modification of 
dhaivata. 

Kaisika is another name for sadh7J.rar;a . Kaisika-nifJda which is a 
product of the overlapping of taJja when it yields its initial Jruti to 
nitada, swelling it to three sruti-s in extent viz., 21st and 22nd and ]st. 
Similarly, nifiJ.da is transformed into k a.kali-nira da when it gains two 
initial 1ruti-s of iaefja and comprises 2 1st, 22nd and !st and 2nd sruti-s. 
Thus ni;ada has two modiried forms respectively known as kai1ika-niiada 
and k-a.kalt-nit7J.da, 

The twelve modified notes as related to the standard (Juddha) notes 
can be studied at a ~lance from the following -chart ; 

10 
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Modified notes as related to standard notes in terms of !ruti-s 

name of standard modified notes no.of note-sruti-s 
SI. svara-s notes from I I form II modi- stand-1 modi--: 
No. (notes) extent,1:'lo._of extentro· ?f extentl~o. ?r fled ard fied 

srutz-s s rutz-s srutz-s notes notes notes 

1 2 3 4 5 6 

1 iarf.ja 1-4 4 

3 

2 

2-3 

4-7 
8-IO 

2 

4 

2 

3.4 2 2 4th (i) 3rd 
(ii) 4th 

2 uahha 5-7 
3 gandhara 8-9 

4 madhyama I 0- I 3 

5 pancama l 4- I 7 

6 dhaivata I 8-20 
7 ni;ada 21-22 

4 

4 

I I-12 

13-16 

2 

4 

3 17-20 4 

8-1 I 

12-13 

14-16 

2 21-1 3 21-2 

(Chart 8) 

4 

2 

3 

4 

2 

2 

2 

7th 7th 
9th (i) I 0th 

(ii) 11th 
13th (i) 12th 

(ii) 13th 
17th (i) 16th 

(ii) 16th 
20th 20th 

2 22nd (i) I st 
(ii) 2nd 

It is worthy of note in column 6 that in the case of serial nos. 1, 
2, 4 and 6 the note -sruti-s of the standard notes and the modified notes 
coincide respectively as the 4th, 7th, 13th and 20th. This phenomenon 
needs an explanation which is offered as follows : 

(i) Though the note-!ruti of the second modification of farfja is 
4th just like the standard iarf,ja, it differs from it i.n so far as 

its note-interval from ni;iida is only of two-!ruti measure as 
compared with four-lruti interval of the standard iaef.ja. 

(ii) Although the note-sruti of the modified r fabha is the same as 
that of the standard rtabha viz., the 7th, its note interval 
is of four-sruti measure from taef.ja as against the three-srut£ 
measure ofthe standard T[abha. 

(iii) The note-sruti-s of the standard madhyama and its second 
modification are identical viz., the 13th. but whereas the 
note interval of the modified form is of two sruti-s from 
g'lJndktJ.ra, that of the standard form is of four !ruti-s. 

(iv) Si~ilarly, the note-sruti of standard dhaivata is identical with 
the note-.fruti of modified dhaivata; and yet the note-interval 

of the modified form is four sruti-s from pancama whereas the 
standard note-interval is only three sruti-s. 

Thus, even though the note-sruti-s in certain cases are identical 
the note-intervals of the standard and the modified forms being quite 
different, there is no room for any confusion with regard to their 
character. ( 44c-46b) 
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(vii) ff~UO'fl!:J~~t~fq6R: qijq~~: 

.... -=- l::Scfi;:!~rfii"t~)f.o~~: ',~~ '' 

~ ~ta' ~~Tiii'O"~~~l{;:ttl"1' 

(vii) Production of svara-s (tones) by the birds and animals 
46c-47b 
The seven notes commencing with ~arjja are produced 

respectively by the peacock, cataka 1 
J goat 2 , heron, cuckoo J 

frog and the elephant. (46c-47b) 

The seven notes of the heptad3 (saptaka) are p erceived and utilised 

not only by the human beings, but also by the rest of the animal 
kingdom. T he notes have been identified with the expressions of parti­
cular animals and birds. T he author does not elaborate this theme and 
merely seems to have r ecorded a popular concept that confirms the fact 
that the notes actually exist in nature and are only seven. The following 
extract from the article of Bulwant Trimbuk, as published in the 
'History of Hindu Music' (p. 1 I) will be found to be of great interest. 

"Nature is never stingy or cruel to her children, when they serve 
her earnestly. The same craving after knowledge and spirit of patient 

enquiry which discovered to the Aryans that the high, low and middle 
notes had typical representatives in the animal kingdom, the same 

musical ear which showed them the sounds proper for repeating the 
lessons in the morning, noon and at other times, disclosed to them that 
the animals produce certain notes, and no more . They found that the 
peacock, ox, goat, crane, black-bird, frog and elephant uttered certain 
distinct notes, and that all the notes of the denizens of the f9rest could 
be put down under one or the other of those 7 heads. In this way were 
the seven musical notes found and fixed upon.'' 

l. Cri.taka is a bird of poetic convention. It is held that this 
bird takes only rain-water. Kunhan Raja's note in this 
respect is quite interesting and is reproduced verbatim: . , 
"Cataka is a mythological bird supposed to have holes in the 
neck, and as such, unable to drink water in the ordinary' 
way; they drink water remaining with their breast upwards 
when rain falls, so that the water does not leak out thr_ough 
the h oles.'' 

2. K . R. renders it as 'ram'. 

3. Heptad is used as an equivalrnt of Sanskrit sabtaka, which is 
conc;eived in place <2f the octaye. ' 

1 
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He al&o relates certain psychological states of mind, aesthetic 
moods with the notes and the animals as reproduced in the following 
table. The rasa-s or the aesthetic moods are in theory attributed to 
various notes by our author as well. 

Notes as related to the birds and animals and the rasa-s 

Sanskrit! English! Sanskrit 
notes notes names I 

English I 
names 

'J.'ypes in I Sentiments 
the animal peculiar to 
kingdom 

Sa 

Ri 

Ga 

C Shadja Do 

D Rishabha Re 

Peacock Heroism wonder, 
terror 

Ox or -do-
Chataka 

E Gandhara Mi Goat Compassion 

Ma F Madhyama Fa Crane Humour & Love 

Pa G Panchama Sol Black-
bird -do-

Dha A Dhaivata La Frog Disgust, Alarm 
-----------

Ni B Nishada Si Elephant Compassion 

(Chart 9) 
Note :-Spellings and English equivalents of Sanskit words have been 

retained as in the original. 

(viii) 11~-fi~·1~~~c1t~?J;~l~il~;:r ~~si{~n ~q~f: 

;fgfc{q{: ~cf~T cfl~T ~c{T~T ;f fctcft~fq- 11¥\911 

aJ~?-H~T :q cfT~T g Sft(TU Gfg~: ~cf~: ' 

( viii) Sonant~ consonant, dissonant and assonant notes : 
47c-51 

The notes are fourfold viz., sonant1
, consonant9

, disso­
nant8 and assonant4 ; of these, sonant is that note which in 

Having defined the relative form of the notes, the author now pro· 
ceeds to classify them from a different point of view, viz , on the function­
al basis. 1he Sanskrit name for sonant is vii.di which literally means 

I. 

2. 

3. 

4. 

Vadi, literally means speaker i, e , the note that frequen tly 
sounds. 
Samv'/ldl, literally means the corresponding• note, the note that 
converses in tune with the sonant, with the vadi. 
Vivil.di, literally means the opponent, the disputant i .e., the 
note of discord . 
Anuvlidi, Iiterallv means that which sounds afterwards, which 
follows i.e., the note that supports the sonant. 
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si.;r att) ~ T~ffllSc) cfT lfr.ft~.:a~'tl~U: 11 ~ c:; ll 
"' 

fi:r~: acftf~-=11 ol ~~) f.=f'flq;:t(fqq{f~.:r, , 

f~cf~l~cf cfT ~lflcfT 01' olftcfi f~cfTcffCf Wl't\11 

w~r~f~ ctT~T u~s~ itTlffi , 
~cfT~T ~ct3mf~~T~~lfTi:fT~lftSf~eftlf~ I I~ o It 

fctcfRT fettt~ra~ct1~1~~~1 f~~tti:r: , 
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performance is most frequently used. The notes having ari 
interval of eight or twelve sruti-s are mutually cdns6nanf. 
Ni and ga are dissonant to all other notes, or to ri and dha 
only, or ri and dha too are their dissonants. The rest of the 
notes are related as assonants. ( 4 7c-50a) 

The sonant among them 5 is considered to be the ruler, 
while the consona~t, being in concert with it, is· ca:lled the 
minister; the dissonant being antagonistic is likened by th'e 
sages to an enemy, the assonant0

, however, since it follows 
the king as well as the ministers, is like a servant. (506-51) 

speaker. The name itself is suggestive of its function viz , th'e o'ne that 
sounds frequently, ancl thereby establishes the melodic pattern of rilga. 
Generally, the sonant is also the fundamental note (the tonic), specially 

in the j a ti and gr ii. ma-r aga-s. 

'K' defines sathviidi i.e., consonant as the note which, in conso­
nance with the sonant, creates the quality of delightfulness in a raga (a 
melodic structure) and helps to maintain it. 'S' rats·es the po11'l't that, 
whereas Sarngadeva has spoken of eight or twelve fruti·intervals being 

the necessary condition for consonance of notes, Matai1g,a an•d Datt:i!fa 
have mentioned nine or thirteen sruti-s as constituting the requirecli inter­
val. Now, in order to answer this question as well as to gra'Sp t!he wh·oJe 
concept of consonance of notes, it is necessary to examine the staltetnents 
of Matanga and Dattila. Matai1ga says : 

"The notes placed at the jnterval of nine or thirteen Huti-s are 
mutually consonant" (as quoted by 'S'). 

5. 

6. 

That is, the four typPs o f notes viz., the sonant, the consonan't, 
the assonant and the dissonant. 
The assonant is likP a serv;i nt, in •o far as it has no other func­
tion exc, pt to stren~then thP lead i-ng nore in concordance with 
the consonance; it has no individuality of its own. 
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It is important to note that Mata1iga lays down the condition of 
the notes being of identical fruti-measure, in addition to the required 
note-interval of nine or thirteen Jruti-s. Following Matanga, Abhinav. 
gupta elaborates the concept of samasrutikatiJ. (identity of .fruti-measure) 

of a tone with r eference to the last Jruti of t he preceding tone. Thus 
Bharata has enumerated the fol lowing pairs of consonant notes in the 

1a4ja-gr'(}.ma : sa-ma, sa-pa, ri-dha and ga-ni based on 9 and 13 Jruti­
intervals. What is notable is that he has not included the pair of ma-ni 
which implies a 9 .fruti-in terval. This is so because ma a nd ni being at a 
distance of 4 and 2 Jruti s from the last Jruti-s of their respect ive ,,receding 
notes are not identical in their fruti-measure . Thus the phenomenon of 

svara-samvada which is inaccurately identified as the consonance of notes, 
is not only an acoustical but also a melodic phenomenon. In the former 

case it signifies the relation of svara-s in terms of the sruti-interval obtain­

ing in-between them and in the latter case it refers to the identity of Jruti­
measure constituting them. The melodic effect of this aspect of s.ara­
samvada is amply demonstra ted by reciprocal triads formed by the con­

sonance of notes as defined above. For example, Brihaspati points out that 

in case of ma-ni, which has been excluded by Bharata from the consonant 

pairs, 'ma-ga-ri' cannot be reciprocated by ni as 'ni-dha-pa', the reciprocal 
triad would be 'sa-ni-dha' and not 'ni-dha -p a'. Hence ma-ni have not been 

spoken of as having sarhviida" (cf. I.M.J. No. 7, p, 60 and P.L.S.: I.M.J. 
Nos. 11- 12, ,p. 57). 

· Incidentally the minute difference between the concept of conso­

nance in western music and samvada of Indian music is also made clear 
throug h the concept of samasrutikat a. 

Furthermore, as 'S' explains, Matanga includes the note-Jruti of 

the note with which consonance is established in the number of Jruti-s 
forming the interval, whereas Sarngadeva excludes it; that is why 
Sarngadeva speaks of eight and twelve J ruti-interval and (Bharata), 
Matanga and Dattila add one more to state as nine and thirteen-Jruti• 

interval. For example, take the consonance of sa-pa. The note-Jruti 
0 1 sa is 4th and that of pa is 17th; and if, while measurin!.! this interval, 
_one counts from 4th (il!cluding it) to 16th i t would ma ke for a thirteen· 

sruti interval but if the 4th is excluded, then it would make for a 
twelve-sruti interval. The consonance of notes is reflected in the 

following chart 
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Sonants and consonants 

Sonants /consonants l note-interval I note-interval I 
) of Sar i"1gadeva of Matanga 

Relation 

(i) ma 8 9 ~ac;lja-madhyama 

Sa (ii) pa ! 2 13 ~ac;lja-paficama 

Ri dha I!:! 13 ,, 
- --

Ga ni 12 13 ,, 
]\fa sa 12 13 

" 
Pa sa 8 9 ~ac;lja-madhyama 

Dha ri 8 9 
" 

Ni ga 8 9 
" 

(Chart 10) 

It will be clear from t he above chart that even thou.~h all the not2s 
have their own consonants in turn, yet only two rela tions of consonance, 

viz., the 8-sruti and the I 2-sruti intervals are recognised; and these are 
respectively known as the i aefja-madhyama relation and the ;ajja-pair.cama­
relation. 

But what is the function of the consonance of notes in perfor­
mance ? 'S' explains on the a u thority of Matanga (obviously) that, 

the underlying principle is that a consonant note can replace a funda­

mental note (i. e. tonic) without damaging the spirit of the mode and 

the raga (the melodic pattern). For <>xample, in case of sa-pa consonance, 

if in a given composition sa is the fundamental note and it is substituted 
by pa, it would n ot adversely affect the value of the aesthetic potential 
of the melody. 

It may also be noted that even though Mata riga concedes the 
relationship of consonants only between the notes of identical or equal 
sruti-measures, Sar rigadeva in agreement with Dattila does not mention 

this condition. T hus he would admit consonance between whatever 
notes that a re p la ced at the distance of 8 or 12 sruti-s, 

Now with regard to the d issonant notes the author presents two 
or three vifws altogether : 

(i) that ga and ni are dissonant to all other notes 
(ii) that ga and ni are dissonant tori and dha 

(iii or/and ri and_ dha too are dissonan t to ga and ni. 

The underlyin g pr inciple, however , seems to be that the notes 
having two .fruti s are dissonant. T his is enunciated by Matanga when 
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he says "Notes extending to two sruti-s are dis•onants". The function 
of dis~onants is defined by Matariga and elucidated by 'S' to the 
purport that the notes that can only disturb a nd destroy the melodic 
structure of a rltga, established in the configuration of the fundamen tal 
note (tonic), the assonant and rhe consonant notes put together, are 
dissonant. Again this yardstick has tc, be applied through the principle 
of substitution i. e., if ga is substituted for ri or vice versa, then the 
mode and the melodic pattern of the composition are disturbed, a nd 
consequently there is loss of aesthetic effect. 

The notes that are not mutua lly rela ted either as consonants or as 
dissonants are considered to be assonants. 'S' quotes Matai1ga who says 
that notes short of one sruti interval are assonants. Thus, for example 
he says, if rtabha is used for iarfja, dhaivata for pancama, uabha for 
paiicama, or dhaivata for iar/.ja or vice versa, the mode of the melodic 
pattern is not adversely affected. 'S' adds Tfabha for madhyama, and 
dhaiuata for madlryama and vice versa in this line. 

But what is the function of assonants? Anuvlldi literally means 
that which sounds after (the domina nt) i.e., the note that follows or 
supports the sonant. Matai1ga also lays dowp that "the funr,tion o f the 
assonant is to fortify and strengthen the sprit of the melodic pattern 
established by the sonant . '' ( 47c-50a) 

The relationship of the four classes or functions of the notes is ill us­
trated by a metaphor. Just as it is the king who commands in consulta­
tion with his minister, so also does the sonant function in close coordi­

nation with the consonant, and yet enjoys the supremacy of the king. 
The assonants are so many servants working for the sonant and the 
consonant, strengthening them; and the dissonant is like the enemy of 
the whole team. {506-51) 

(ix) ~cr~tuil fijf·~tfa--~-~qijfq-~.:~~a cJNifil ._,_ 

( ix) 

f(fqiQff~~,ffi :' l!l'~iil'llnt~ittlfi'{T: I 
' 

q~q: f~~wtc~) f~c1T,fl!l'~t~ctT 11 ~~I I 

Lineage, caste, colour, con tinent, sage, deity, metre 
a nd rasa (aesthetic deligh t) of the svara-s : 52-606 

Saiio, ga.ndhara and madhyama a re of divine origin 1, 
paii.cama has arisen from the lineage of manes, n abha and 

J. Girvfl. 'f1akula, li rnally mt>ans the hnus,, of goods', or in fact, the 
con ept 'kula' i~ akin to the cone, pt of commune; rhu• the 
exp1e,s1on i111 pl ies th., t sa, ma and pa an, d, scended from the 
communi ty of gods . 
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f.:t''-ft~ts~~?lltc~t qftiP'Q"(T: ~f{q's::q-qr: 1 

f~et1 g !R~"Sp;ft ~lfT i~lfiilTa'T f~il, i:ra-1 11 ~ ~ 11 

'!ffsnq.:a-~~cfi~it1 ~cf~T cf'O'ftf~i{ ~qra- 1 
~ ' 

q,~n~: fqs:~: ~uicfui: ~iqSf~tsfoa-: 11~~11 

iifii:fW{R~ ~}t I q)a: cfi«i~ 
"' 

~cttl!l't 
~Tcfi~1<til1"S:=i:1 'ffl~l~~;;rq~ 11 XX 11 

e,'T~ ~ticfi~ ~a iilTffi: Q~iifT~l.f: ~me! I 

cff~<ietT: '!ff~T~~ ~!?ii-ilefil;a~ -TT~~: II~~ 11 

~ISflft ~y: qs:i{ ISf~~TqT~gi:i~ct~1 1 

cffefi~~~fcfclf: -mtll.,lT'!ff'f'QT9cf"{T: 11 ~ \9 I I 

~~t~f~fa Sftmt: illlitlcl!l'~iilTf~~cfoT: 1 

ili:flq~iflTlff?ff f~lS~t:q ,~ell cfo! 11 ~ t; I I 

qs=, fui~ftQJcf:;Jf iift@fclfT§~~.:qtf~ «Tfq'! I 

~1 qf~s~~a ~,i qr ~1~~~ 1{Q'T-t~ 11x \11 

cfiTl.f1 f(.:{f c,: cfi~Qf ~tl.f~l~l.fti{q'T 1 
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dhaivata are th e progeny of the ui-s 2 (sages), while nifada has 
sprung from the demonic ancestry. (.52-53a) 

Saefja, madhyama and pancama are brahmins8, uabha and 
dhaivata are known as belonging to the pri'ncely class4

, nirada 

We have a lready come across two classifications of notes; here are 
a few others on quite different grounds. The basis for these classifica­
tions, as it will be seen, is p eculiarly historical and cultural; and there-

2. JJ,i i is usually translated as 'seer' or a sage; that being true, 
in this context a ui is the recipient of the vision of the mantra-s 
(i . e vedic hymns). 

3 Brahmin is the su perior-most caste a mon~ the caste Hindus 
who compr se brlthmar:ia s, lqatriya-s a nd vaisy a-s, roughl v con­
forming to the thr"e classes or Plato's ideal society viz., the 
philosophers, the ruler s and warri,ir s, traders and ploughmen. 
The fourth cas te of , udra comprises slaves and servan ts of 
lower class Actually, tne caste system of the Hindus is based 
on the four fu nctional divi ion~ of the human body viz., the 
head, the arms, the stomdch and th e f.-e t. 

I 

4. K;atriya, liter.i lly means the warrior (class). 
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and gandha.ra are considered to be in the merchant class6
, 

while the notes antara-ga.ndhara and kakali-niiada are of the 
servant class. 6 (53b-54a) 

Their respective colours are red 7 , pale yellow 8
, golden 

yellow, sparkling white\ black, plain yellow and variegated. 
(54b-55a) 

Then I am to describe the lands10 of their origin. 
The notes iat}ja etc., are re-spectively born in the continents 

I I I 

of Jambu, Saka, Kusa, Kraunca, Salmali, Sveta and Pufkara. 
(55b-56b) 

fore, peculiarly Indian in orientation. Moreover, it is not always possi­

ble to trace the historical-cum-mythological background in which the 
classification and its nomenclature were significantly employed. For 
example, one can hardly say anything about the classification of notes 
based on their origin from the gods, manes, sages and demons, but one 

can guess with obvious justification with respect to the other classifica­

tion based on caste. IncidentalJy these attributes go to project the 
individual images of the notes lending them a personality. 

$a<f,ja, madhyama and pancama have four sruti s each, uabha and 

dhaivata have three, ni(lJ.da and gandhara have two; so obviously they 
have been . evaluated according to their sruti-value and assigned the 

best, the middle and the lower position among the society of svara-s 
(notes). However, antara and klJ.kali are treated as outcastes since 

they are not employed as the fundamental notes, and are therefore, 

degraded from the position of full-fledged svaratva (i.e. the capacity, to 

be an independent musical note). (52-54a) 

There is a state of consciousness arrived at through yogic process in 
which colour and sound -appear in a unified percepLion. The notes have 

been assigned particular colours here. These colours may be related to 
the particular aesthetic effec.ts subsequently attributed to the notes or 

5. Vaisya-s include traders, farmers, industrialists and the produ­
cers of every type. 

6. Sudra-s are those who are not free citizens, who are in the 
service of other individuals etc. 

7. Padmabha is interpreted by 'S' as red; literally it means 
'shining like a lotus' as rendered by 'K. R.'. However, we do 
have a red lotus and therefore, the interpretation of 'S' may 
be taken to be authentic. 

8. Pinjara is defined by 'S' as slightly yellow or yellowish. 
9. Kunda is a flower and ' K. R.' identifies it with jasmine. 'S' 

interprets it as brilliant and white. 
IO. Places of birth. 
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The ui-s11 (sages) who discovered the first five12 notes 
commencing with fat}Ja etc., respectively are Vahni18, 

Brahmau, Sasanka15
, Lak~m1kanta16 and Narada 1 '1, 

while dhaivata and nifada were discovered by Tumburu. 1 8 

(56-57b} 

they may even be objective facts that are subjectively perceived; but 
nothing can authentically be said about it, since even the commentators 
do not refer to the basis for this tradition. They seem to take these 

things as a matter of course. 

The world was divided into seven dvipa-s according to the puranic 
geography which is mixed up with mythology. A dvtpa is considered to 
be an independent mass of land separa ted from the other dvipa-s by an 
ocean. Thus corresponding to the seven dvtpa-s seven oceans are also 

conceived . These days, the concept of 'dvipa' is taken as corresponding 

to that of 'continent', though in technical details it is not necessarily 
so. (54b-56b) 

It will be observed that with respect to every note, or in other 
words, regarding all the seven notes, certain characteristics are described 
here, such as, the family line, the colour, the continent of origin, the 

seer, the presiding deity, metre and the aesthetic effect. To a critical 

mind, this scheme is open to searching questions regarding the signifi­
cance of these individual characteristics as a ttributed to the different 
notes. However, only a few general suggestions can be offered here 
with a view to provide a certain per spective in which the true signifi­
cance of the scheme may be discovered. 

I I. 

12. 
13. 
14. 

15. 
16. 

I 7. 

18. 

Rsi-s are considered to be the seers who have an immediate 
p~rception of Truth or a fact. 

That is, ia(lja, rtabha giJ. ndhiJ.ra, madhyama and pancama. 
Vahni, literally means fire an d alludes to Agni, the go:! of fire. 
Vedhas of the text refers to the creative aspect of the Divinity, 
i . e. Rrahmli. 

Safanka refers ro the 'moon'. 

Lak~miklinta refers to Vi~ou along with his consort Lak~mr. 
N!irada is not only a mythological figure, but also one of the 
authoritie~ in the tradition of the musical arts as mentioned 
in the beginning of the text \Cf, S. Raj, Vol. I, p. 667 for an 
exhaustive note). 

Tumburo. is similarly another authority sanctified by musical 
tradition fhus Tumburu, like Ni:trada i~ a historical persona­
lity. He· is described as an expert in divine music Vllyu• 
purltr;a fi9.47-49 , a gnndhm:.z,a disciple of N1rada (Bh1tgavata­
pur il 11,1, l. i 3.37-.'i9) Tumburu h o bviously associated with 
N!irada in the Purrtr_ia-s. 
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The presiding deities of fatJj a etc., respectively are 
Valmi, Brahma, Sarasvati19, Siva20 , Vi~QU 21

, Ganesa22 and 
the Sun28

, and the metres associated with them seriatim are 
anuitup, giiyatri, tritup, brhati, pankti, u~?)ik and jagati. ( 5 7 c-59b) 

In the vedic tradition, every vedic hymn, i.e ., sukta is endowed 
with a seer, a presiding deity, a metre and so on; and it seems that the 
present characterisation of notes in the above terms is an extension of 
this tradition as applied to music. How far its application to music is 
useful, practical and valid is a question of a detailed and a deeper 
investigation. 

Another obvious fact, as already hinted in this regard is that, all 
these characteristics go to raise an individual image of each note. One 
might well find the beginnings of the later rl1.ga imagery in the Indian 

music developing visual images of tonal structures expressed in line and 
colour in their rudiments. 

1S' has observed this phenomenon from quite a different angle 
which is interesting and thought-provoking. He says that the allocation 
of the musical notes to seven different continents as the places of their 
origin and the a ssociation of seven seers etc. as well points out the fact 
that the notes were admitted to be seven only, and not nine, including, 

for example, the kakali-nii ada and the antara-gandh 'dra. T h us, he raises 

the question, "why indeed the notes are considered to be seven as a 

rule ?", and suggests the following explanation : The number seven as 
associated with the musical notes is based probably on the concept of 
seven supportive tissues (spoken of in the Ayurveda) of .the body such as 

l 9. Terms such as Vahni and Brahma have already been explained. 
SarasvatI is conceived as the goddess of learning, art and 
literature in the puranic symbology. 

20,21. Siva symbolises that aspect of the Hindu trinity which is 
responsible for the dissolution of the creation and Vi~ou is 
the deity responsible for t he state of the being in creation, i. e. 
sthiti (sustenance). 

22. Ganesa, in the puranic mythology, is the son of Lord Siva 
and a god to be propitia ted at the commencement of every 
religi ous rite, ceremony or any new social or economic under­
taking. 

23. The Sun, though grammatically correct, is yet a misleading 
expression, for the presiding deity called Sun, is not inert 
like the sun, but is the essence of the consciousness embodied 

I by it 
• The following notes ( 24-3 I) are prepared on the ba•is 

of the glo~sary of technica l 1,1, ords, append ... d to Ravi Shankar's 
"My Music My Life". 
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Sat/.ja and nabha are employed in the expression of 
heroism 24, wonder 215 and wrath26

; similarly, dhaivata is used 
for abhorrence 27 and terror118

, gandhara and niiada for 

skin, blood, flesh, etc., or on the concept of the seven psycho-physical 
centres in the body, or as related to the seven continents, Kakali-ni1ada 
and antara-gandh'fJra are not ta:Cen as notes independently as they are not 

used as the dominant (tonic) notes. This is supported by a quotation 
from Dattila to this effect ( cf verses I 6 and I 7). 

It is notable that while all other r;i-s from Vahni to Narada are 

more or less mytholog1cal, perhaps with the exception of N arada who is 
semi-historical, Tumburii is a historical p ersonality and a gandharva i.e., 

a musician. He is said to have discovered dhaivata and nitada (cf. a 
di~cussion on the concept of gnndharva by Sadagopan-Prem Lata­
Brahaspati in the Indian Music J ournal, Oct.-Nov. 1967), where it is 
said by Brahaspati that dhaivata was discovered by him as an overtone 

ofmadkyama. It seems that the discovery of dhaivata and ni{iida attribut­
ed to him is historical (56c-57) 

The concept of devat ll or the presiding deity is once again vedic 

in ongm. It symbolises in concrete terms the abstract idea of a certain 
classification of human consciou sness of that particular age, which was 

partly functional and objective in its comprehension of the creation and 
partly subjective, being conditioned by the time-space of the age. For 
example, the group of sun-gods headed by Savi tr symbolise not only the 
sun, but in fact the brilliance that characterises the sun and the slars 

alike. Thus the discovery of the modern astronomy that the stars are 
as many and more or less powerful suns, is no revelation to those who 
are acquainted wi th the vedic symbolism. The Vedas have comprehend­
ed the truth of it in their own terms. 

It is difficult to relate the application and the extension of this 
symbolism to the musical notes, as it has already been said, but if any 
significance has to be discovered, vedic symbolism must provide the 
key. 

24. Vira is expressive of dignity, majesty and glory, courage and 
heroism. 

25. Adbhuta is expressive of wonderment, amazement, sur prise, 
exhilaration, and also the mixed feelings of anticipation. 

26. Raudra depicts anger or excited fury. 
27. Bibhatsa conveys the sentiment of hate, hostility and disgust 

which is usually made expl icit in dramas. 
28. Bhoyr, naka represen ts the &ensation of fear, fright and awe. 

Howf'ver, it is difficult to express this in music or a solo­
instrurnent. 
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pathos29
, and madhyama and pancama for mirth80 and con­

jugal love. 81 (59c-60b) 

Similarly, the particular metres that have been associated with the 
notes are also vedic with the exception of anuifup which was introduced 
into the classical Sanskrit as well. This confirms the view that this 

characterisation of the tones is a form of the extension of vedic symbo­
lism in the field of musical arts. In this context the value of its appli­
cation to music needs to be assessed for proper appreciation and under­

standing. 

In this respect 'S' informs that these particulars are used in the 

worship of the toms when ia¢ja etc, are invoked by the seed-syllables 
spoken of by Mata i'1 ga . In this invocation specially the seer (rti), 
the presiding deity li. e. devarn) and the metre are utilised. 'S' gives a 
long quotation from Mata11ga, referring to the seed syllables of notes, 

which need not be reproduced here. This reflects the influence of Tantra 
on the already existing tradition of vedic origin. ( 57c-59b) 

It is said that music is a universal language : perhaps it 1s so 

because it gives expression to the content of the heart without inter­

ference of thought, and therefore, appeals directly to the heart. Music, 

as understood in the context of sangita was primarily considered to be 
an accessory art to dramatics a nd therefore, specific compositions such 
as particular gra ma-r"ltga-s etc., were employed in the depiction of parti­
cular sentiments, such as heroism, conjugal love, pathos and so on. 
Thus the theory of rasa or aesthetic delight propounded for explaining 
the phenomenon of literary and dramatical enjoyment was later applied 
to music, even while it was taken to be an art by itself. That is how 
various raga-s are associated with various states of mind leading to the 

enjoyment of various emotions . In this background the capacity of 
different tones for producing or arousing particular mental states is 

further analysfd here. 

This analysis of the character of tones with reference to their 
capacity to express more effectively particular sentiments seems not 

only to be historical and traditional, but also objective and scientific in 

29. Karur.za is sad, pathetic, tragic and expresses loneliness, longing 
and yearning for the absent lover or God. 

30. Hasya is humorous and comic, happy and joyful and produ­
cing laughter. 

31. S1ngara represents the universal creative force and embodies 
romantic and erotic feelings, of love between man and woman, 
the longing for the absent lover, and sensitivity to the beauty 
of nature. 
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principle. Cf. Bharata XIX. 38, 39 (K. ed.) as the basis for Sllrngadeva 
to associate particular notes with particular rasa -s. However, svara in 
this context refers to the tonic i. e., the first tone of the mii.rcchana and 
implies the milrcchana based on it. So in fact the rasa or the aesthetic 
delight associated with a particular tone is capable of being produced 
not by an isolated tone but by the mii.rcchana commenced by that tone. 
This view is supported by the implication of Bharata in the context of 
rasa as associated withjatis (N. S. XXIX. 12 K. ed.) 

Rasa is generally rendered as aesthetic delight, but that does not 
elucidate the concept adequately. Rasa is that delight which is distin­

guished from pleasure, from sensation and sensual enjoyment in so far 
as it is to be derived from a state of mind free from the limitations of 
personal likes and dislikes. Rasa is the delight o f. a consciousness in 
which emotion is experienced as a universal affection. Rasa is not only 

contemplation but also a direct experience of beauty and love. The 
concept of rasa is well elucidated as 'brahmananda-sahodara', that is, 
'delight approximating to universal love'. 

The association of rasa or an aesthetic mode with the individual 

notes may not be directly an extension of the vedic tradition, but 

certainly the concept is derived from m?irga-sanglta i . e., ancient music, 
and is therefore, an indirect extension of the vedic tradition. It is 
worthwhile to remember that the Snma -veda is, according to some, the 
source of musical arts. 

Another point worthy of notice is that, quite in keeping with the 
tradition of dramaturgy, only eight of the nine rasa-s of the literary 
theory have been admitted as the basic aesthetic moods in music. 
Santa i e., 'serenity' is excluded as being impracticable for the purposes 
of demonstration. (59c-60b) · 
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Section 4 

Griima, Murcchana, Krama and Tana 

A. Grama : 1-8 •• 
(i) The definition of grlima : 1 ab 

Grama1 is a group of tones that forms the basis of 

milrcchana I etc. ( 1 ab) 

The individual identity of the tones has been established and 

demonstrated in the previous Section. But, taken individually, the 
tones do not have any utili ty, obvious or hidden. So, in order to be 
effective the tones are organised and presented in a systematic form; 
and therefore, the author now comes to deal with the basic pattern 
of tonal organisation and the system of formal presentation related to it, 
In this Section he deals with grama whic-h forms the basis of tonal 
organisation of the system of formal presentation consisting of such 
concepts as milrcchana, the murcchana-series (krama) and the note-series 

(tana) which constitute the important features of ancient Indian music. 
These concepts will be elaborated in their proper context, but for the 
present we are concerned with the term 'gro.ma'. 

The word grama in Sanskrit means a village; but a village in 
ancient times, and even today was and is more or less a community by 
itself. So, when the word griima is adapted in musical parlance, it 
denotes, not merely a collection of musical notes, but a group of notes 

I. Gr'dma may be understood roughly as a basic scale, but for the 
sake of accuracy it has not been translated into English. 

2. Murcchanll, though not translated in this work, like grama, may 
otherwise briefly be understood as modified gramic prototype 
scale, 
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of relative tonal value organised into an integrated whole compre• 
hending within its fold the span ofa saptaka (heptad), a scale of seven 
notes which serves as the basis for musical compositions, 

'K' elucidates that, as in every-day life grllma refers to a group of 
eople, so in musicology grama refers to a group of svara-s; but, as the 

~ord svara refers to the linguistic vowels ( vedic and classical) as well as 
the musical notes, this definition would be too wide. Also in the 
ordinary connotation of 'svara' is included the threefold vedic accent, 
viz., udiJ.tta, anudatta and svarita. It is in order to preclude such an 
interpretation as it were that grllma is stated to be such a group of svara-s 
which forms the basis of milrcclzanii. etc. By etc., the author implies 
milrcchanil-series, note-series (tana), ornamentation ( alarilk'fJ.ra), graces 
(gamaka) and the archetypes ( jati) of musical compositions such as 
grama-raga-s and so on. 

'S' also offers the same elucidation but with an alternative : 

probably, as he apprehends, one may not understand the order of tonal 
value, say in terms of the pitch involved in the grama, if it is merely 
taken to be a group of tones. Therefore, this general statement is 
conditioned in so far as the group of notes has to be so organised, the 
tones have to be so related to each other, as to serve as the basis for 
murcchana etc. 

'S' is obviously inspired in this view by the Sangita-samaya-sllra, 
from which he quotes as under : 

"Grama is a group of notes having ordered sruti·s and constituting 
miircchanlJ., tllna,jo.ti and a1hsa." 

The emphasis is on the order inherent in the arrangement of the 
sruti-s, and therefore the svara-s. It is this order in the tonal value of 
the notes which distinguishes it from an indistinct jumble of sounds. 
Actually this point is implied in the text as one can clearly see it, though 
'K' has emphasised one aspect of it and 'S' has stressed the other. 
Kumbha's definition of grama seems to be the most appropriate : 

"When the svara-s in consonance, having sruti-s in due order, serve 
as the basis of murcchana etc., they are said to constitute a gr11ma". (S. 
Raj. I. 2. 3. 9-10) 

That the tones of the grama should be so related as to be in 
consonance with each other, makes this definition more explicit, clear 
aocl precise. Also, this definition gives due importance to fruti-s apart 
from the svara-s. 

M. S. Ramaswami Aiyar in his paper entitled, "The Question of 
Grllma-s" ( b J R A 

pu · , · . S., l 936, p. 632) explains grllma in these words: 11 . · 
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(ii) The two grama-s: lc-26 

Two grama-s are prevalent in this world1, the first is 
jar)ja-grama and the second is madkyama·grama; they are defin­
ed in the following terms. (lc-26) 

".A grllma was an unsingable group scale, so to speak, consisting of suddha• 
vikrta svara•s collected together and preserved, as such , for the purpose 
of selecting, from that group scale, any desired set of seven notes with a 
graha or srarting point which set, when sung in the n atural order of 

a.scent and descent was called murcchanil . and which, when a harmonic 

individuality was established with the help of arhsa,, rryllsa, vlldi a nd 
sarhv11di etc., took the name of jati3

." Thus, it would seem that the con­
cept of grama is deeply involved in other concepts of the grama-murcchan'(I 

system; and would therefore become rriore and more clear as we go on 
comprehending' them all as a part and parcel of a single scheme. 

Grllma has been defined primarily to be a group of tones: there­

fore, the question is, why not have seven gramn•s, one by the n ame of 
each tone ?, and why only two viz., ta¢ja-grama and madhyama-griima ? 
'K' suggests that since the tones are employed in two forms viz., the 
standard or unmodified and the modified, there are only two grllma·s 
each to serve as the basis for the former and the latter i e ., the ia¢ja· 
grlima for the standard tones and the madhy ama·grama for the mcdified 
tones. However relevant this explana1ion may be, it can hardly be said 
to be adequate; there are many other factors of musical practice that 

make any other grama impracticable, e.g., the principle that the tones 
of a gr11ma should be in consonance with each other, implies that the 

consonant tones have to be of the same fruti-measure: and this implica­
tion cannot probably be realised elsewhere as accurately as in the taefia 
and the madhyama-gr'/lma-s. 

3, As quoted by Nijenhuis in her Dattilam, p. 104. 
I. Dkarll.tale, literal1y means, 'on the face of the earth', i.e., in the 

mortal world, for gandhara-griJ.ma is said to be prevalent in the 
heaven or among the ~ods. 
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(iii) The definition of the far)ja-grama and the madhyama 
grama: 2c-3b 

Pancama, if located on its1 fourth sruti makes for Jhe 
iatJja-gra.ma; but if established on the sruti immediately 
preceding2 it, makes for the madhyama-grama. Alternatively8 , 

dhaivata of the fa</,ja-grama is of three sruti·s; while in 
madhyama-grama it has four sruti-s. (2c-3b) 

The author is now suggesting the means of distinguishing the 
ta¢ja-gr11ma from the madhyama·grama and he says that pancama.is the 
crucial note for this purpose. In the far!Ja-grama pancama is located 'ort 

the seventeenth sruti and consequently dhaivata has three sruti-s, but in 
madhyama-grama, pancama is located on the sixteenth fruti and .conse­

quently one of the fruti-s is ~pared to dhaivata which sustains four fruti-s. 
Thus the grama-s can be distinguished either by the position and the 
extent of pancama or of dhaivata. 

Incidentally, it is pointed out by 'S' that, whereas the pari.cama of 
the iad_ja-gr'llma is unmodifiable, the par1cama of the madhyama-grama is 
essentially a modified note. Even though there are other notes in. 
iadJa·grlJ.ma such as ;adja etc ., that too are constant, yet paiicama presents 
a contrast and that is why it becomes more significant. 

1. Sva the use of this possessive pronoun in the terminology of 
Sariigadeva is quite significant; for, it excludes the fruti-s 
gained by the tones in their modified state. The fourth fruti 
of paiicama is t he seventeenth sruti of the scale identified by 
'K' as o.lapini of the karut/a Jati (class). 

2. Svopantya-of the text literally means "its penultimate". Thus, 
the expression refers to the sruti immediately preceding the 
fourth sruti of pancama, i.e., the third fruti, or the sixteenth 
of the scale, identified by 'K' as sandipani of the ayatli class. 

3. 
'S' points out that the use of the indeclinable tu in the text 
shows that the author prefers to stick to the first distinction 
for distinguishing the grama-.s, while he mentions the other 
a~te~na~ive on behalf of other musicologists. Indeed the 
d1stmct1on of dhaivata is incidental to that of pancama. 
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(iv) The gandho,ra-grlima : 4-5 

If gandhara takes one sruti each from rfabha an 
madhyama, dhaivata takes one sruti from pancama, and nha 
takes one sruti each from dhaivata and ~adja, it becom 
gandhara-grama as declareq. by the sage Narada 

1
. This gram 

is prevalent in the heaven 2, not in this world. ( 4-5) 
In the tradition of Bharata, which Mataf-lga seems to follow, onl 

two grama-s, viz., the ;a4ja-grlima and the madhyama-gr'lima are recognis 
(cf, Br. D. 93), However Narada, of uncertain chronology, refers to 
third grama called gandh"/J.ra-grama which, our author after Matai1 
declaces, was meant to be used exclusively by gods and not by hum 
beings. This gr/lma is derived by him from the ta(lja-grama as describ 
in the text and accordingly can graphically be demonstrated as under : 

The three grl1ma•s 

Name of the gra.ma \ 

$arfja-grl1ma --; 

Tones with number of sruti-s 

M~dhyama-gr a,ma 

Gandhiira-grilma 

sa/41 ri/ 3 

ma/4 pai3 dha/4 I ni/2 

ga/4 ma/3 pa/3 I dha/3 

ga/2 ma/4 pa/4 ( dha/3 

sa/4 

ni/4 

ri/3 

sa/3 

- (Chart 11) 
Dhaivata takes one fruti from pancama ( of the ,raefja-gra ma) a 

yields one sruti to nitada, retaining in effect the same number of sruti-s, 

1. N~rada is a very ancient name, known to Veda as the brahma 
and the Pura'}aS as devar;i. He is associated with Bharata in the very fi 
performance of drama (N. S. Kashi ed, 5.32). Bharata mentions Nara 
as an authority on gandharva (N. S Kashi ed. 32.484). At least five p 
sonalities are discerned by the name of Nlirada including the authors 
NMadt.ya-siktl1 and Sangita-makara11da (cf. S. Raj , Vol. I, pp. 667-668 for 
detailed description), In short, Narada is an ancient authority on o1 usi 

2. The heaven in the Hindu mythology, is the abode of god 
those who accumulate merit by good deeds, are born as gods in heave 
aad as the merit earned by them is exhausted, they are again reborn 
mortals in noble families. On the other hand, the gods are considere 
to be immortal, having partaken of nectar. 
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(v) Justification for the three grama-s: 6-7b 
Sarjja is the prime tone1

, for being in the first position 
and also for having more ministers 2 in the grama; madlryama 
too is in the fore-front, because it cannot be omitted. Being 
a descendant of the same family, even gandhara is the promi­
nent note in the heaven. (6-b) 

Now, the question is why the three grlima-s are named particularly 
after iaefja, madhyama and gandhara, and not after any other notes such as 
pancama or nisada and so on. The author explains that it is because ;adJa 
is the most prominent tone; and that for two reasons viz., it is the fottda­
mental note and also it is in consonance with more notes thart the other 
i.e., with pancama and mad!l:Jlama; whereas other tones have only one 

consonant. 
Madhyama is also an important note since it cannot be omitted 

while composing standard (suddha), hexatonic and pentatonic ndte­

series (tlina•s). 'K' also suggests another reason. Madhyama cannot be 
omitted because the three notes preceding it are quite in balance with· 
the three notes succeeding it, and have a certain consonance in•be'twe'en 
them, but madhyama being centrally situated is isolated from tliaf sort 
of relationship and therefore serves as the boundary line between tlie 
two sets of notes, making itself in-omissible. 'S' quotes Dattila regar­
ding the inomissibility of madhyama to the following effect. 

''Pancama in the madhyama-grama, and dhaivata in the· iacfj'a-grama 
are inomissible, but however madhyama is so everywhere." 

Gandh'i1ra-gr'i1ma is so named because it is a descendent of tl1e same 
family of gods to which iarf.ja and madhyama be1ong and is· thereby tlie 
prominent note in heaven, where it is said to be prevalent. 'S' quotes 
Matanga in support of this reasoning. 

"Why indeed this particular nomenclature ,rarf,ja and madhyama­
gril~a ? To explain, they have been assigned grilma names because of 
;:e1

: being extraordinary, and that is because of their being born in the 
~of gods." (cf. l.3.52ab ante) 

I. -1:radh'i1na literally means 'the chief', in other words, the most 
important tone. 

2· The consonant tones have been' referred to as ministers (cf. 
3.50 ante). 
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(vi) The presiding deities of the grama-s : 7cd 

The presiding deity in each of the three gramas respec­
tively1 is Brahma, Vi~gu and Siva. 2 (7cd) 

(vii) !llffTUfl iiTilcfiTijJfi:rf.1~ ! 

~q'icflJT~cf~l!! ffla6l(Tfa l(~liiql={ l 

~~lfilt;r ll'ttrf~ Stf~T~ s;~~lflf~hT: l l t; l l 

(vii) The periods of time as related to the grama-s: 8 

They1 are to be sung by those who are desirous of 
p·rosperity in the forenoon 2, mid-day and in the afternoon, in 
the winter, summer and in the rainy season respectively. (8) 

The .expression ''gatavyaste" is quite significant and also thought­
provoking; The pronoun 'they' (te) obviously stands for the three 
g~lima·s ; and therefore two interesting questions arise in this particular 
context : (i) are the grama-s meant to be sung ? (ii) Is singing to be 
restricted to winter in case of the ia1ja -gr'l1,ma, to summer in case of the 
madhyama-grllma and to rainy season in case of the g'lJ,ndhilra·gr'lJ,ma ? and 
ifso, the g'lJ,tzdhara-gr'lJ,ma cannot be used on earth as it is prevalent in the 
heaven only; then how should one sing in the rainy season ? Moreover, 
the grama-wise distribution of the day into three parts presents another 
problem on the same lines, 

The grama-s, it is generally held, were not meant to be sung ; but 
what is probably collectively referred to in the text by way of gr 'Q.ma, 
is the various types of melodic patterns or musical forms set in the 

pattern of the particular grama-s, such as jati-s and r'Q.ga-s. It is interes­
ting to find 'S' quoting Matanga with reference to the function of grllm/J 

1. That is, in the rarfja, madhyama and g'llndhara-grama, in respec­
tive order. 

2. The appellation Mahe.foara (Mah11+isvara-the great God) is 
used in the text. 

1. That is, the three gr'ltma-s. 
2. PurvaahrJe, literally means 'in the anterior period' with reference 

to the middle period of the day, i. e .. the mid-day. Thus, we 
·: 1) ;; can also divide as forenoon, noon and afternoon. 
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in this context ; it is said--"the purpose of grll.ma 'is to regulate the 
organisation of svara, fruti, murcchan'/1,, tana,jilti and raga." Obviously, 
these are the main factors of the ancient Indian music known as the 
grama-murcchana-jati system. 

Thus, the expression 'they are to be sung', refers not merely to the 
basic sca les of the grama-s, but alt those melodic structures or musical 
forms that are set in to their basic pattern. 

Accordinl!ly, the text is suggestive of another function of the 
three grama-s viz., their individual suitability to a particular season. 
The traditional six Indian seasons have been compressed into three for 
functional purposes ; and on this basis one is led to infer that even 
gandhara-gr7lma might have been rrevalent sometimes in the forgotten 
past . All that the text implies is that the three grama-s are more 
suitable for the three respective seasons and the divisions for the day, 
but not that they are exclusively to be employed on restricted basis. 

I ' 
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The murcchana-s and krama-s : 9-26b. 

(i) The definition of murcchana: 9 

The ascending and the descending movement of the 
seven notes in successive order is called mflrr:chana. There1 

are seven murcchana-s in each of the two 2 grama-s. (9) 

The concept of mfirchhan'il is quite important in this system of 
music, and should therefore be understood quite adequately . 

The word 'marcchana' is derived by Matanga from the Sanskrit 
root mflrcch-to faint or to increase. Thus he defined murcchana as : 
"murcchyate yena rago hi milrcchan'll,·ityabhisaiijnita" i.e., "That by which 
the raga develops is called murcchanli." Basically it is the movement, 
ascending as well as descending of the seven notes which is called 
murcchanil in the text. However, 'S' quoting Matai,ga in his -support 

I. That is, in this world excluding heaven. 
2. That is, the ;adja·gr'tJ.ma and the m-1dhy,1ma- gram~. 
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makes it clear that it is in fact the seven notes arranged in regular order 
of ascent and descent which stand to be called as milrcchan'il i.e., in other 
words, the action of ascent and descent, that is, the tonal movement is 
not to be called murcchana, as it is said by Matariga : 

"The unit of seven notes in regular order of ascent and descent is 
known to be the referent of the word murcclzan'il by the experts of the 
subject." 

Obviously a very subtle distinction has been made; for indeed, it 
is the seven notes in the ascending or the descending movement in their 
successive order that constitute murcchana. The movement is quite 
inherent in the tones if they are to form a mftrcchanii. Thus, the distinc­
tion is rather formal and may be construed as helpful in placing the 
e1Jlphasis rightly on the tones, rather than on their movement. Ravi 
Shankar defines murcchann as, "scale-wise progressions in descending 
motion from the fundamental notes." (cf. Glossary of Technical Words 
'My Music, My Life'). 

The function of milrcchann is to develop, to enlarge and to spread 
the rnga. Obviously, it is not possible to restrict the arrangement of 
murcchanii-s to any one register, an.!1 as pointed out by 'K' in order to 
show their range to be co-extensive with the three registers, Matanga, 
speaks of murcchana-s of twelve notes as well, but this seems unnecessary 
in view of the two grilma-s being used conjointly, covering the three 
registers. Kumbh!l mentions Kohala and Nandikesvara as supporting 
Matanga in his view, but he totally rejects it by himself as technically 
uncalled for (cf. S. Raj. 2.1.1. 352-357). 

Thus it is settled, as per the text that there are seven miircchann·s 

in each grilma. 

(I t . (ii) ~---~if~tllltflil~~~illil ~~,: 
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(ii) The names of the mflrcchana-s of the farjja and madlryama­
grama-s : I0-12a 

The first in ra~ja-grama is uttaramandra which is followed 
by rajani, uttarayatll, suddhararJja, matsarikrtll, asvakrllntlJ. and 
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abhirudgata. Madhyama-grama has sauviri, hari1J.asva, kalopanata, 
Juddhamadhya, margi, pauravi and hruaka. ( 1 O-l 2a) 

The names of these fourteen murcchan'lJ.-s seem to be quite significant 
and some scholars have even ventured to speculate regarding their 
literal signification as related to their musical content and aesthetic effect; 
for example, the name of the first mfircchana of the rarf.ja-grnma attara­
mandra, literally means, "the one that follows the mandra i. e., the lower 
(heptad)" and this exactly tallies with its tonal position, since it com­

mences with the rar!ja of the middle hcptad, 

Now, the question (as raised by 'K') is, 'Why should the milrcchanns 
of the ratJja-griima begin with the rarfja of the middle register?' i. e., why 
not with some other note of, say, the lower register ? And 'K' explains, 

"that is so, because Bharata has ordained it that way," quoting him, 
"milrcclzana should be demonstrated on vinii with the tone madhyama 
(madhyama svarel}a vair.}avena milrcchana-'lirdesal})". And then 'K' goes on 
to quote Matanga in his interpretation of Bharata : "Murcclzana should 
commence with the middle register in order to establish the lower and 
the higher registers (mad!!)la-saptakena mflrcchana-nirdefal} kllryo mandratlJ.ra-

sidhyartham)." 

As far as the literal meaning is concerned, Bharata has spoken of 
madhyama as the tone and not of madhya saptaka. However, Bharo.ta 

also lays down uttaramandra as the first mftrcchana, "adya-hyuttaramandr lJ. 
.rynd etc." (cf. N. S. Ka. ed. XXVUI. 27). So in fact Sarngadeva follows 
the tradition of Bharata and Matai1ga. Matai1ga however, seems to have 
correctly elucidated Bharata, why uttaramandr'lJ. is taken as the first 

murcchana.. 

t' 
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(iii) The tonal form of the mflrcchana-s : 12b-15 

Their distinguishing character1 is (now) being out­
lined. 2 The first murcchanli is commenced with the $adja of 

'S' reproduces the murcchana.-s (in the ascending form) of the two 
grllma-s in accordance with the text as under : 

I 

I. Lak1atJ.a, literally means a characteristic mark. 
2. Lit, 'established' by clemonstrat.ion. i, 
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3lclf~f;::rt{l~i: "~nl'T q~~;:rr: ~ • "' ... 
i{t;lfi{~'tfi{i{l'{.:lf tf~T'{f i{=ii~.=fT ~~ • ' ~ ~ '' "' ... 
11s;~~c1)sc1:~~~~1.:r1~~lf g iiifT~ , 

"~~~r-=-f~~anJii ~~Tm: q't f<=f~: , , ~ 't, , 
~flUTNTf~T rfl'1q~qq~~T.=f~ff~a': I 

"~~T~ffl{~lfi{T~TN ~~ci tfl'{Q'~qf~ ' ' i ~' ' 

the middle register; and the six other murcchana-s with ni~ada 
etc. (placed) one below another in regular order. Sauviri 

commences with the madhyama of the middle register, and 
the six others8 with the notes coming one below another in 
successive order. (12b-14b) 

According to another version, rajani etc. 4 are formed 
by nirada etc. 6 that are placed on rar)ja 6 and hariiilsva etc. 7 

Murcchana•s of the two grama-s 

$a¢ja-grama Madhyama-grama 
----- -----

No. Name Tonal form No. Name Tonal form 

I. Uttara- sa ri ga ma pa dha ni I I. Sauvir'i ma pa dha ni sa ri ga 
mandrll. 

2. Rajanl ni sa ri ga ma pa dha 2. I-ll1rir.iafva ga ma pa dha ni sari 
3. Uttar'(J.yarn dha ni sari ga ma pa 3. Kalopanata ri ga ma pa dha ni sa 
4. Suddha- pa dha ni sa ri ga ma 4. Suddha- sa ri ga ma pa dha ni 

iatf,jo. 
5. Matsari- ma pa dha ni sa ri ga 

krta 

madhya* 
5. Margi• ni sa ri ga ma pa dha 

G. Asvakrantl1 ga ma pa dha ni sa ril 6. Pauravh dha ni sa ri ga ma pa 

7. Abhirudgata ri ga ma pa dha ni sa 7. I-l(fyaka• pa dha ni sari ga ma 

(Chart 12) 

• The tonal form of suddha-madhyll, m"/lrgi, pauravi and hrtyhk"/l 
may appear to be identical with that of uttaramandra, rajani, uttarllyatll 
and suddhq·farfja respectively, due to the same tones employed; but 

3, That is, other miircchanl1-s. 
4. That is, from ranjani, uttarayat"{J, etc. onwards upto abhirudgata. 
5. That is, ni dha pa backwards upto ri. 
6. $ar!ja of the middle register. 
7. That is., from harirjl!.SV'fJ., kalopanatl1 onwards upto h(Fyak'fJ.. 
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are formed by gandhara etc. 8 that are placed on madhyama; 
the subsequent notes farJ.Ja etc. 9 and madhyama etc. 10 respecti­
vely may be tuned accordingly. (14c-15) 

actually it is not so, because the pancama of the madhyama-grama is of 
three fruti-s, whereas in the 1a¢ja·grllma it has four ; therefore, these 
murcchan'il·s, though similar in appearance, are yet different in content. 
Signs ___:__ and ___!__ (not used here) are respectively indicative of the lower 
and the higher register. (!2b-14b) 

Then the author describes the same phenomenon of the formation 
of milrcchana-s in quite a different way. The phenomenon remains the 
same, only the technique of relating it differs, 

As already explained in the previous verse, by the first method 
the milrcchan'/l-s are formed by placing their initial notes one below the 
other. This involves a change of range (sthana) in the same vitia which 
has to be mattakokila, that is provided with 21 strings and has the range 
of three registers (cf. Ab. Bh., G. 0. S. Vol. IV, p. 122). By this method 
the milrcchana-s can be worked out as under, either in the range of the 
lower and the middle registers, or the middle or the higher registers. 
While in the second method explained above, the mft.rcchan'IJ.•s are 
obtained in the same register, but every time the strings have to be 
tuned accordingly. Chart 13 (a & b) illustrates the first method and 
Chart 13 (c) illustrates the second. 

Formation of murcchan'fl-s of the ;aifja-grama 

Method I (a) 

Name of the I l 2 3 4 5 6 71 8 9 10 11 12 13 14 
murcchana t 

Uttaramandr'fl 
I ' 

sa ri ga ma pa dha ni 
RajanJ 

' 
ni sa ri ga ma pa dha 

Uttar'ilyatil dha ni sa ri ga ma pa 
Suddha-ia¢ja pa dha ni sa ri ga ma 
Matsarikrt ma pa dha ni sa ri ga 
Asvakra.nt'iJ. ga ma pa dha ni sa ri 
Abhfrudgat'iJ. ri ga ma pa dha ni sa 

Chart 13 (a) 

8. That is, from ga ri backwards upto pa, 
9. That is, 1atf,ja and the higher notes. 

I 0. That is, madhyama and the high!_!r notes. 
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I 

Formation of murcc!zan~-s of the ;arfja-grllma 

Method I (b) 

Name of the j 8 9 IO li 12 13 14115 16 17 18 19 20 21 
murcchan7J. 

Uttaramandrll sa ri ga ma pa dha ni 
Rajani ni sa ri ga ma pa dha 
Uttarayata dha ni sa ri ga ma pa 
Suddha-farf,ja pa dha ni sa ri ga ma 
Matsarikrta ma pa dha ni sa ri ga 
Asvakrllntll ga ma pa dha ni sa ri 
Ab hirudgat a ri ga ma pa dha ni sa 

--- - ---
Chart 13 (b) 

Formation of murcchana-s of the Ja¢ja·gr7J.ma 

Method II 

Name of the 
I 

Notes and their sruti-intervals 
milrcchana 

--- -- - - ~ -
Uttaramandra - sa - ri -- ga - ma - pa - dha - ni 

4 3 2 4 4 3 2 

Rajani : - ni - sa - ri - ga - ma - pa -dha 
2 4 3 2 4 4 3 

Uttarayata : -dha-- ni - sa - ri - ga - ma -pa 
3 2 4. 3 2 4 4 

Suddha-;arf,j'll - pa -dha- ni - sa - ri - ga -ma 
4 3 2 4 3 2 4 

Matsarikrt : - ma - pa ·- dha - ni - sa - ri -ga 
4 4 3 2 4 3 2 

A!vakrant '/l -- ga - ma - pa -- dha - ni I 
-ri - sa 

2 4 4 3 2 4 3 

Abhirudgat'/J. - ri - ga - ma - pa - dha - ni -sa 
3 2 4 4 3 2 4 

<Chart 13 (c) ' 

These illustrations clearly make out the difference between the two 
methods of murcchan1t-formation. The one (I) involves change of range 
and therefore requires the mattakokila Vitia and the other is done in the 
same register and involves tuning of the vitz'll according to the murcchan'/l-s. 

{l4c-15) 

~ 
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I (iv) ~rlt•il~t: 
°" 

:qg~T m: 'l~~ ,g;g:,: cnfcn~T<lif~mra~ 1 

~T~U~a~e: q)ttm: isr~q-~:q,~f~r:tTf~m: 11 ~ ~ I I 

P..l fr:fe'.tf ~~flf fillSl'T~: ~P..lll'~~ I 
~ ' 

~ cfif<ifi~T' l{~lfl{~lf 1Tf.:~T~ffcf.:r:{~: ~: 11 ~ \SI I 

(iv) The classification of the mflrcchana-s : 16-17 

These are fourfold, viz. suddha1 (standard), kakali-inclu­
sive2, antara-inclusive3 and inclusive of both4

; thus, they are 

The murccfzann-s are classified on the basis of their being inclusive 
or exclusive of either of the two notes called kakali and antara or both of 
them. First of all the author defines these two terms. He says, if 
nif1tda absorbs two sruti-s of iar/.Ja and is thus established on the 24th 
(22 + 2) or the 2nd sruti ( of the next register), being in effect constituted 
of four sruti-s, then it is called kakali ni{ada and also merely as ka.kali for 
the sake of convenience. Similarly, if gandhara incorporates two sruti-s 
of madhyama and is thereafter established on the 2nd sruti of madhyama, 
being constituted in effect of four sruti-s, th20 it is called antara-gandhara 
or merely a ~ antara for the sake of convenience. Both these notes are 
considered to be the modified forms of niiada and ga.ndhara respectively 
and are not counted as independent notes by themselves. 

Now, he says there are four classes of murcchana-s, viz. (i) those 
that are composed exclusively of the standard notes, i.e. the suddha­
svara-s, (ii) those incorporating kakalt-tzi1ada, (iii) those incorporating 

I. .~uddha literally means pure or nat.ural, the term is suggestive 
of the fact that the murcchann-s of this type are composed of 
tones in the standard sruti-relation i. e., 4-3-2-4-4-3-2 or 4-7-
9-13-17-20-22. 

2. Kakali-inclusive is the one that takes kakali-ni1ada instead of 
suddha-niiada, the fruti-relation being 4-7-9-13-l 7-20-2 (i. e. 
24) taking 2 sruti·s from the sa of the next register. 

3. Antara inclusive is that which takes antara-g'llndhara instead 
ofsuddha-gandhara, the fruti-relation being 4-7-11-13-17-20-22. 

4. The fourth type is such that it takes antara-gandhara and 
kaklJ.[i-niJlJ.da instPad Of SUddha ga and ni; the SfUti-reJation 
being 4-7- 11-13-17-20-2 (i e. 24). 

However, the sruti relations indicated here pertain to the 
faq.ja -g.rama; in madyama-grama pa will be on the 16th sruti 
instead of the 17th. 
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known to be fiftysix in all. If nisada takes two sruti-s of fa,JJa, 
it becomes kakali 5

, but if gandhll.ra appropriates two sruti-s of 
madhyama it becomes antara. 6 (16-17) 

antara g'lJ.nd!aJ.ra and (iv) those incorporating both kakali and antara, 
Each of the two grama-s has seven murcchana-s, so both have fourteen; 
and then, each of the fourteen is of four types described above, Thus 
(l4X4=56), altogether we get fiftysix murcchan'IJ.-s. The four types of 
the milrcchana-s of the ;arfja-grlJ.ma are illustrated as under, along with 
their srnti-relations. 

The four types of milrcchana-s 

Name of the type I sa rI ga ma pa dha ni I Remarks 

I. Suddha 4 7 9 13 17 20 22 
(standard) 

2 Sakakali 4 7 9 13 17 20 •2 or •2 sruti-s from 
(kilkali-inclusive) 24 the next register 

- -
3. Santara 4 7 l l 13 17 20 22 

(antara-inclusive) 

4. Ubhayagata 4 7 I I 13 17 20 •2 or • - do-
(inclusive of 24 
both) 

(Chart 14) 

This illustrates the varieties of the first murr.chanlJ. only. 

5. The short form of kllkalJ-ni; il da. 
6. The short form of antara gandhara. 
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(v) ;(~ifl~~~'lf-tl~.-ftqp,1: .. . 
~~ ~~fct~1 ~~ifC:~if, ~Tl{~): ii'imt 1 

' ' 
l!~-=i'T fficff~~q «T f.:t:~~.:f ~)fctclT l l ~ i:; l l 

(v) The method of indicating the serial number of a 
mfi.rcchana : 18 

In the two grama-s the serial number of a mflrcchana, as 
pointed out by Sarngadeva 1, is that which corresponds to the 
position of ~arjja or madhyama in it2

• (18) 

This is rather a very faithful rendering of the text which in fact 

implies that, since there are fourteen mflrcchanlJ.-s in the two grllma-s, 
seven in each, the question is how to recognise a particuiar murcchana in 
terms of its being first, second, _third, and so on. The author here 
points out that the serial number of a murcchana is indicated by the 

position of ;afja or madhyama in it in the ;arjja or madhyama grlJ.ma as the 
case may be. For instance, in utta1amandra a mi1rcclzan7J. of the iar/ja­
grllma 'sari ga ma pa dha ni' the position of the sa i~ firs t, and there­
fore it indicates that uttaramandra is the first murcchana of the .rarfja-grll.ma. 
Similarly farfja being the sixth note in a{vakrant"tl, it indicates it to be 
the sixth murcchanii . Also in the case of madhyama-gra.ma, hMi;!asl)a for 
instance has m1dhyama in the second position (ga ma pa dha ni sari) 
and is thereby the second murcchana. of the madhyama-grama. 

(vi) ;r:;~;:r,-~-=n: itt:Jf ~:s ~tf l ~ 
"\ ui ' "\ 

s:r~f~~cf~~i:~t~ci'cfi'T «tcl'el'T ~~a I 
' 

m,;;i:fTqi;:~q~q~f~oT;:~i3~i:fT~lt~l=ffi! , , ~ ~ 11 

~ ii'i:fl~'l tj~lH ~l11~ ~-lq~tfT !ffa~qif l 
"' ' ... 

(vi) The murcchana-series (krama-s) and their number:19-20b. 

Each one of them 1 becomes seve.nfold by commencing 
With the first note and so on 2 • In these8 , the last notes hav­
ing been sung, initial notes may be sung in their respective 

I. Nii;saflka is the appelation of Sar.ngadeva. 
2, Cf. Dattilam 11. 
l. 'Them' refers to the fiftysix mi1rcchan7J.-s of four types described 

in versl" 16. 
2. That is, from the first to the seventh note. 
3 .&4. ·These' refers to the seven mllrcchana-series, formed as per 
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order. These4 are murcchana-series (krama-s) and their num­
ber is three hundred and ninetytwo. (19-206). 

The purport is that each one of the fiftysix murcchana-s spoken of 
above, has seven series of murcchana-s of its own which are formed by 
commencing the murcchanil with the first, the second, the third, the 
fourth, the fifth, the sixth and the seventh note, keeping the !1uti·value 
of the notes unaltered, Now, 'S' poses the problem that, if the murc­
chana is commenced with the second note and so on, how can it h ave 
seven notes in it ? The text resolves the difficulty by suggesting that 

the last notes may be sung in the fit st instance and the preceding notes 
may be sung in their respective order. Moreover, it is notable that in 
this scheme the basic scale is not altered and so the miircchana does not 

change, what changes is the order of notes in it, and actually each 
murcchana has seven possibilities of such a variety in the order, These 
series are therefore called krama-s, literally 'orders'; they are useful in 
the computation of ku(atilna-s (permutational note-series). The series of 

murcchan'lJ.·s are therefore sub-varieties of the murcchana·s and are distirt­

guished from the milrcchana-s proper by the fact that they are formed only 

in the ascending order of notes, whereas the murcchan'll-s are formed in 

the descending order as well. For instance ut.taramandrlJ. , the first 
murccharza, of the ia'f,ja-grama is sa ri ga ma pa dha ni : ni dha pa ma 
ga ri sa; but the series of this murcchan'lJ. are recorded as follows :-

1st series 

2nd series 

3rd series 

4th series 

5th series 

6th series 

7th series 

8 9 10 11 12 13 14 
-

sa n ga ma pa dha ni 
14 8 9 IO l l 12 13 
ni sa ri ga ma pa dha 
13 14 8 9 IO II 12 

dha Ill sa ri ga ma pa 
12 13 14 8 9 IO 11 
pa dha Ill sa ri ga ma 
11 12 13 14 8 9 IO 
ma pa dha Ill sa ri ga 
10 l l 12 13 14 8 9 
ga ma pa dha ni sa rt 

9 LO 1 I 12 13 14 8 
ri ga ma pa dha ni sa 

( Chart 15, adopted from K , R. with modification) 

thi~ verse; they may be understood as subvarieties of the seven 
murcchana-s, called krama-s in the text. The word krama is used 
in the sense of series in this particular context. 

Section 4 : Gr!ima, Milrcchan:t, Krama and Tana '177 

These series of tonal order do not stand in the descending order and 
are therefore called krama·s or murcchan'lJ.·krama-s-i.e., mnrcchan:!l•series. 
Since each of the fiftysix murcchana-s has seven series, the total number of 
such sub-varieties comes to (56 X 7=392) three hundred and ninetytwo. 

These krama-s, named as milrcchanil-series are considered to be 
murcchanll~s only in so far as the notes in their ascending order are placed 
consecutively and exhibit some sort of order in their arrangement. 

Matal'iga, following Bharata, classifies the seven-tonal murcchana•s 
in slightly a different way, viz. purrJlL (complete), ;'lJ.r/avita (hexatonic) , 
awJuvitil (pentatonic) and sadhararyi (mixed), the first one of which 
incorporates all the seven notes, the second is composed of six notes, the 

third is formed with five notes only, while the fourth includes k'lJ.kal! 
or/and antara forms of ni{lJ.da and gandhara. 

Bharata has defined milrcchana as a group of seven notes placed 
in order, and he derives milrcchana-tana•s (also called only tlina) from 
them by the omission of one or two notes (cf. N. S., G. 0. S. IV. 
32-33, p. 2 5). Sar11gadeva too, basically follows this classification 
but technically he applies the term Ulna to all those modifications of 

murcchana-s that are formed by the omission of one to six notes in the 
combinational and permutational note-series (suddha and ku(a tana-s). 

(vii) ll:;~i=IT.=tf ~~ffft: 
~ 

lf ~~~);;y~~y;~+fq~T1lTf 5>ifqtf?(l;;: 

~~i:t ,_~,=n;:ni:tc=n: f~icfc{T: 
11~011 

wi'TTc{ ' .. 
~~;:iqT~~ctcJf ~;g: ~f QUf +fT.:f q: 

~f~'TT i:f~l:fi:f ixti:r":a~;:n~qc{T: 
11~~11 

ii'TTo ' ... 

(vii) The presiding deities· of the murcclzana-s : 20c-22b 

The presiding deities of the murcchana-s of the iarJja­
grama respectively1 are yakia2 , rakia8 , Narada4, Brahma.5 , 

I. 
2. 

3. 

That is, from the first murcchanll-series to the seventh series. 
rakia is a class of demigods who are considered to be the 
guards of the treasures of Kubera, the god of wealth. 
Rakia is the name given to evil spirits . 'K. R.' in his note 
on verse 20 considers rakia-s along with yakfa-s to be semi-

5. 

celestial beings. He does not elaborate on their function. 
4. Narada is a celestial figure, a sage elevated to be a divine 

roaming minstrel of the three worlds (i.e. the heaven being t11e 
abode of gods, the earth being the abode of mortals and the un­
der world below the earth, being the abode ofn'lJ.ga-s or reptilesj. 

The creative aspect of the Hindu trinity. 
12 
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nlJ.ga,6 asvin7 and Varu~a 8
; and those of the madkyama-grllma 

respectively are Brahma, Indra 9 , Va_yu1 0
, gandharva, 

11 
siddha

12 

Siva and sun. 18 (20c-22b) 

(viii) ;ft~a:q-"i~~lfil ;r$t•iflfflf;r 
°' 

offll~lftfi=f i=fTiflfi=f i={~~T ,r,rnteft~ ' ' ~ ~' I 
i:r~rf~qirri ssm '1~~mi:t sf~rrat , 
"' ' ' 

at'iiil;:cn :q ~tc(t~t ~tsQ'~T :q):~rulfm , , ~ ~ , 1 

~tfa ~i:rt~tl'rat Slt'1t"Utt ~ca i:r~~rfl: , 
"' 

311ttnlf.ft fc{~fm :q.:sn ~m ~qf~-lt 1, ~ ~, , 

\l'~T :qt~i:f~T fq~T qt:qi:t q:aj.:{T ~qt: ' 
"' 

.:fi=ql fc("T~T §~~T f:q~T f~~c(cfT 1~l I I~ Y.. I I 

atT~'fl ~fa 111.:~1~mi:t ~~: ~ca 11=.;~i=fl: , 

aM ~q STQ'T~l(l fqt'fT~i=f i=ftf~a,: '' ~ Tt' I 
(viii) Narada's nomenclature for the murcchanll-s : 22c-26 

The sage Narada has given 1 another nomenclature for 
them II viz. the first in the ~aJja-grama is uttara-varrfa and 
then8 abhirudgata, asvakranta, sauviri, hH_yaka, uttarayata and 

Narada is a celebrated authority of ancient India and this 
subject is dealt with in two works ascribed to him, viz. .Naradiya-sik{4 

and Saizgita-makaranda. The nomenclature ascribed to Narada in the 
text tallies more or less with the one given in .Naradtya-sik{d, but is 
slightly different from that of Saiigita-rnakaranda (cf. N. Sik~a l.2 .9-14 

6. .NiJ.ga, a class of beings inhabiting the world below the earth, 
who are likened to serpents. 

7, Asvins are the twin brothers, the sons of the sun and the physi-
cians of the gods. 

8. A god of the vedic pantheon and puranic mythology. 

9. The chief of the gods. 
10. The god of wind. 
I l. Ceiestial chorister, a singer in general. 
12. A class of demi-gods with supernatural powers, or a perfected 

human being. 
I. Literally, it would be translated as 'said' . 
2. 'Them' refers to the seven mf.trcchana.-s of each of the gro.ma-s. 

3, The sense of 'then' i~ implied ill the context. 
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rajani; these are the seven marcclzana-s of the seers. In the 
m,adhyama-grli.ma the mfi.rcchana-s are: apyll.yani, visvakrta, candra, 
hema, kapardini, maitri and candramasi belonging to the manes. 
,Nanda, visala, sumukhi, citra, citravati, sukha and ala.pa are the 
seven mflrcchana-s of gandhara-grllma; but they have not been 
spoken of in detail as they are to be employed in heaven 
only. (22c-26) 

and S. Mak. I.2.I0-15). However, it is notable that the name uttara­

var~1l given to the very first murcchana. of the ;aef ja-gro.ma is not found in 
both of them ; and what is found in its place is uttara-mandrfl.. Besides, 
there are n few other minor variations. That shows that Slirrigadeva 
probably had access to a different MS. of NMadtya-likflJ., 

Another notable point is the distribution of the mflrcchana-s of the 
three gra.ma.-s among the gods, the seers (who are human beings) and 
the manes. This is in keeping with the Brahminical tradition of 
symbolic characterisation already spoken of. It may however be 
mentioned that, since the seven milrcchanii.-s of the raef,Ja-grama only are 
allocated to the seers (r-ri·s) these rnurcchanii.-s only are considered to 
be of use in this world by the Na.radiya-liktii. (c f. l.2.13-14 ). 

rt. ffi~T: 
(i) ~~ay;rf.:r~1'1f~f~:, ~~ .... ~"' :q 

1. ~a,~(!f~Olfi. 

at.=rr: ~~ij_:a~j:{T: ~;g:,: 'fr~c(~~fftfat: 

C. The tana-s : 27-90 

(i) The formation and the number of ~he suddha-tana-s 
(specific combinational note-series) : 27-30 

(1) The definition of the suddha-tana : (27ab) 
The suddha1 (standard) murcchana.-s, by dropping one 

Tll.na, which has been rendered as 'note-series' js essentially a 
murcchana. The word tfJ.na is derived from the Sanskrit root ta11 to 

spread, to stretch, or to expand, enlarge, develop. 

I. Suddha literally means pure L e., unmodified or natural. In 
this context, suddha implies an ascending and descending 
series of seven standard notes placed in their regular order in 
the iat/.Ja or madhyama grfl.ma; and that is why it has been 
rendered here as 'standard', 
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or two notes become suddha-tana-s 2 (specific combinational 
note-series). (27ab) 

The mfircchanil-s have been classified into four types ( cf. verse 16 
ante), viz. standard (suddha , , kiikali-inclusivc, antara-inclusive and 
inclusive of both. Broadly speaking, these four types fall into two 
c~tegories, viz. composed of standard notes only and composed of 
standard and modified notes. A tiina is formed by dropping one or 
two notes from any standard mfircchanil. Thus, a suddha-til11a is nothing 
but a standard mfircchana deprived of one or two notes. 

The word suddha qualifies both the words mii.rcchan"tJ. and t"tJ.11a. 
Tana-s are also of two types suddha and ku{a, i. e. combinational and 
permutational. 'K' argues that if the word suddha of the text is taken 
merely to qualify the word tli11a, then Juddha· tl/.na-s would proceed from 
all the fiftysix murcchana-s already described, and in that case the 
number of hexatonic and penta tonic tana-s would not tally with the 
text; while on the other hand, ifit qualifies only 'mfircchanii ' then even 
ku/a i. e. permutational tl/.na-s would also be possible from the standard 
murcchanil-s, which is contrary to the fact . Thus it is that; suddha 
(standard) murcchana·s when deprived of one or two notes become what 
is called the hexatonic and the pentatonic combinational note-series. 
Matanga, however~ p 'lints out another difference between mfirccha11a and 
t1J.na. He says : "murcchanii proceeds in the ascending ord er, while tana 
proceeds in the descending order only ,, So tilna, as differentiated by 
him, is restricted to the descending ord er of notes only. 

2. 

\ 

Tana, in the ancient terminology, is a series of five to six notes 
in a specific combinational order called suddha-tana (specific 
combinational note-series). Though Juddha-tana is the full 
expression, when writing about it in its context, the word 
suddha-is taken for granted and mere t'tlna is used instead. 
Accor dingly, the expression specific combinational note-series 
is also sometimes replaced by the simple term note-series (in 
due context). But t,l na as such has to be distinguished from 
ku{a-t J. na (permutational note-series) to be defined presently. 
However, in modern music tllna, as defined by Ravi Shankar, 
is a musical phr,,se sung on vowels, syllables or words drawn 
out or stretched b y expressive passages . (cf, Glossary of 
technical words, My Music My Life) . 
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2. '-{liEf~l.:fl! 

~m: ~ca- ijT~T~~i:tTffif'{q~q: 11~1.Sn 

ocfl 56cTfcnTf~lilT ~e:qq «f~)f-i~ffT: I 

~tff ..ti'tlUcfT oT.:\'T: f!afffcfT f~f~~fo: II~ t; 11 

~a- ~~ti=l'tf~T~~~tl' ~~T ir~n: 1 

(2) The hexatonic note-serjes : (27c-29b) 
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The seven (murcc!zana-s) of the fll(lja-grama, by an indi­
vidual omission of sa, ri, pa and ni 1 in their respective turn, 
make twenty-eight (note-series). Similarly, the seven 
(murcchana-s) of the madhyama-grama, by the omission of sa, ri 
and ga in turn -.respectively form twe,ntyone (note-series). 
Both of them put together, are considered to be fortynine 
hexatonic note-series. 2 (27c-29b) 

Though the combinational (suddha) note .series (tlina-s) are derived 
from the standard (suddha) murcchanil-s, the la tter is distinguished by the 
absence of modified notes, the former is distinguished not only 
by the absence of k'akali and antara notes, but also by the absence 
of any change in the regular arrangement of notes. If the note-series 
is set in the permutational form then it is called ku{a-tana i. e. permu­
tational note-series. The note-series are formed by the omission of one 
or two notes. If one of the seven notes is omitted, what we get is a 
hexatonic note-series and if two out of the seven cue omitted we get 
pentatonic note-series. 

'K' raises the question that, "since pancama determines the griirlia, 
if it is omitted, how can it discharge this functicn ?" He resolves thJ 
difficulty by pointing out that the pancama can only b e omitted in the 
faefja-grtJ.ma; therefore, even its omission is indicative of that patticular 
grama. 

'S' explains at length how we get twentyeight note-series in the 
farfja-grama and twentyone note-series in the madhyama-grl/.ma. When 
the seven mfircchan'/l·s of the iarJja-gr'/lma are deprived of iatjJa, then we 
get seven hexatonic note·series, likewise when deprived of ri, pa and_ ni 
respectively, we get seven other such series in each case, making twenty­
eight in all. Similarly, in the madhyama-gr'l).ma when the standard 

I. Saptama-Iiterally means the seventh, (note) i.e. ni. 
2. That is, ' f'dtjava-tana•s'. 
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murcchan~-s are deprived of sa, ri and ga respectively, they form into 
twentyone note-series. Taken together, we get forty-nine hexatonic 
note-series. That is how the standard murcchanil-s being deprived of 
one or two notes become combinational note-series. 

An illustration of the hexatonic note-series with the omission of 
sa in the fa¢ja-gr il ma 

No. Name of the murcchana Form oft he murcchana 

I Uttaramandrlt X ri ga ma pa dha ni 
2 Rajani ni X ri ga ma pa 
3 Uttarayata dha ni X rl ga ma pa 
4 SuddhaiarJj il pa dha ni X ri ga 
5 Matsarikrta ma pa dha ni X ri ga 
6 Asvakrantil ga ma pa dha ni X ri 
7 Abhirudgatlt ri ga ma pa dha ni X 

(Chart 1611) 
Note :-x denotes omitted sa. 
• Adopted from S. Raj. Vol. I, p. 132. 

3. 311:S-efijl;Jl ~ 
~ 

~qn-"1:fi fr~ fa--+lft ~ f~q1;1.:1t ij'Ccf qfiifa-t: , , ~ \, , 
~ 

~~mi:r 
" 

1lq'ffilt{T ~<fif~~fi:RT~T: ' 
"' 

f~qy;qt fa~ fa;qf ~ 'f~lfi:mT'f'TT~ a' I I ~ o I I 

~Tt{T~irq ~~: q'S:;;Jf~~~ a' ~oT: 
~ 

(3) The pentatonic note-series : (29c-3 lb) 

Besides, the seven (standard murcc!zana-s) of the sarJja· 
-grama being deprived of sa and pa, ga and ni 1 and ri and pa 
respectively form twentyone pentatonic note-series; while 
those of the madhyama·grama being short of ri and dha and ga 
aryI ni2 respectively become fourteen (tiina-s): altogether, 
they make thirtyfive. (29c-3 lb) 

Just as the standard murcchana-s by dropping one note become 
hexatonic note-series, by dropping two notes they become pentatonic 
note-series. In ;aef.ja-grllma, by the omission of sa and pa we get one set 
ofseven pentatonic note-series, by the omission of ga and ni, another set 
of seven and by the omission of ri and pa the third set of seven , making 
twentyone in all. Similarly, in the madhyama-grilma by the omission of 

1 & 2, Dvisruti of the text literally means a bi-srutic 
and ni are the two notes with two sruti-s each. 
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4. q1i~ijffi.:r-fi:JRc1a~~~n 
~ ----~cf ~tfa: ~i:fft.rat: IS(f~qf~qt: II~ ~ll 

(ii) teofiffifmoi, aqi ~~Ql iq ..._, 

1. f ~o til~~Olli. 

3Tij'l=~uti~ ~i:'r1ti ~~iii:fT=tiT.fTf~~fq'~T: ' 

"~~;:n: cfieat.:rt: p1:, 
" " 3 
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(4) Total number of hexatonic and pentatonic combinational 
note-series (suddha-tiina-s) : (3lcd) 

However, the hexatonic and the pentatonic (specific 
combinational) note-series make eightyfour in all. (31cd) 

(ii) The formation a nd the number of kuta (permutational) 
tiina-s (note-series) : 32-49 

(1) The definition of kuta·tiina (permutational) note­
series) : (32 abc) 

The complete or incomplete murcchana-s with their notes 
produced in a permuted form become permutational note­
series (kuta-tana-s). (32a-32c) 
ri and dha we get one set of seven pentatonic series, and by the omission 
of ga and ni, the second set, making fourteen in all. Thus the pentatonic 
n0te-series in both the grlJma-s are counted as thirtyfive and the number 
of both the hexatonic and the pentatonic note-series in both the grli.ma-s 
is considered to be (49+35 = 84-) eightyfour. An illustration of a penta­
tonic note-series is given as under . We know that murcchana is in the 
ascending as well as in the descending order of notes. 

An illustration of the pentatonic note-series with the omission 
_ of sa and pa in the farj.ja -grltma 

_Bo I Name of the murcchanil I Form_o_f,,...t...,.h_e_m_u_r_cc'"'h,....a-nll---~ 

I 
2 
3 

Uttaramandra 
RajanI 
UttarilyatlJ 

4 Suddha-iaefja 
5 Matsarikrt 
6 A!vakrilnta 

X 

ni 
dha 

• 
ma 

ri ga 
X ri 

ni X 

dha ni 

* dha 
ma • 

-2., Abhirudgat ii • • i,:a --

ga 
.. -- m::1. 

(Char t l 7i.) 
Note :- x denotes sa and • denotes pa. 
•Adopted from S. R aj , Vol. I, p. 136. 

ma • dha ni 
ga ma • dha 
ri ga ma • 
X ri ga ma 
ni X fl ga 
dha ni X ri 

• dha ni X 
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A mii.rcclzanil is said to be complete when it has ~even notes, and it 
is considered incomplete when it has less than seven notes i.e. from six 
to one; although one note does not make a series, but that is theoretical. 
Actually, when one or more notes are omitted from a murcchana, it 
becomes a tltna (as already explained in the comments on l9-20b ante), 
a note-series. But, here, the author is talking in terms of incomplete 
murcchana·s (as well) giving rise to permutational note-series, because 
such note-series are derived from the mii.rcchana-series, and not because 
on this account, they continue to be mit.rcchana·s. It has already been 
said that Bharata has used the expression milrcchana-t'lJna for hexatonic 
and pentatonic combinational note-series. 

We have already come across the fourfold classification of mur­
cchann-s and this is a twofold classification viz. complete and incom­
plete. Now, the purport of the text is that, a murccl1an'fJ, whether 
complete or incomplete, becomes a permutational note-series if the 
normal order of its notes is disturbed, and in that case even a descend­
ing movement to a certain extent is no bar. It may be pointed out that 
ordinarily the notes of the murcchana-series (krama·s) from which the 

note-series are derived are in the ascending order. 

2. IJlJJ~ealiftiff ~s-~ijJ 
~ . °" "' 

cl'f~~, ~qf.t~tq~ 11 ~ ~ 11 

~Qft: qs:~ ~QfTf1ll ~fcfTf~'m!i:tlfil g I 
~ . "' . ~ 

qcficfiflH l!~~rfTllT i:tJ_ecfTtlT! ~~ ~q: 11 ~ ~ 11 

'51''?:llS:~T?il;:~=ii~ifH~T: ~1Jfi: i:tJ_el~g lftf~aT: I 

~lfl6'.lf ~~Qftf1ll ~ lf?illfag ~a a~n 11 ~~II 

:q~1~?il=ii~ m:~1.:m:n 
" 

(2) The enumeration of the complete permutational note­
series : (32d-35a) 

We calculate their number as follows. Including the 
murcchana-series (krama-s) there are five thousand and forty 
(5040) complete permutational note-series in each of the 

Matanga has spoken of five thousand thirtythree permutational 
note-series, and Sari1gadeva has added the seven murcchanl.1-series to 
this number, for each of the fiftysix murcchana.-s does have seven series 
of its own. Dattila also does not include the seven murcchanl.1-series 
(krama-s) in the total number of permutational note-series, but that 
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murcchana-s. ThusJ the total number of the complete permu­
tational note-series subsisting in the fiftysix murcchana-s comes 
to two lakh eightytwo thousand and two hundred forty 
(2,82J240). (32d-35a) 

makes no difference in principle. The number 5040 is arrived at m 

the following manner : 
With I note the number of possible permutational series of 

With 2 notes 
With 3 ,, 

With4 " 
With 5 ,, 
With 6 ,, 
With 7 ,, 

" ,, 
,, 
,, 

" ,, 

,, 
,, 
,, 
,, 

" ,, 

of the notes will be 1 X 1 = l 

2 ,, 

" 
" ,, 
" ,, 

" 
" ,, 

" ,. 

" 

1X2= 
2x3= 
6X4= 

6 

24 
24X5= 120 

120X 6= 720 
nox 7=5040 

To demonstrate let us take items with 2 and 3 notes to begin 

with:-

1. Two-note-series 
2. Three-note-series 

sa ri, n sa 

s~ ri ga l group A with ga constant 
r1 sa ga j 

sa ga r~} group B with ri constant 
ga sa n 

ri ga sa} C . . group with sa constant 
ga n sa 

Now, it will be observed that the two-note-series is a simple dne 
and does not involve any complicated procedure in the working out of 
the different permutations as in the case of the three-note-series, and 
much more so in all the subsequent series. The permutations in the 
three-note-series are so arranged that an attempt is made as a rule to 
keep the last note of the series constant as long as possible. This is 
demonstrated in the four-note-series worked out hereunder. 

S.No. Group A Group B Group C Group D 

I. sa ri ga ma sa ri ma ga saga ma ri ri ga ma sa 
2. ri sa ga ma ri sa ma ga ga sa ma ri ga ri ma sa 
3. sa ga ri ma sa ma ri ga sa ma ga ri ri ma ga sa 
4. ga sa ri ma ma sa ri ga ma sa ga ri ma ri ga sa 
5. ri ga sa ma ri ma sa ga ga ma sa ri ga ma ri sa 
6. ga ri sa ma ma ri sa ga ma ga sa ri ma ga ,ri sa 

It will be observed that on the basis of the above principle, the 
24 permutations of the four-note series ha v~ been classified and arranged 
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in four groups in each of which the notes ma, ga, ri and sa respectively 
are constant, while the position of other notes keeps on changing. This 
gives us the clue to find out the number of possible permutations. 
Similarly the 120 permutations of the pentatonic series, 720 of the 
hexatonic series and 5040 of the complete series can be worked out 
easily. Another principle involved in these calculations is that the 
number of permutations of the preceding series denotes the number of 
times each note of the succeeding series can be kept constant. Thus, for 
example, the permutations of the two-note-series are 2, therefore in the 
three-note-series all the three notes can be kept constant twice, leading 
us to (2 X 3 = 6) six permutations in all. Likewise, in the four-note­
series, each note can be kept constant for 6 times since the preceding 
three-note series has six permutations, leading us to (4 X 6 = 24) twenty­
four permutations in all. That is how the pentatonics are 5 X 24= 120, 
the hexatonics are 6 X 120 = 720, and the complete series are 
7X720=5040. 

3. st~~ea1;:r-f.:ri:rt01i:r 

~cli~~fcR~~--ql! 

tr,ti~t s~ fi=fiq) 

iii:rf ~Ti=ffct 

,3f~T~GTi.:sr~~q-~ I " 

15f~ ~~qlf: II~ ~I I 

SC~ffiT i=ftScTf~f~;g_-q I 

St~ffiT~'!_'littfifi=f: 11 ~ ~ 11 

(3) The formation of the incomplete permutational 
note-series : (35b-36) 

I 

Now, we are to describe the imcomplete (permutational 
note-series). In each (of the murcchana-s) six varieties are 
formed, viz. hexatonic1 etc. by successively dropping the 
last note step by step. Although the monotone has no sub-

The incomplete permutational note-series are formed by the simple 
device of dropping the last note from seventh to the second; thus, by 
dropping the seventh we get a hexatonic tltna, by dropping the sixth we 
get a pentatonic tana, by dropping the fifth we get a tetratonic note­
series, by dropping the fourth we get a tri-tone note-series, by dropping 
the third we get bi-tone series and by dropping the second we get the 
mono-tone: these are the six varieties. 

I. Hexatonic, i. e., having six tones, the other varieties being 
pentatonic, tetra-tonic series, tritone-series, bitone-series and 
monotone-series. 
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varieties, it is also counted for the working of na~fa. 
2 

The 
original-series (krama-s 8

) which are unrelated to the permu­
tational note-series have also been included as they will be 
useful with regard to them. (35b-36) 

The number of note-series in each of them will now be described. 
The terms natfa and uddi1{a will shortly be explained in their proper 
context, but for the time being the author has pointed out the reason 
for enumerating the mono-tone as a note -series even though it can have 
obviously, no varieties. Similarly, the krama-s or the miircchan'i1-series 
(precisely called here as, the original-series) too have been enumerated 

for technical reasons which will soon be clear. 

,:- .. 
4. ~q(JJ fe(fl;:JT.=fl fls-~QT c,_ .._ 

~: ~scfl;:Jf 

3l'l~cfli=ff 2 
~:~~TOTT 
f~u: q-g 

' 

f~mitt ~~ «ta ~ffifi=f g , 
fet~~ ~r~ ~a-fi:t'tStfa , ,~\911 

eoetijf .,_ 

fgfq~, 

:qgfq~fa~Tf~ffi: I 

gl~r.fi~~r.tifcRT i:ra: "~ t; II 

( 4) The enumeration of the different permutational 

note~series : 37-38 
The hexatonic series formed are seven hundred and 

twenty1 , and the pentatonic series are orie hundred and 

Arcika literally means relating to the JJ.gveda (/Jc+veda). /J.c is a 
hymn, and the hymns employed in the performance of sacrifices, it 
seems, were sung in the monotone, though the accent system was also 
there with its three accents viz., udatta (raised), anudlltta (unraised) and 
svarita (intermediate note). 'K' also says, "rajiiaprayogefu 1c'i1mekasvar'tl­
!rayatv'l1t, tatsambandhad'i1rcikall' i. e., hymns while they are employed in 

2. Nar(a will be explained later. 
3.. Krama in this context refers to the original (milla) form of the 

murcchan'i1-s in their ascent i. e., 'sa ri ga ma pa dha ni' for 
uttamandra. However, the term milrcchanll-series applied to the 
392 series spoken of vide I 9-20 ab ante is not precisely appli­
cable in the context of the calculatjon of permutational note­
series, the krama-s for which may consist of six to one notes 
each in the original order of the milrcchanil-series copcerned. 
Thus, the krama-s in this context have been rendered as the 
original series, as the author himself names them as milla­
krama-s somewhere else (verse 4-0 of this section). 

I. This includes the original series (krama-s) as well. 
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5. ~~~{T~·t G~ll;:r:q~tJ~q tlli:JTfir 

anf~~) inf~~~,~ ~tfit~) s~ fcf"{Fc=r~: , 

~rcRTf~Fn;yt liJfg'O'fritf~~T ~in: 1, ~ \ I I 

twenty, the tetratonic permutational note-series are known 
to be twentyfour, the tritone series are six, the bitone series 
are two and the monotone is one, of course. (3 7-38) 

(5) The names of the first four permutational note-series : 39 

The names for the first four note-series such an mono. 
tone etc. respectively are arcika, gathika, siimika and svarantara. 

(39) 

the sacrifices take resort to the monotone, and so being related to them, 
the monotone is called arcika. 

Similarly gathika, is the one that is related to gatha, .i. e. nonvedic 
religious verse. Likewise the tri tone is associated with the Samaueda: 
the hymns of this particular veda were sung in three tones when employ­

ed for sacrificial purposes. However, the Sa.maueda otherwise bears ample 
evidence that its music was based on seven notes, though we need not 

go into this subject in this context. But it is worthwhile to quote 
Swami Prajnanlinanda who writes, "The samagana was of various types 

with different numbers of tone in different vedic recensions (fakha-s), 
and they had different methods of rendering. Usually three, four or 
five notes were used in the samagana-s, but in the kauthuma recension 
(hJ.kha) the slimagana was presented with seven vedic notes. The vedic 
notes were in the downward movement ( avarohar;.a-kramer;.a), whereas the 
modern classical notes are used in the upward movement ( arohar;.a­
kramer;a)", (cf. Historical Development of Indian Music, pp. 46, 47). It 
may also be observed that the bulk of the hymns of the Samaueda are 
taken verbatim from the ]J.gveda with a view to their application in the 
context of certain sacrifices. It is interesting to refer to the Naradzya­

!ikt'4 in this context which also gives the four names exactly as in the 
text: "Arcikam ga.thikam caiva samikam ca svariJ.ntaram" (l.1.2), and then 

it goes on to explain as under : 

"Ek'lJ.ntaral) svaro hyrkiu gathasu drryantaral) svaraf} : Samasu tryantaram 
vidyadetavat svarato-antaram" (I.l.3) i. e., 'The hymns of the Rigveda are 
to be sung with a single-space tone, those of the gatha. with the double­
space-tone, while those of the Siimaveda with the triple-space tone; such 
is the scheme of tonal spacing.' 
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Although later in the classical period gatha represents non-vedic 
religious verse, from the above context and also from the following verse 
it seems, here it refers to the Tajur-veda. The fact that this tonal distri­
bution is related only to those hymns that are meant to be employed in 
the sacrificial acts is also evidenced by the following verse of this work: 

"IJ.k samnyajurangani ye yajneiu prayunjate, avijn'lJ.n'(J.ddhi fastrar;am 
teiam bhauati visuaral}." (l.1.4), i .e., 'Those parts of the I].g. Tajur and the 
Sama-veda-s that are applied in sacrificial acts, due to the lack of scienti­
fic understanding, are recited in the wrong tone (i. e. in an improper 
and unprecise way) ' Here, the word Tajur seems to have been used for 
g'fltha. However, in the Ved ic literature the word go.tho. is also used in 
the sense of gana i. e , song Swami Frajnanananda, after giving the 
illustrations ef its use in th.e R.:gueda, concludes that "ga.tha. is, giyate-iti 
go.tho. i.e., that which is sung, or is suitable for singing is go.tho.", (cf. 

Historical Development of Indian M usic, pp. 46, 47). 

6. ttl~~featif-~e--~~T 

'3"~T: ~;g:Tf~~~i{ fi{q~ffil~gf ~ql: 

at1t~tfien~t-=tT~g i:l'~iil={T l={ctt: I l'l! o U 
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i~t 
tif~~T~T l={e:rtl={T~t :q ~~cir~: f~fa'q, fe:q1 1 

:qgqt s.:q ~~trtcT:q~ettf~~~r iiitT: ll'l! ~ " 

~t~?llfo: ~t:c=r!(tat SJT~uiT ~fUTcn ii~: , 

:qgf~~1m«Q~tfUT q.s~:q1 qs:~ 1<Tmf;, ~ "'d ~ " 
~fa tifl~eftfs\ ~~T ~l{lc!, 

(6) The enumeralion of the hexatonics :40-43a 

The original series, inclusive of ga and ni have been 
mentioned1 to be fourfold viz. suddha (standard) etc., but if 
deprived of either2 of them, they are considered to be two-

T he murcchana·s such as 'sari ga ma pa dha ni : ni dha pa ma ga ri sa' 
etc. have been explained as fourfold vide verse 16 ante. The four 
types enumerated are the standard, the kakali·iuclusive, the antara• 
inclusive and the twin-inclusive (i.e. inclusive of both kakali and antara). 
Corresponding murcchana-series are derived from out of these, taking the 
seven notes in their ascending order. However, as already ex;plained 

I· The fortysix murcclzano.-series mentioned vide 16-17 ante. 
2. That is, if either ni or ga is dr~pped, 
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fold 8
• The four4 beginning with ~a,Jja5 and mad!ryama8 are 

twofold each, and the other ten are fourfold; thus, these 
original series are ,forty-eight 7 in all. (40-41) 

The seven hundred and twenty 8
, already enumerated, 

when multiplied by the original series make thirty-four thou­
sand five hundred and sixty, which forms the total number 
of hexatonics 9• ( 42-43a) 

(cf. note 3 on 3jb-36d), when one or more notes are dropped out of 

these series in their original order for making permutational note-series, 
these murcchana -series in that modified form are called krama-s or 
original series. The author, now onwards, is taking into account the 
number of these original series in the hexatonic to monotonic series. 

Now, if hexatonic note-series are to be formed out of the milrcchanli· 
series, the last note may be dropped in the process, in each case. Thus 

we shall, in effect, have two types of note-series viz. inclusive of either 

knkal'i or antara or exclusive of either of them. 

Fourteen murcchana·s have been spoken of (vide verse I 5 ante) in 

both of the grlima-s. Out of these fourteen, two in each of the grilma-s 
(i.e. four) begin with sa and ma and end in ni and ga respectively. In 
their case only two alternate types are possible viz., suddha (standard) 
and antara-inclusive, and suddha (standard) and kakali-inclusive. The 
rest of the ten murcchann-s will have the usual four varieties. Thus we 
have four hex a tonic note-series, which are two-fold, making eight varie­
ties in all, and ten hexatonic note-series that are four-fold making forty 
varieties in all. The total number of the original series, in this way, 
comes to forty-eight. (40-41) 

Seven hundred twenty permutational hexatonic note-series have 

been enumerated (cf. verse 37 ante) for each murcchann. In all forty­
eight murcchana-scries have been counted. Thus the total number of 

the permutational hexatonic note-series is worked out (720 X 48 = 34560) 
to be thirty-four thousand five hundred and sixty. 

3. 

4. 
5. 

6. 

7. 
8. 

9. 

Viz. in case ni is dropped, standard and antara-inclus~ve; and 
in case ga is dropped, standard and kakali-inclusive. 
The four murcchana-series. 
The first milrcchanil (uttaramandril) of the ;arjja-grama and the 
fourth murcchana ( foddhamadhva) of the madhyama-grama. 
The fifth murcchan-o. (matsarikrta) of the fat;{ja-grnma and the 
first (sauvlri) of the madhyama-grama. 
(4X 2 =8)+ (10X4=40) =8+40=48. 
720 permutational hexatonic note-series, formed out of a given 
combination. 
That is, permutational hexatonic note-series, formed out of 
48 hexatonic combinations or original series. This number 
also includes the original-series (mulakrama-s) . 
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7. ~~G~t.:r -~~~1.:n 
,at~ ~~q~l;~~ ' 

"' 
;:{g.t~T: ~1~cTI: ll"~ II 

;:{ccTifTITf~ iil{f: 

tTT~l tll~l fi:l'QT~T~l 

attetc1.-a fir~~~ 
m~"a1 "a ell~ ~f01a- s~1 "lfcnf.:r <:I' <J ll't'tll 

i:{ccTift :q ~~tfur ~s\ ~tfT rp~eRf~fa 1 

J~J 

(7) The enumeration of the pentatonics : 43b-45b 

Now, I am to describe the pen ta tonics. 1 The six 
pentatonics 2 commencing with ga dha and ni are fourfold, 
and the eight others are twofold; th us, these ( original) series 
are forty in all, which when multiplied by one hundred and 
twenty8 bring the total number of the pentatonics4 to four 
thousand and eight hundred. (43b-45b) 

The pentat~nic permutatianal note-st>ries are formed by dropping 

the last two notes of the miircchan11-series. In the two grama-s we have 
six series i. e., three in each beginning with gc, dha and ni in which 

naturally neither ga nor ni is dropped. So these six series are fourfold; 

but in the case of r emaining eight series either ga or ni is dropped, and 

so we can have only two types That is how the total number of pen­

tatonic series is found to be forty, i.e. (6X4=24)+(8X'2=16)=24+ 
16 = 40. 

I. The pentatonic permutational note-series. 
2. These six are identified to be from the murcchann-s of the two 

grama-s as under. 

Commencing with 
the note 

ga 

dha 
ni 

The mii.rcchana-s in the gramas 
$arjja-grarna \ Mad~yama-grnma 

No. N a me No. Name 

6th AsvakriJ.nta 2nd HMir_,.'O.sva 
3rd Uttarayata 6th Pauravi 

2nd Rajani 5th Margi 

(Chart 18) 

(Showing pentatonic series inclu1ive of ga and n•) 
3. 120 is the number of permutational pentatonic note-series (ku(a­

tana-s) formed out of a given com bin a ti on or original-series. 
4. That is permutational pentatonic , note-series formed 'out of 40 

pentatonic combinations or original series. The number also 
includes the original series (mufa-krama-s). 
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Again each of the murcchanll-series has been spoken of as having one 
hundred and twenty permutational pentatonic note-series. We have 
forty murcchana -series for pentatonics, and multiplied by one hundred 
and twenty, the total number of the permutational pentatonic note­
series comes to four thousand eight hundred including the original 
murcchar.11-series. 

8. :qg:~cf~f~ffiif-~~, ~trT 

e1 :qg :~~'! .:ln'-1"1 tT~UTIR ""' ~ u 
11f~~=a:qgf~ufcm1facn , , 

~tffitSet':t~"ifT flfl~:q"g:~~fqfcr: 1 l~Tt l l 

=qgeti 
fif{l 

~1f.; 
fe:~fcr 

(8) The enumeration of the tetra tonics : 45c-46 

Among the tetratonics1
, the two commencing with ni 

are fourfold, while the other twelve ( original) series are two­
fold; these thirtytwo 2 when multiplied by twentyfour8 make 
a sum-total of seven hundred and sixty-eight. 4 

( 45c-46) 

Or the fourteen murcchana-s of the two grilma-s when the tetra tonics 
or the series of four notes are derived, two of them that begin with ni 
(i.e. from the second of the iaefja-grama, rajan!) and the fifth of the 
madhyama-grama m/lrg1.), include ga as well, and therefore have four 
varieties. The other twelve drop either ni or g,1 and hence have only 
two types. So among the tetratonics we have (2X4=8)+(12X2=24)= 
8+24=22 (thirty-two) original series. 

Twenty-four permutational note-series of the tetratonics have been 
enumerated for each of the origin al series (vide verse 38 ante). So, 
thirty-two multiplied by twenty-four yields seven hundred and sixty­
eight tetratonic series. 

l. 'Tetratonic' is an abbrreviated expression for the permutatio­
n al note-series of four notes. 

2. That is, ei~ht obtained from the two murcchana-s beginning 
with ni and twenty!our from the remaining twelve murcchanlls, 
having two varieties each. 

3, The number of permutational note-series of four tones in each 
combination or original series. 

4. That is, permutational tetratonic note-series, formed out of 
32 tetratonic combinations or original series. This number 
also includes the original series (mula-krama-s). 
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9. rsr~~~tlf;:r'-~~~in 

fsr~~'! 9 in'-1"1 
fem -m~~fuftfcr .. 
q~q-S::q"Tflii~ :q ~:, 

elq'~ ffi~T'R l 

iiinffi Q~f~T~T: l l~\S 11 

!93 

(9) The enumeration of the tritones : 47-48a 

But among the tritones1
, the two commencing with ma 

have no variations, while the remaining twelve are twofold : 
thus, these twenty-six (original) series when multiplied by six 
make one hundred and fifty-six 2 in all. (47-48a) 

When the tritone permutational note-series are formed from the 
fourteen miircchan'll-s, the last four notes are dropped in each case. In 
this process the two murcchan'll-s of the two grlima-s beginning with ma, 
i. e., the fifth (matsarikrta) of the 1ar/ja-gr'llma and the first (sauviri) of the 
madhyama-grama, when deprived of their last four notes, drop out both 
ni and ,ga, and thus can have no varieties. The other twelve series have 
two varieties each, for they would retain either ni or ga. That is how 
the original series for three tones are counted as twentysix : 2 + ( 12 X 2 = 
24) = 26. 

Again, each of the original series has six: tritone permutational 
note-series (cf. verse 38 ante). Thus, the total number of the tritone 
permutational note-series comes to one hundred and fiftysix (i. e. 
26X6=156). 

(10) 

C; ~ 

10. 1;.~~~~~~-f~aTiJ-~~qJ 

h::rret.:itT~lf) SISel ~~: 

, f;:~~'! T(faetT l 

'!!J:tTffffqt=I~ fif{T: 11 'I! t:; II 

The enumeration of the bi tones and the wonotones 
48b-49 

Again among the bitones1
, the ( original) series com­

~ncing with ri, ga, dha and ni being twofold are eight, while 

I. That is, the permutational note-series of three notes. 
2. That is, permutational tritonic note-series, formed out of 26 

tritonic combinations or origin~l series. This number also 
includes the original series (mula-krama-s). 

l. 'Bi-tone' represents the permutational note-series of two note$. 
1$ 
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e:tfcmfoffi g :qg?t+J4~enf~ fe:mf~m: , 
~Efite14 (lt~q ~wflil:rT~T ~q 

.. 
:q~~ U)r\U 

the others 2 are suddha (standard). 
plied by two become forty-four8 

having no variations are fourteen 5 

the original-series. ( 4.Sb-49) 

These twenty-two multi­
while the monotones4. 
krama-s in identity with 

The bitone permutational note-series are formed by dropping the 
last five notes from the murcchanii -series. In this process the bitone series 
beginning with ri, ga, dha and ni include either ga or ni and are therefo1e 
twofold, yielding sixteen varieties in the two grii ma-s. The remaining 
six series, being devoid of both ga and ni, have no variations, Thus the 
bitones are twenty-two series. But each mflrcchanii-series has two bitones; 
so the total number of bitone permutational note-series is forty-four 

(i.e. 16+6=22X2=44). 

With the so-called monotone series, there is obviously no question 
of variation, so in identity with the fourteen milrcchan11-s from which 

they are derived, they are fourteen in all. 

To recapitulate, the total number of the permutational note-series 

enumerated hitherto is computed as under :­

(i) The complete series of seven tones each 2,82,240 vide 
verse No. 34 ante 

" ;J 
42 ,, (ii, The hexatonic series of six tones each 34,560 

(iii) The pentatonic series of five tones each 4,800 ,, ,, 45 
" 

768 
" " 

46 ,. (iv) fhe tetratonic series 

(v) The tritonic series 

(vi) · The bitonic series 

156 ,, ,, 48 ,, 

44 ,, ,, 49 ,, 

(vii) The monotones 14 ,, ,, 49 ,, 
Total number including original series 3,22,582 

2. The remaining six original series i. e., krama-s. 
3. This number includes the original series as well. 
4. PetmutHtional note-series of one note each. 
5. That i$ because the series of murcchanil-s are fourteen. 
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(iii) T4e rep~titions and the total number of permutational 

note-series : 50-60 
In the <J.bsence of the grama-indicative1 pancama of the 

suddha0 madhya2 commencing with $llrf,ja, forty-eight note-series 
of tetratones, twelve of tritones, two of bitones and one of the 
monotone in the two original series, 8 making sixty-three in 
all are considered to be the repetitions of those pertaining to 

uttaramandrli.4
• (50-52a) 

In margi5 , which commences with ni~ada, the four6 

(original-series) provide four hundred and eighty pentatonic 

The 3,22,582 permutational series of notes just enumerated not 
only include the number of original-series (krama-s) but a lso many 
repetitions in-between the note-series of the two grl!ma-s. 'K' very ably 

introduces this matter as under: 

"Even though ni and ga in their kakali and antara forms determine 
and bring about the murcchanll-variation, yet while this difference in 
relation to other notes is quite notable, it is hardly perceptible within 
these notes i. e., with reference to nit7J.da and gandhara; and that is why 
these two (i. e. kakall and antara) are not considered to be as good as the 
standard notes . Again, if as a rule, the different murcchana-s such as 
rajanl etc. commencing with ni etc. in the rarJja-grama come into being by 
occupying the position of middle iar!ja and those in the madhyama-grama 
such as ho.rir;:a sva etc., commencing with ga etc., occur by occupying the 
middle madhyama of the mad!zyama-grama, then even where the grllma• 
indicator viz. the pancama is omitted, because of the difference in the 

1. Pancama is considered to be indicative of the gr/1.ma in the 
sense that if it is a four-fruti pancama it indicates the sa4ja· 
grama and if it is a three-.fruti paiicama it indicates the 
madhyama-grama. Literally, the 'bhedaka' of the text means 
'discriminator' implying that it functions to distinguish 

between the two grama-s. 
2. Suddhamadhya is the fourth murccftanlJ. of the 

and runs as 'sari ga ma pa dha ni'. 
3. The series pertaining respectively to the 

and antara-inclusive. 
4. The first murccha11a of the sa1ja-gro..ma which runs as : sa rig• 

mapa dha ni. 
5. The fifth mil.rcchan'/J. of the madhyama-grama commencing with ni 

and ending with dha. 
6. These are-standard, k11kali-inclusive, antra-inclusive an 

inclusive of kakall-antara. 
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ote-series and ninety-six tetratbnic series ; the two 7 
( original 

:eries) produce twelve tritone and fuur bitone note-series, 
hich along with the one monotone altogether make fiv~ 

:undred and ninety-three note-series that are identical with 
those of rajani. 8 (52-54) 

Pauravi 9
~ commencing with dhaivata, with its fouP 6

• 

(original series) is found to have two thousand eight hundred 
ramie position of the commencing note of the murcchana, there is no 

~uestion of any repetition being made in the permutational note-series 
proceeding from them, since their parent griima can easily be tracedi 
But however, if as a rule, in the two gro.. ma-s the different mflrcchan'il.-s 
are formed by pladng the commencing n,:)tes one below the other thed 
the note-series of the sudd!za-madlzyn , mllrgi and pauravi mf1rcchdtz11-s bf 
the madhyama-grama have a necessary correspondence with the note-series 
such as hexatonics etc of the uttaramandra, rajani, uttara.yata etc., the 
murcclianiJ.-s of the iarf.ja-grama; and thus, due to the lack of difference 
in the gramic position of the commencing notes and also because of tlie 
omission of paiicama there is a definite possibility of their having been 
repeated. Therefore, the author is now to point out such repetitions' in~ 
the note-series of the madhyama·grama, in order to exclude them fro.in tlil! 
total number." 

Now, this introduction to the topic of repetitions, sign16cc:int as' it 
is, obviously requires some elucidation. Two ways of fo'rming i/ie 
murcchan7J.-s have been mentioned (verse 12-15 ante) viz. (i) l:,y co/:ii! 
mencing the succeeding murcchana•s with their opening notes placed in 
the position of 1ar!ja in the ,ra¢ja-gr'/J.ma and madhyama in the madhyama­
grama and (ii) Ly placing their commencing notes one below the other. 
The commentator points out that in the first case there is no possibility 
of repetitions, for then the grilma-distinction is preserved, but in the 
s~cond case the possibility does exist. After all, the only markable 
difference between the two grama-s is the number of sruti-s of paiicama, 
the other differences being consequent upon it. The process of forming 
note-series is such that successively the last notes are dropped. In this 
process Pa, which is indicative of the gr a.ma, is invariably reta'.ined in the 
--- -----

7. These are-standard and kilkaU-inclusive. 
8. The second mil.rcclzanll. of the iarj.ja-gr"ll.ma corresponding to the 

milrgl of the madhyama-gri1ma. 
9• Pauravi is constituted as : d!za ni sa ri ga ma pa • 

IO. The four original series are of the four types, viz. standard, 
kilkalf-inclusive, antara-inclusive and inclusive of both kakali 
and antara. 



198 Treatment of Svara 

and eighty 1.1 hexatonic note-series and the aforesaid11 

number of pentatonics as well as the tetratonics18
, tritones1

' 

and bi tones 15 of its two original series along with the mono­
tone as alreadv enumerated respectively. These three 

• 16 thousand four hundred and twenty-five note-series are 
similar to those of uttarayata 17

• ( 55-5 7) 
complete, hexatonic and the pentatonic series; and the gr1lma-distinctio11 

can therefore be made. But in the tetratone, tritone, bitone and 
monotone series pa is dropped in due order, and therefore the note~ 
series of the madhyama-grama cannot be distinguished from those of the 
iar.Jja-grama. Thus, these being enumerated twice are to be listed ar 
repetitions. This happens in the case of three murcchan"lJ.-s of the 
madhyama-grllma viz. suddhamadkyll, margi and pauravi, since this gr11.ma 
commences with madhyama and these three milrcc/zana-s otherwise corres­
pond with uttaramandra, rajani and uttarayata,the first three murcchan11.-s ot 
the ia¢ja-gr"l1.ma which drop the pancama in the series of the tetratones etc. 
In the case of other milrcclzan'IJ.·s obviously the problem does not arise. 

Now, in the suddhamadhya we have twenty-four note-series of 
tetratones each in the standard and the antura-inclusive types i. e., 
forty-eight in all. Of the tritones similarly we have six series in each 
of these two types making twelve in all. In the bitones ga is dropped 
and therefore there is only one type and we have two series. And in1 

the monotone series similarly we get one. They are analogous to the 
corresponding note-series of the iar.Jja-gr?J.ma and being indistinguishable 

from them are considered to be repetitions. Thus, the number o: 

repetitions in the suddhamadhyll comes to sixty-three. (50-52a) 

l I. Each of the four murcchana-series has 720 hexatonic and 120 
pentatonic note-series. 

12. This refers to the number of pentatonic note-series of milrgi. 
13 to 15. The tetratonics, the tritones and the bitones unlike the 

hexatonics and the pentatonics are derived only from two 
original series i. e., standard and k?J.kali-inclusive. They are 
respectively counted as 48, 12 and 4. 

l6. The number 3425 is composed of the following factors : 
(i) Hexatonic permutational note-series 2880 

(ii) Pentatonic ,, ,, ,, 480 
(iii) Tetratonic ,. ,. ,, i 48 
(iv) Tritonic ,, ,, ,, 12 
(v) Bi tonic ,. ,, ,. , ... 4 

(vi) Monotone ,, ,, ,, I 

Total : 3425 
------

17. UttarlJ.yata commencing with dhaivata is the third murcchanii. of 
the ;a¢ja-grama and is similar in tonal constitution to paurar/1, 
except for its pancama. 
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Thus, the total number of repeated 18 note-series comes 
to four thousand and eighty-one1 9

, which if discounted along 
with the complete20 and the incomplete21 original-series 
brings the proper count of the permutational note-series to 
three lakhs seventeen thousand nine hundred and thirty. u 

(58-60a) 

M'{).rgi, the fifth murcchanil of the madhyama-gr1lma corresponding to 
rajani the second milrcchanlt of the iar.Jja-gntma commences with ni and 
proceeds as ''ni sari ga ma pa dha." When pentatonic and tetratonic 
note-series are formed out of it pa dlza and ma pa dha are dropped respec­
tively, leaving ni sari ga ma and ni sari ga respectively. Thus ni and ga 
are preserved in both, and therefore both will have four types derived 
from the four milrcchan?J.-series viz. standard, kakali-inclusive, antara­
inclusive and inclusive of kltkali-antara. Each will have 120 and 24 
note-series respectively and therefore, we get ( 120 X 4= 480)+(24 X 4= 

96) = 576 in all. 
Similarly, in the tritone and bitone series only ni sa ri and ni sa 

will remain, dropping ga as well. Therefore, only two types i. e., 
standard and kakali-inclusive can be derived from the corresponding 
murcchanli-series. And we can derive six note-series of tritones and two 
of bitones from each respectively, getting twelve and four i. e. 
(6X2=12)+(2X2=4)=16 in all. 

In the monotone series of course there is only one possibility. 
Thus, we get 576 + 16+ l = 593 note-series in all. 

18. The so-called repeated note-series are those note-series of the 
madhyama-grlima which cannot be distinguished from those of 
the ;arj.ja-grama because of the omission of pancama. 

19, The number 4081 is constituted as under : 
(i) Repetitions of the note-series belonging to 

suddhamadhy?J. 63 
(ii) Repetitions of the note-series belongir{g to 
... • margi ·... 593 

(m) Repetitions of the note-series belonging to 
pauravi 3425 

Total : 4081 

20. The number of complete original-series is 392. 
21. The number of incomplete original-series is 182-3 = 179· 
22. Total number of note-series along with repetitions and the 

original-series is 3,22,582 
Deduct repetitions and original-series 4,652 

-----
Balance (cor.,rect number of . 

note-series) = 3,17,930 
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_ Now, what is important to note is that, in all these cases i. e., 
righ~ from the pentatonics to the monotone pa is invariably dropped and 
therefore it renders these note-series incapable of being distinguished 
from the corresponding series of rajani in the sarfja-grama. These 593 
note-series are therefore taken as repetitions. (52b-54) 

Pauraoi is the sixth milrcchano. of the madhyama-gro.ma and corres­
ponds to uttarllyatil, the third murcchan"il of the ra¢ja-grama. This 
milrcchana commences with dhaivata and ends with pancama, and therefore 
even the hexatonic series eliminate paficama in addition to the penta­
tonic, the tetratonic, the tritonc, the bitone and the monotone series. 
Thus, pa-iicama having been omitted, it becomes impossible to distinguish 
these note-series from the corresponding note-series of uttarayata, the 

third murcchan'I! of the taefja-grama. These are therefore considered to be 
repetitions. 

The hexatonics include both ni and ga and therefore their series 
are of four types, each having 720 note-series. Thus we have (720 x 4) 
2880 hexatonic series. Apart from these we have the same number of 
pentatonics i. e., 480 as in mllrgi, 

Since ga is eliminated in the telratonic, tritone and bitone series, 
these are naturally derived from only two original series i. e,, the 
standard and the kakali-inclusive which enable us to form (24 X 2 =48) 

+(~ X 2 = 12) + (2 X 2 = 4) note-series respectively, making a total of 
sixty-five along with one monotone ( 48+ 12--l-4-f· l = 65). All of these 

put together are counted to be 3425 (2880+480 t48+ 12+4+1 =3425) 
note-series that are found to be indistinguishable from the corresponding 
series of utta, llyata, the third mllrcchana of the iatf.ja-grama. 

'K.R.' raises an interesting problem which resolves as follows : 
Indeed the pancama is said to be the grama·indicative note, and in case 
p1ncama is omitted from a note-series, the parent grilma can~ot be dis­
tingµished. But is not dhaivata too of four sruti-s in the madhyama-gr'fJ.ma? 
and can it not, therefore, function as the grama-indicator? Well, dha is 
of three J ruti•s in the ia4ja·grama and of four sruti-s in the madhyama· 
gri.1ma only with reference to the respective pancama of these grama•s; 
b-ut if the pa-iicama itself is omitted then dha remains invariably an 
interval of seven Jruti,s from ma. Thus where pa is eliminated, even if 
dha is retained, it cannot function as the gr1ima-indicator. (55-57). 

The complete original series have been enumerated to be 392 
(i.e. 56 X 7 = 392) since each of the 56 mllrcchan7J.· s has seven series of its 
own, The number of incomplete original series such as hexatonics etc. 
has been found to be 182, the break-up being as under : 
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Hexatonic original series - 48 (vide verse 42 ante) 

Pentatonic original series - 40 ( ,, ,, 45 ,, ) 

Tetratonic original series - 32 ( ,, ,, 46 ,, ) 

Tritonic original series - 26 ( " ,, 48 ,, ) 

Bi tonic original series - 22 ( " ,, 49 " ) 
Monotone original series - 14 ( " " 

49 ,, ) 

Total: 182 - 3= 179 

But 3 monotones have been included as repeated in murcclta11i1. s 
commencing with sa, ni and dha among the indistinguishable permuta­
tional note-series. These are, therefore, discounted here. Thus we 
have 322+179=571 original series to be counted as repetitions. The 

total number of the repeated note-series is 4081 (i.e. 63+593+3425) 
which along with the original series makes 4652 (i.e. 4081 +571= 
4652). 

Now the total number of the permutational note-series (i. e. kfl!a­
tana-s) has already been worked out to be 3, 22,582 along with the 
miginal series and the repetitions of the note-series have now been 
calculated to be 4652. Therefore, the correct number of the permuta­
tional note-series would naturally be 3, 22, 582-4,652 = 3, l 7,930. The 
following charts illustrate the detailed figures of the topic of permuta-

tional note-series. 

The number of permutational not~-series 

.SI. / Description I No. of I No. of permutational I Total No. 
No. of the ori- series note-series in each of note- I Remarks 

ginal series krama·s series (including series 
repetitions & krama-s) 

I. Complete 56 5040 : 56 X 5040 = 2,82,240 

2. Hexatonics 48 720: 48X 720 = 34,560 

3. Pentatonics 40 120: 40X 120 = 4,800 

4. Tetra tonics 32 24: 32X 24 = 768 

5. Tritonics 26 6: 26X 6 = 156 
' 6. Bitonics 22 

1 I 

2: 22X 2 44 ,= 

7. Monotones 14 I: 14X I = 14 Total No. 
of note-
series 
2,22,582 

(Chart 19a) , 



202 Treatment ol' Svara 

The number of repetitions 

SI. I Description of \No.of I Break up 
No. series repeti- if any Remarks 

t10ns 

I. *Complete 
original series 392 

2. Incomplete 
original series 179 

56X 7 = 392 

48-f-40+32+26} 
+22+ II =l 79 

•i. e. mulakramas or 

krama-s 

Hexatonic, pentato­
nic, tetratonic, tri-
conic, bitonic and 
monotone series res­
pectively. 

3. Repeated 63+593+3425 suddhamadhflJ., m'ilrgt 

note-series 4081 = 4081 pauravi respectively 

Total number of repetitions : 392+ l 79+4081 = 4652 

(Chart 19b) 

The correct number of permutational note-series 

3,22,582 Total number of note-series 
Total number of repetitions (-) 4,652 

-~---
Correct number of note-series 3,17,930 

(Chart 19c) 

(iv) Sf@~~ij fe6Tif-~~~QT~liflt1Tq: 

' ffli{T'TTtfT s~ ~%"tfa I I 

3l~T;:t~tf~~talia'T°!t~~~cf ft"f~cPT~ I I~ o 11 

~a ~Qf ~Qf a, :qr~' ~ q~ I 

~fcfUfq"~~ ... ~~T flllclili:1'1Jf Sifal!:s°d.:f'! I I ~ ~ I I 

(iv) Determining the number of permutational forms in the 
note-series of each mflrcchana : 60b-6 l 

Now, the method of determining them1 is herewith 
described : Let the ~umbers one to seven be written (verti-

Since the number of permutations making for the note-series 
enumerated above is enormous, a mathematical device has been devised 
to determine the number of a particular permutation of a given form 

I. This refers to the permutational note-series i. e., the ka{a· 
tana-s! 
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cally) one over2 another in consecutive order. Every suc­
ceeding8 number multiplied by the preceding4 one respec­
tively points out the number of note-series such as monotone 

etc., in each mflrcchana. (60b-61) 

in a particular series and also the particular form of a certain permu­
tation in a particular series, given its proper number. This device is 
called kha~4a-meru, which will be explained subsequently. 

Presently the author is trying to explain the method of working 
out the precise number of the note -series or the pnmutational form of 
a particular series of notes such as monotone, bitone, tritone series and 

so on in each murcchana. 
The text directs us to write numbers commencing from one upto 

seven, one over the other i. e., vertically. These numbers incidentally 
would represent the particular note-series such as monotone, bitone, 
etc. Keeping in view the directions of the text the numbers would be 
written from the bottom to the top. 'S' too interprets the text as such. 

Number of permutational forms in different 
note-series in each murcchan'/1. 

SI. No. I Note-series I Suggested multipli- rumber of the permuta-
cation tional form 

7 Heptatonic 7 )( 720 = 5040 

6 Hexatonic ,1 6X 120 = 720 

5 Pentatonic 5X 24 = 120 

4 Tetra tonic 4X 6 = 24 

3 Tritonic 3X 2 = 6 

2 Bitonic 2X l = 2 

Monotone Ix I = I 

(Chart 20a) 

However, for the sake of convenience an inverted graph is 

presented below commencing with the monotone from the top. To 
apply the text, the figures in the first vertical row in column 3 be taken 
as the succeeding numbers and the figures of the respective previous 

series in column 4 may be taken as the preceding numbers. 

2. This expression does not suggest that the numbers are not to 
be written serially, for that direction has explicitly been given 
immediately in the text, it only implies that they are not to be 
written horizontally as usual. 

3. The successive note. 
4. The preceding resultant i.e., the number of the permutations 

of the previous series, 
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Number of permutational forms in different 
note-series in each murccl1an'i1. 

tSI, No./ Note-series I Suggested multipli· /Number of the permuta• 
cation tional form - - - ------ -

I Monotone IX 1 - I 
2 Bi tonic 2X I = 2 
3 Tritonic 3:>< 2 - 6 
4 Tetra tonic 4X 6 = 24 
5 Pentatonic 5X 24 - 120 
6 Hexatonic 6X 120 - 720 
7 Heptatonic or 

complete 7x 720 = 5040 
- -
(Chart 20b) 

In other words, every successive note in a given series has as many 
possibilities of permutation as those of all the notes of the preceding 
series put together. That is how the number of the permutations of 
the preceding series, when multiplied by the number of notes in the 
successive series results in the total number of the permutations of the 
succeeding series. 

(v) i(!(!Ti=f-'SHal~: 

iii:f ~~tf fcf~: 

~ II ~~qf~ 
.... 

,ffifi~ii~c~tso 

f~ftt{: 
" ~: 

~ 

~'ff! 

.. .. 
icr: '!'_<{: q~r~q: 1 

~f<f'm{@;:r: 11 ~ ~ 11 

Sl'fclT~ iij~: I .. 
(v) The formation of the permutational calculus (prastara) 

62-63b 
Having established the original order1 , everyi prece­

ding note has to be placed below the succeeding one. If 

Now, the author is explaining the procedure for forming, what 
may be cailed the 'permutational calculus' (prastara), that is, he is 

I. 'sa ri ga ma pa dha ni' is the original order of the seven notes. 
The word krama which has been rendered as 'the mii.rcchan'iJ. 
series' or sometimes as the original series has a different shade 
of meaning here, though essentially the connotation of the 
word remains the same. If it is a tetratonic series the order 

1
' would be 'sa ri ga ma' for it, and so on. Thus, in this context, 

krama implies the original combinational order of notes of a 
given note-series. But for the sake of convenience we are to 
use the expression "original order" corresponding to the Skt. 
mulakrama. 

2, The repetition of t,he term '/JflrDa' in the text has been effected 
through this expression, since that is the import of the text. 
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that8 becomes the succeeding note, the preceding one may 
be advanced keeping the subsequent4 notes afterwards; and 

describing the method of placing the notes_ of various types of note­
series such as complete, hexatonic etc., in a particular and progressive 
sequence of notes, giving all the possible permutations of the series. 
The essential formula consists in the rule that, while forming the 'permu­
tational calculus' (prastara) the notes of the series may, in the first 
instance, be placed in their original order, which may be considered to 
be the first note-series. In order, further to derive the other possible 
permutations the preceding note in each of the series has been placed 

below the succeeding note, 

The question is, 'what to do about the remaining notes' ?, and the 
author himself explains that the notes following the succeeding note will 
have to be placed after the note transposed, and the notes preceding it 
will be placed before it in their original order. This much is the action 

that is to be taken. 

The next series, and all the other possible series will be formed 
by applying the above rule to their preceding series. The application · 
of the rule is dPmonstrated by the commentators as under with respect 
to the permutational calculus of the tetratonic series. 

(i) The first series is of the original order viz. sa ri ga ma. 

(ii) To form the series the preceding note viz. sa is to be written 

below the succeeding note, viz. ri. The subsequent notes ga and ma 
will be written after (or in front of) ri as in the overhead line (i.e., the 
preceding series), and ri will naturally be placed before i. e., behind it; 
thus what we get is ri sa ga ma. 

(iii) To form the third series, the second series may be taken as 
the top. Now as per the rule, ri may be placed below sa which will 
result in the series sa ri ga ma, a repetition of the original order. The 
r,urpose of the permutational calculus being the forming of different 

The implication derived by 'K' is that this action can be taken 
only once in each of the note-series of a particular sequential 
order. 

3. Tl1e pronoun 'that', according to 'S', refers to the preceding 
note i. e., in the first step. This is the second step being 
explained and accordingly the preceding note of the first step 
becomes the succeeding note of the second step. 

4. The subsequent notes are the ones that follow the action taking 
place among the preceding ~otes vyith reference to t/:ie previous 
note-series. 
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the rest (of the notes in the series) be left behind5 according 
to the original order; such is the 'permutational calculus' 6 

(prastara). (62-63b) 

permutation-series, no relationship is to be repeated. Moreover, the 
author has ordained that the two notes can be interposed only once in 
a series. Thus, ri cannot be placed below sa as that relationship is 
already available on the top; therefore, ri will now be related toga, and 
ga will be placed before ri; ma will foilow ri in accordance with the 
series overhead and sa will be in its own position as per the original 
order. Thus we shall get saga ri ma 

(iv) To form the fourth series sa will be placed below ga, ri and 
ma will follow it as per the overhead series (i. e. the third series) and ga 

will be placed behind sa. Thus we get ga sari ma. 

(v) To form the fifth series, as per the rule, ga should be placed 
below sa (in the fourth series), but if sa is interposed with ga what we 
get is saga ri ma, which we already have in the preceding section of this 
permutational calculus. So .{{a will be related to ri and interposed with 

• it. The rest of the notes will follow, yielding ri ga sa ma. 

(vi) To form the sixth series ri will be placed below ga (in the 
fifth series) and interposed with it; the rest of the notes will follow as in 
the overhead series. Thus we get, ga ri sa ma. 

It will be observed that hitherto the position of ma is unaffected, 
because we have six varieties in the tritone series. We cannot form any 
more series without affecting the position of ma. 

(vii) To get the seventh series we have to place ga below ri and 
interpose with it. But that will result in the series ri ga sa ma which has 
already been formed. Similarly ga cannot as well be related to sa, for 
that will result in the series ri saga ma which is already formed. So, ga 

will now be related to ma, and what we get is sa ri ma ga. 

Now, we can form five other series on the above pattern, in which 

we shall have ga in the fourth place. And so also we can form six other 
series with ri in the fourth place and six more with sa in the fourth 
place. That is how twentyfour note-series are formed into the permuta­
tional calculus of the tetratone note-series which is presented in the 
following order: 

5. 'Behind' the placement of the preceding note i. e., to the left 
ofit on the paper. 

6. Prast-rJ.ra is defined as the extension of the series of note-series 
in a particular permutational sequence, which has been 
explained above. 
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Permutational calculus of the tetratonic series 

"sf. Note-series SI. ~ote•series I SI. ~ote.-series !SI. N~te-series 
No, with ma as the/ No. with ga as the No. with ri as the No. with sa as 

fourth fourth fourth the fourth 

I sa ri ga ma 
2 ri sa ga ma 
3 sa ga ri ma 
4 ga sa ri ma 
5 ri ga sa ma 
6 ga ri sa ma 

7 sa ri ma ga 
8 ri sa ma ga 
9 sa ma ri ga 

IO ma sa ri ga 
11 ri ma sa ga 
12 ma ri sa ga 

13 sa ga ma ri 19 ri ga ma sa 
14 ga sa ma ri 20 ga ri ma sa 
15 sa ma ga ri 21 ri ma ga sa 
16 ma sa ga ri 22 ma ri ga sa 
17 ga ma sa ri 23 ga ma ri sa 
18 ma ga sa ri 2-i- ma ga ri sa 

(Chart 21) 

The process of formation is briefly presented in the foilowing chart 
as per the rule stated in the text, and demonstrated up to seventh note­

series as explained above. 

The process of formation of the permutational calculus of the 
tetratonic series 

SI. No. of the I Notes I Series-obtained r Remarks 
note-series transposed 

1st series:. ............ a1sa ri ga ma •This being the 

2nd series sa for 1'i ri sa ga ma 1st series no 

3rd series ri for ga sa ga ri ma series precedes 

4th series sa for ga ga sa ri ma it and there is 

5th series ga for ri ri ga sa ma no transposi-

6th series ri for ga ga ri sa ma tion of notes, 

7th series ga for ma sa ri ma ga 

(Cr.art 22 a) 

If the notes are J, 2, 3, 4 we get the following picture of the first 
six series : 

No. of series sa ri ga ma Remarks 

I st series 1-2-3-4 Original order 
2nd series 2-1-3-4 I transposed for 2 
3rd series 1-3-2-4 2 ,, ,, 3 
4th series 3-1-2-4 I ,, " 

3 

5th series 2-3-1-4 3 " 
,, 2 

6th series 3-2-1-4 2 
" " 

3 

(Chart 22 b) 
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Thus, the method of forming the permutational calculus ofnote­
series has been explained in detail applying the rule to the tetratonic 
series for illustration. Similarly pentatonic, hexatonic and heptatonic 
series can also be worked out. Since this is a tedious process, a mathe­
matical graph has been prepared to facilita te the recognition ofnote­
series with reference to their serial number in the sequential order and 
their particular order of note!!, 

(vi)~~: 

1. ~o:s~~-f;r;rhuir 
" 

t{tffTUtfil~clillSot•H'lct) Scl: titer l:fs-Tiitr: 11 ~ ~ 11 
' 

cfTfc1'TW1trT1=fTWtfil15~ f~~~ ~Q lefff I 
"' ' 

~Wcf1.:f~c1'~fqof.:;tffit~'5~cf ~l'5ecfiT~ 11 ~ "11 

sn~rr~cfctf.:clfTl;~lfT'T~~cftcf :ff~ff11s.:f'ffl'! 1 

'IJ;:lfT~cf) f~~~~ a ~ Tell Set: fefcfiltSotfil'! 11 ~ ~ 11 

tfittSo~s=, ~tfT~or .=lfflfclcfu~i:t~~r.i ita: 1 
I 

~ I f~ q q I rr I cl I f.:f ---- ----
~ I O 0 0 

0 I O I O 
----

~; ! ~~o I \9~0 ~ ~ ~ 

~ ~ t ~t; ~)(o 1~~~0 
~-r \S~ ~~O i~~TtO 

\~ l )!t;o i~t;t;O -,-~ 00 ~~00 

-I 
~~~o _ 
-

~fo lcfO~;t~: 

., 
• 
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(vi) Kha7Jrjameru (permutation-indicator) : 63c-71 
(1) The construction of the permutation-indicator: (63c-66b) 

Let there be seven series of squares1 commencing with 
seven squares and ending with one2

, arranged one below 
The text of the verses 63c to 66b describes the method of drawing 

the mathematical graph which is devised to indicate naf!a and uddit{a. 
Jfatta is a technical name of the musical problem in which what is given 
is tb'e number of the note-series in question, and what is to be found out 
is its tonal form giving the order of notes in it; while uddi;{a denotes the 
musical problem in which the tonal form of the note-series is given and 
its serial number is to be found out. This graph, called kha')ef,ameru (per­
mutation-indicator), helps to solve these two musical problems jointly 
known as 'nat(a-uddi~{a'. 

The permutation-indicator is drawn by placing seven series of squares 
having seven, six, five, four, three, two and one squares each in due order 
one below the other. The graph is thus formed into the following pattern. 

I. 

2. 

Permutation-indicator 

sa I ri I ga I ma I pa I dha Ill 

o I o I o 0 0 0 -··-·-,-·--·-2 6 124 I 20 I 720 
--1 -1-,---- .--

~,~1~ 240 1440 

rn I 12 360 2160 

- -- -
96 480 2880 

Kha{1ef,ameru ,~ 1 3600 

--. - \ 4320 

(Chart 23) 

Kor(/111 literally means a chamber or an inner apartment, a store­
room or space surrounded by walls. Here it is used in the sense 
of an enclosed space which in this case is in the form of a square. 
Only the commencing and the ending number of the squares is 
given. What is implied is that if the first series has seven squares, 
the last will have one i.e., the second will have six, the third will 
have five, the fourth will have four, the fifth will h,we three~ the 

14 
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the other. 8 Let no. 1 be written in· the first4 square of the 
first 15 series among them and let there be zero in the · other 
squares. Pebbles6 , corresponding to the number of tones in 
the note-series'7 in question, may be placed in those very 
squares. 8 (63c-64) 

The figures filled in the squares of the graph have been worked 
out and are based on the permutational calculus of the permutational 
note-series as demonstrated earlier; for example, it was observed in the 
t:ase of the tetratonic series that the twenty-four note-series were clearly 
d~vide d into four groups distinguishable from each other on the basis of 
die notes sa ri ga ma being placed into the fourth position respectively in 
groups of six not~·series. Similarly, the monotone series forms a group 
by itself, the bitone series forms two groups, so to say i e., sa-ri and ri-sa. 

The tritone series forms three groups viz., 
sa ri ga sa ga ri ri ga sa 
ri sa ga ga sa ri ga ri sa 

These note-series are formed into three groups where each note 

remains in the third position twice. ' Rest of the notes, it may inciden­
tally be observed, are placed first 'in their ascending order and then 
in their descending order. Similarly, the pentatonic series has five 
groups in each of which one particular note viz., pa in the 'sari ga ma 
pa' series remains in the fifth position, in the fifth group. This is done 

sixth will have two, and the seventh only one, as counted from 
top to bottom. 

3. This order will form into vertical columns of squares disting• 
uished from top to bottom and not from bottom to top. 

4. The first square, as counted from left to right in the series 
of squares drawn on the paper. 

5. The first series is the one that has seven squares and is on the 
top of the ,graph. 

6. Pebbles are movable objects and are therefore instrumental in 
the working process of the graph called khar:rf.ameru. The graph 
can also be utilised even without using the pebbles, by mark­
ing the squares appropriately. But the system of pebbles 
adopted here has the advantage of leaving the graph unaffect· 
ed ai;id thus rendering it usable for any number of times. 
However, if the squares of the graph are marked instead of 
using the pebbles, it could be used only once. Thus, the 
rno':able pebbles make the graph durable . 

7. Vedya-tana is the .note -series the tonal form of which has to be 
as,i;:ertained. · However, the type of the series, such as mono· 
tone, bitone, triione; etc. is ·given, anti therefore the pebbles 
are to be placed in the squares in accordance with the number 
of tones constituting the particular note-series. 

~- That is, in the squares of the first series of seven squares, 
commencing' from the first. 
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Let the sum total of the numbers of the last squares 9 

of the antecedent10 series be written below the zero in the ' 
subsequent series progressively in the respective squares11

/ 

e. g., one (in the first instance); while in the squares below 
that12 in vertical order, let the sum be multiplied by the 

from right to left to keep the notes in the ascending order in the first, 
instance. So also the hexatonics have six groups and the heptatonic or . 
complete note-series have seven groups. 

Now, the seven squares of the first horizontal series of the permu- . 
tation-indicator represent the seven notes written from left to right, 
while the squares taken in their vertical order represent the number or' 

groups of note-series in their permutatiorral calculus; e.g., the first 
column has one square, for the monotone series has only one group; and 

similarly, the second column has two squares, for the bi tone series has two 
groups of note-series. Again the third column has three squares, and so 
on with the seventh having seven squares representing its seven groups. 
This group indication is useful for solving the problems called nai(a and 
uddii(a as will be explained presently. 

Now, it will be easier to see how the different figures , hav'e been . 
filled into the different squares of the indicator graph and what . their 
sign~ficance is. The first column square represents ,the mon;otone, series 
and has figure one written in it, In other words, in the first squares 
of the remaining six vertical columns ( from top to bottom) is placed zero 1 

since the number of groups does not become manifest at the very outset r 
as in the monotone series; e , g., in the bitone series the two groups,6a ri , 
and ri sa become groups only 1vhen they are two i.e., they are relative. 
The rest of the figures of the graph are arrived at in the following 
procedure. 

The rule given in the text is that in the series of squares following 
or placed one below the other, one may write the total of the figure 
!ndicated in the last squares of the pr£>ceding series below the zero given 
10 the overhead squares. That is to say that, if only one series of 

- -----------9. 
10. 

I 1. 

12. 

The last squares of the series as counted from right to left. 
Antecedent one or more than one series i . e , aII the preceding 
series. 

'0rdhvadhai}-sthita-panktiiu' is quite significant and points out the 
squares placed one below the other in the series of vertical 
columns, below the zero of the respective columns. 
'That' refers to the square in which the sum of the numbers of 
the last squares of the series formed till then is ~iven, 
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number of the square concerned18 and the 
written below that. 14 This is considered to be the 
tation-indicator" (kh~rp/.ameru).15 (65-66b) 

squares is preceding, then the total of the last square of that series 
written in the last square (from right to left) of the succeeding series 
i. e., the 2nd. If however, there are two preceding series, then the total 
of the last squares of both the series may be given below the zero in the 
third square of the second series of six notes. 

However, if there are many preceding series, 
figures given in their last squares may be added 
given below the respective zeros in the first series, For example, in the 
column-square below the first zero, (I) is written, for the total given in 
the last square of its preceding series is one. Then, in the next square 
of the series below 2nd zero, we have 2 as the total of (l + 1 =2) the 
last squares of the first and the second series. Again in the next square 
of the series below the third zero in the fourth column, we have 6 as the 
total of the last numbers of the first, second and the third series 
(I+ l +4=6). Similarly, the fourth square in the fifth column shows 
24 as the total of the preceding last squares (I+ I+ 4+ J 8 = 24); and so 
on That is how the figures of the second series are computed. 

For computing the figures of the subsequent series (i. e., from 
3rd to the 7th) another method is suggested which cuts short the above 
process, for it would be cumbersome if applied further; and it consist& 
in multiplying thP. sum thus obtained in the squares of the second series 
by the number of the respective column·squares thereunder. For 
example, to fill in the first square (from the left) of the 3rd (horizontal) 
series, we have figure 2 in the 2nd series above, and this being the 2nd 
square from it, multiplying 2 X 2 we get 4. 2 represents the sum total 
of the last squares of the preceding series which is here multiplied by 
the number of the square to b e filled in. Similarly, to fill in the next 
square in the same series (below ma), we have the figure 6 as the sum of 
the last squares of the preceding series which is multiplied by 2 tQ 

yield I 2. Likewise, in the 4th vertical column (below ma) the last 

13. The square concerned is the one in which the sum arrived at 
is given and is to be counted vertically from top to bottom. 

I 4. The square below the one in which the sum of the addition 
referred to is given i . e., the last square in the vertical series. 

l 5. KharJ<Jameru is a ma thematical graph that indicates what is 
known as naf(a a nd uddi t~a, the terms that are to be explained 
presently. Both naff a and uddiffa are finall y related to the 
sequential extension of the note-series; thus this graph actually 
works as the indicator of note-series. 
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square of the 4th series bears the figure l 8 in the graph. This is found 
as per the same rule, i. e., 6 is obtained in the 2nd series of the same 
column as the sum of the last squares of the preceding series which is 
multiplied by 3, being the number of the square below the series (indi­
cative of the sum}. Other figures can similarly be worked out. This 
process can also be understood from the following two charts : 

Computation of 2nd series of the indicator (The additive process) - Total of the last squares No. of column The figure 
square in question of the preceding series obtained 
left to right No. of series I Respective figures 

l l I I t l 
2 1,2 1+1 2 

I I 1., 
3 1,2,3 1+1+4 6 . ' 
4 1,2,3,4 1+1+4+18 24 

I 
5 1,2,3,4,5 1 + l +4+ 18+96 120 
6 1,2,3,4,5,6 l + I +4+ l8+96+600 720 

(Chart 24) 

Computation of 3-7 series of the indicator 
(The process of multiplication) 
- -

No. of Figure in SI. No. of the Process of multiplication 
series the 2nd square computed Multipli- Result No. ofthe 

column vertically from cation column squares square below the zero filled 
3rd 2 2 2X2 4 3rd 
4th 6 2 6X2 12 3rd , 

6 3 6X3 l 11 4th 5th 24 2 24X2 48 3rd 24, 3 24x 3 72 4th 
24 4 24 X 4 96 5th 6th 120 2 l20 x 2 240 3rd 

120 3 l 20X3 560 4th 
120 4 120X4 480 5th 
120 5 120x5 600 6th 7th 720 2 720X2 1440 3rd 
720 3 720 X3 2160 4th 
720 4 720X4 2880 5th 
720 5 720 X 5 3600 6th 

~ o 6 720X6 4320 7th 

(Chart 25) 



214 'treatment of' Svara 

' 2. ~~-W'~: 
4 .. H'" .. ,~i : 

, ~T*J:~~~T~lff~ci znctfa~: ,cR:: , , ~ ~,, 
I ,., ! ' i 
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(2)' The procedure for finding out the . indicated note-series 
( uddi$ta) : (66c-68b) 
1 Let the pebble be placecl in the column-square

1 
below~ 

according to the numbe,r of the last note8 of the indicated 
note-series4 obtaining backwards5 with reference to the last 
note of its original order. 8 The pebble movement starts 

' Having drafted the form of the permutation~indicator, the author 
now proceeds to explain its working, laying down the procedure for 
arriving at the solution of the two problems known as nar(a and 
uddii{a. He takes the latter first for the convenience of demonstration. 

. \ ' 

Uddii{a literally m~ans 'that which is indicated', and in our 
context it implies the note-series indicated i. e., given; for example, 
"ma ga ·sa ri" ·is a tetratonic note-series and its tonal form is given, 
i. e.~ indicated ; but its serial number in the permutational calculus of 
the tetratonic series is not given and is to be found out. That is how 
the name uddit{a i. e., 'indicated note-series' becomes significant. T he 
procedure for finding out the serial number· of a given note-series is 

explained hereunder with reference to the text. 

Let the given note-series be "ma ga sari"; its original order would 
be "sa ri ga ma." The last note of the indicated note-series in this 
case is ri which is placed 3rd from the last note ma as counted back· 
wards in its original order. Since this is a four-tone series, the permu· 
tation-indicator would operate only for the first four columns (sa to ma). 

l. ' The expression 'column square' is indicative of the vertical 
. · , order of the squares of the permutation-indicator. 

2, .'· Below the respective zero in the first series. 
3, · Last note as counted from left to right. 
4. · . Uddii{a is literally the note-series indicated, and what is sought 

· : to be found out from the permutation indicator is its serial 
.·'_) number. ~ 

5; , : That is from right · to left. 
6. The order of the notes in the q~iginal series. 

' J .. J~ ,. ; J 
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with the last note 7 and is orderetl 8 by dropping the note 
ascertained progressively. 'fhe number ,;i of the indicated 
The movement of the pebbles commences with the last note i. e : the la~t 
sauare which is fourth. Riis 3rd with reference to the last note of the 

0
;iginal order of the series. Therefore, the pebble of the fourth column .l 

will now be placed in the third square below the zero which inaicates 
No. 12. To take the next step, the note ascertained i. ·e., ri is to be 
dropped from the original order as well as from the indicated n_ote­
series. So, the original order now obtained is " saga ma"; while the 
giv.en series is "ma ga sa." Sa, now is second with reference to the 
ma of the original order. So the second pebble, since this series is of 
three notes, . will now be placed in tl)e second square of the third 
column, which indicates 4. In the third step sa will drop away and the 
origi~al order obtained will be "ga ma;" while the given series would 
be "ma ga." Its ga is in the first order (i. e., next to) with reference to 
the ma of the original order; therefore, the third pebble will be moved 
to the first column below zero in the second column since this is a bitone 
series now. This square indicates 1. In the fourth step, even g,;z will drop 
away and what remains is the monotone-series of ma. Since in this case 
the original order and the indicated note-series are identical, so there 
will be no movement of the pebble and there is no square below the 
first which indicates 1. Thus, the total of the squares with pebbles is 
18 (12+4+ I+l). So the serial number of the note-series "ma ga sari" 

is 18th in the permutational extension of the four-tone series. 
This procedure is summarised in the following chart : 

Pebble-movement in the permutation-indicator for indicated tetratonic 
permutational note-series. 

The indicated note-series : "ma ga sa ri" , ; 

T he last The No. 
Step/ Original r note of of the The place of the / Note no. order indicat- last-note pebble dropped 

ed series with refe- Col. rquace,mgu,e 
rence to no. no. 
the origi-
nal order 

1st ri 3 sa ri ga ma 3rd 4 12 ri 
2nd saga ma sa 3rd 3 3 4 sa 
3rd gama ga 2nd 2 2 I ga 
4th ma 

7. 
8. 

ma I st I I I 

(Chart 24) 

The last no~e of the note-series indicated -i.e , from left to .r;ight. 
That is, in the next step the original order is restorec:J by drop-
ping the last note of the note-series ascertained, ' 
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note-series would be obtained by adding up the figures ( of 
the squares) covered by the pebbles.10 

( 66c-68b) 

The number of the indicated series in the permutational extension of 
the tetratonic permutational note-series : 12+4+ I+ I= 18. 

Thus, the formula for finding out the number of the indicated 
note-series can briefly be restated as under in terms of action : 

( i ) Find out the relative position of the last note of the indicated 
note-series with reference to the last note of its original 
order by counting from it backwards i.e., from right to 
left including the last note. 

( ii ) Move the pebble into the corresponding square down below 
according to the result obtained in (i) i.e., as many squares 
down below as the number of the last-note obtained in (i). 

( iii) The pebble should be moved from the last note of the 
series, 

(iv ) Having thus ascertained the numerical value of one note, 
that note be dropped progressively from the original order 
as well as the indicated note-series and the procedure (i) to 
(iii) repeated till the first note. 

( v) Add up the figures of the column squares into which the 
pebbles have been moved and the sum total will represent 
the serial number of the indicated note-series in its permuta• 
tional extension. 

This eKplains the procedure of working out the, problem uddit(a. 
Now, an example from a complete permutational note-series is taken 
for a full demonstration, which is worked out as under in a tabular 

form: 

I. Uddii(a (the problem), "ma ga sari dha ni pa" (i.e., the indi-
c" ted note-series). 

2. Original order of the series : "sa ri ga ma pa dha ni". 

3, Pebble movement of a complete permutational note-series. 

4. Serial No. of the indicated note-series in the permutational 
extension of the complete series : total of column 3(c) i.e. 
(1440+0+0+ 12+4+ 1+1) = 1458th. 

9. 

JO. 

This is the serial number of the particular note-series in its 
permutational calculus which is to be ascertained. 
The total ofthe numbers of the squares in which the pebbles 
are placed is the required number of the given note-series. 
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The relative position 
SI. No. of the last note of the 
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of the indicated series with /The pebble movement 
steps reference to the last and its significance / Results obtain-
taken note of the original ed 

order i.e., the origi-
nal-series 

/ 2(a) 1 2(b) I 2(c) I 3(a) I 3(b) I 3(c) l 4(a) I 4(6) 

t.-.ool..41 1 rn ~;, '"O~ ~<1) 
0 4> 0 I-< C 4> £ C B .... CJ CJ ~ C O ..J:: 
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...., Ell O ...... Cll M....-. --i ,.... (lj ..0 .,... 1-4 M • ...., • ..,. <1J 
0 C: «t O ..C: .... ..0 0 ... :, ..0 4> 4> 0 0 S:: rn ·;:: 
~ ~ .s ~-~ --=-- --- u .~P o-- Q) f! -:S a (lJ M ·@ ~ (1J 

.... :>~bLJ Cl.l;i::o~ .... "'A.. ::s ::s~...::Cl.l so"' 
~ .... rn ·;::: .::: ,...._..., ,......._ c.., 0 c.., 1:l bl) >. o- 0 ..., "E S:: -
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I pa ni 3rd 7th 3rd 1440 pa sa ri ga 
ma dha ni 

2 ni ni 1st 6th no move- 0 ni sa ri ga 
ment ma dha 

3 dha dha 1st 5th -do- 0 dha sa ri ga ma 

4 ri ma 3rd 4th 3rd 12 ri saga ma 

5 sa ma 3rd 3rd 3rd 4 sa ga ma 

6 ga ma 2nd 2nd 2nd l ga ma 

i ma ma 1st 1st No move- I ma nil 
ment 

~ ,:ti '" • 

t{'~~t{'CS'e~~lfl 

---- --
(Chart 25) 1 
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(3) The procedure for finding out the missing note-series 
{naita) : (63c-70) , ! 

Let the initial1 ·pebbles ;be placed in · the ' respective2 ' 

squares, the sum total of the figures of which would ·constitut~ 
the nurnber3 of the 'missing note-series' 4 inclusive of the 
figure I in the first column square. 5 The note-positions6 of 

Naifa is the name given to the note-series, the tonal form of which 
is lost sight of and is required to be discovered with the help of the note­
series indicator,, The type of the note-series such as complete, hexatonic, 
pentatonic etc. indicative of the number of notes in it and its serial 
number in the permutational extension is g'iven. Thus, the problem of 
na.r(a esse'ntially consists in discovering the tonal form (i. e. the order of 
notes) of a given serial number of the permutational note-series lost to 
us. Na.r(a may therefore be called 'the missing note-series'. 

The formula or the rule for discovering the tonal form of the given 
note-series implies the following procedure in terms of action : 

(i) Place the pebbles in the squares of the first horizontal series 
of the indicator in as many squares as there are the notes in 

, the given series, from left to right. 

(ii) Move the pebbles into the column squares down below, so 
that the figures indicated by them when added make up the 
number of the given series. 

I. The word 'initial' qualifying pebbles is indicative of the 
original position of the pebbles in the first series of the permu­
tation indicator with the figure I in the left end first square 
and zeros in the others. 

2. That is the squares in the vertical columns, on a pebble being 
placed in each of the series. 

3. The serial number of a particular note-series obtaining in the 
permutational calculus. 

4. Nat(a of the text literally means 'that which is destroyed'; 
but the term is figuratively employed in a technical sense. 
Nai(a refers to that note-series (t ana), the tonal form of which 
is lost sight of, but in respect of which the serial number and 
the type (i. e., monotone, bitone, hexatone, etc ) is given in 
order that its tonal form may be discovered with the help of 
the note-series indicator. Nai(a, therefore, essentially refers 
to a note series which is lost so far as its tonal form is concern­
eltl. · That is why it has been rendered into English as the 
'missing note-serie~.' 

5, The first square at the left end of the first series. 
6. The expression 'note-position' refers primarily to the relative 

position of n-otes In the lost note-series; and secondarily to 
the position of the pebbles i. e., the squares in which they 
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the mi~_sing note-,series are to be determined from the pebble­
squares '7, the ,serial · number ,of the squares down below 8 

being indicative of the' relative back\yard 9 position of the 

(iii) 

(iv) 

' ' ,,, 

(v) 

Eve.ry column is-indicative of a particular note. The serial 
n,umber of , the square into which the pebble is moved from 
the top · indicates its relative position in the given series 
when compared to the last note ,of the original order. So 

) '· , 

place it accordingly. 

prop the note ascert~inep fr~m ~he original order as well as 
the given note-series ou.t of view and repeat the procedure 
laid down in (i) to (iii), till the position of the first note of 
th~ series 'is discovered. ' · ' 

Place the notes in their relative order, as ascertained and 
the 'missing note-series' is found. 

Now this procedure is demonstrated with an example as follows : 

(i) Given particulars : 
(a) Serial No. 18 of the tetratonic series. 
(b) Note-series indicator with four column-squares, 
(c) ,Original order : sari ga ma. 

(ii) Action : 

1. Piice the pebbles initially in the squares of the first series 
indicating 'I and 3 zeros. 

2. Deduct I, the figure of the left end square of the first series 
which is essentially to be taken from I 8, the serial number of the series 
(18-1) = 17. So we have to add up to 17. Therefore, take 12 from 
the 3rd sq. of column 4 as the next figure exceeds our requirement. 

3. Then deduct 12 from 17 and we have 5 yet to add up. Take 
4 from the 3rd square of column 3. 

4. Then deduct 4 from 5 and we have I left to be added, I is 
available in square 2 of column 2, Square I of column I is already taken 

into consideration. 

are moved to indicate the order of notes in the 'missing note­
series.' Thus, there would be as many pebbles as there 2.re 
notes in the series. 

7. The pebble-squares are the squares in which the pebbles are 
initially lodged, Plural expression is used for the abstract 
singular of the text to bring out its actual implication. 

8. Down below in the vertical columns i. e., ,the squares into 
which the pebbles are moved. , 

9. Backward order is from right to left • . 
• I ) / 
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respective notes with reference to the last note of the original 
order10

; while the rule for dropping the ascertained note 
etc.11 would apply as before.u (68c-70) 

5. We get these numbers in the series 1-2-3-3 corresponding to 
the serial number of squares in the respective columns. Now relate this 
series to the original order "sa-ri-ga-ma". Place ri as the last note of 
the 'missing note-series', for it is 3rd from ma, the last note of the 
original series. 

6. Drop ri and restore the original order to "sa-ga-ma" and the 
numbers in the series to 1-2-3 . Then repeat the process. 

7. Place sa anterior to ri in the process of finding out the 'missing 
note-series' as sa is 3rd from ma. 

8. Drop sa and 3 respectively from the original order and the 
numerical series, and then restore them to "ga-ma" and 1-2 respectively 
and repeat the process. 

9. Place ga anterior to "sa-ri" discovered through the process, 
for ga is 2nd to ma in the original order and corresponds to the figure 2 
in the given numerical series, So we get ''ga sa ri". 

IO. Drop ga from the original order and 2 from the numerical 
series. Now we are left with ma which corresponds to I of the numerical 
series and the left-end square of the 1st series i. e., the first column 
square. So put ma anterior to "ga sari" already obtained. We get 

"ma ga sa ri". 

I I. The 'lost note-series' is discovered to be "ma ga sari" which 
corresponds to its given serial number 18 in the tetratonic series. 

It will be observed that wherever the original order coincides with 
the numerical series the note-position of the tone in question remains 

the same. 

An example of a complete permutational note-series is also 

demonstrated in the following chart. 

(i) The problem : To find out the tonal form of the 'missing 
note-series' of heptatonic type bearing serial No. 1000. 

IO. 
11. 

12. 

The original order corresponds to the murcchanil-series. 
At every step as in the case of uddii(a, i. e ., the process of the 
indicated note-series, the note ascertained would be dropped 
out of view. 
'S' infers that 'etc.' in the text is indicative of the direction 
that, with the 'missing note-series' of, say five notes, the 
permutation indicator will have five series of square-columm, 
that of six notes will have six and that of seven will have 
seven, 
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(ii) The original order: "sari ga ma pa dha ni". 
(iii) Procedure in action. 
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Discovering the 'lost note-series' of complete permutational note-series 

Col. squares 'Relative position \Effect of action I Order of discovered 
add upto 1000• of notes - -----:::---- notes 

1 2 3 4 -. ' 

Col. Sq. Figure · Last Correspond• Note Order 
' I 

No. No. note ing note of ropp- of the ' 
of the given series ed original 

' origi- found as per series 
nal 1 (b) restored ' I ,.,, I 

I ' 
order 

(a) (b) (c) (a) (b) (al (b) 
I ' ' 

Note I P?si-
• I 

I • tion -· I 

(i) (ii) 

7 2 720 ni dha 7th dha sa-ri-ga 000000 dha 
ma-pa-ni 

6 3 240 ni ma 6th ma sa-ri-ga- 00000 ma dha 
pa-ni 

5 2 24 ni pa 5th pa sa-ri-ga- 0000 pa-ma-dha 
ni 

4 3 12 ni ri 4th ri sa-ga-ni 000 ri-pa-ma-dha 
3 2 2 ni ga 3rd ga sa-ni 00 ga-ri-pa~ma-dha 

2 2 I ni sa 2nd sa ni 0 sa-ga-ri-pa-ma dha 

1 I I ni ni 1st ni - ni-sa-ga-ri-pa-ma-dha 

(Chart 26) 
(iv) Thus the 1000th note-series is discovered to be "ni•sa-ga-ri-

pa ma-dha" in the complete series. 
•Explanation : The computation of this column of the chart is explained 

as under, step by step : 
(i) Deduct I of the first square column which is essentially to be 

taken 1000 -1 = 999, Now we have to make up the total for 999. 
(ii) Take 720 in column 7 as the next square below given 1440 

which exceeds 999. Deduct 720 from 999 (999-720=279). Thus we 

have to add upto 279 now. 
(iii) Take 240 from column 6 for the next square offers 360 which 

exceeds 279. Now we have (279-240 =} 39 to add up. 
(iv) Similarly, take 24 from column 5 and we have ~39-24=) 15 

more to add up. 
(v} Then take 12 from column 4 and we have (15-12 .=) 3 more 

to add up. 
(vi) Then take 2 from column 3 and we have I more to add. 
(vii) Finally take I from column 2 and get the columnwise total 

as 720+240+24+ 12+2+ I+ l = 1000. 
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(4) The number of permutational note-series in each of the 
series as shown · by the permutation-indicator : (71) 

The number of note-series in monotone1 etc. is com­
puted by adding up the figures of tlie last_ column-squares2 

The note-series indicator does not merely show the indicated note•, 
series and the 'missing note-series', but it also informs us with regard to 
the total number of note-series in each of the different types such as 
heptatonic, hexatonic, monotonic, etc. · ' 

As many notes there are in a given note-series ( e. g. seven' in the 
complete and one in. the monotone series) so many end-squares of these 
columns will be taken into consideration and figures indicated by them 
when added up would in their sum-total indicate the number of note~ 
series in that type. 

The following chart shows the working of this relationship. 
The numb~r ofnrte series .in ·e~ch type µerivrd from the 

permutation-indicator 
I '.' _, L .... 

The _final I Name of,the 
note of type of the 
the series I series 

1Colui;nn squa-Figures of the Sum total oflast 
res last column squares 

S. No.lNo. or' sqs. . Figures ad [Total 
in its ori- 'of square S; No:\Figure ded ' 
ginal 
order 

cols. of last indi-
' 'col sq. cated . _______ , • • If I I; 

sa Monotone series 1 I I st I 1 l 
n Bitonic " . 2 2 2nd I l+I \ 2 
ga Tri tonic 

" 
3 3 3rd 4 1+1+4 , 6 

ma Tetratonic ,, 4 4 4th 18 I+ 1 +4+18 24 
pa Pentatonic ,, 5 5 4th 96 1+1+4+18 . +96 , 120 
dha B:exatonic ,, 6 6 5th 600 1+1+f;l-l8 

ni 
96+6oo· 120 

Complete or 
heptatonic ,, 7 7 7th 4320 1+1+4+18 

96+600 
+4320=5040 

(C,hart 27) 

I. In each type of the permutational note-series such as mono­
tone, bitone, hexatonic, complete, etc. 

2. Th~ squares at the bottom and of the vertical series arranged 
into the columns of the permutation-indicator, 

I : ! 

•1 
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corresponding respectively8 to the notes in the series. 4 (7 I) 

It will be · observed that every total incorporates the total of its 
antecedent squares. Thus, in effect, to find out the total number 

< 
of note-series of a particuhr type what may essentially be taken into 
account is the figures indicated in the squares just below the zero and 
the last squares of the respective co,lumns, as the squares_immediately 
below the zero indicate the total number of the preceding series. For 
example, the total number of the complete permutational note-series is 
found to be 5040, but this figure is composed of the figures shown in the 
squares immediately below the zero of the 7th column as the 7th. square 
i. e.; 720 +4320=5040. So also the figur~ 720 is composed , <?f 
120+600=720. ' . 

Incidentally, this shows {hat the zeros placed in the first squar~s 
of the columns are symbolic of the figures indicated into the last squares 
of th.e antecedent columns and ~re therefore identical with them. That 
is how the zeros become significant. 

It may now be observed that the Kha1:rfameru i. e., th~ permuta ­
tion-indicator has a three-fold function viz., (i) to find o~t serial 
number of the note-series indicated, (ii) to discover the tonal form of 
a given number of note-series, and (iii) to ascertain the total number 
of note-series iq each of the seven types of permutational note-series. 

t., ' 

(Vii) ij~al.:f-iffi:Jlf.:I 

1. ~ ~nnJJ~~-,,:g~-~'aar.=m 
~ 

at~T~ '!JJ;g_'fflilT.=t"T .=t'TitTfil QltTt'.!~lff~ I 

3lft~)q) S~Cfftil~Ti:JT qt~q?(i:{ 'tliffl I '1,3 ~ ' ' 

~~fcfi'T S~el~ ~,~,ttraa: ~: , 
'f~\jf~°\.=t"AT ~ . .:f~~li',i:ftc{ I I~~ I I ~fa~~; 

f~~if~~tci'1TT 
f~f~~qt~q~~ 

tfl~cf~ 

Sfl\iflt{~l{~ 

~T~ff: I 

~t'ffl=r: 11 \3 ¥" 

\ ·, ,, ,\ 

.~, .,\ 
I 

>\ I 

·I 

3 & 4. Each column is indicative of a note i. e., the first column 
square for sa, the second for ri and so on. So the figures 
of these last column-squares only have to be taken into 
account, the nofes pertaining to which go to constitute the 
series in oues.ti<:11 ,, Series denot._es the note-series, , 

, , ,. , "l ') ' s.· 
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~'l~Qti=fli=JT ffi.:fTi=fl~f..-~-lT ~~l: I 
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~m r~,~~'"'"' "'~c{l;nfqq1: ii1llc! , 
{vii) The names of the combinational note-series : 72-90 

1 

(a) The hexatonic combinational note-series of the fa¢.ja­
grlima : (72-78b) 

Now, we give herewith the names of the combinational1 

note-series. (72ab) 
I. The names of the seven note-series devoid of $ arjJa 

respectively 2 are- agniitoma8
, aryagniitoma, vlijap~ya, forjasz, 

putJ(iarika, aivamedha and rajasuya. (72c-73b) 
2. The names of the note-series devoid of uabha respec­

tively are- sviftakrt, bahusauvar1J.a, gosava, mahavrata, visvajit, 
brahmayajfi.a and prajapati. (73c-75b) 

3. The seven names for (the note-series) om1ttmg 
pancama are respectively considered to be asvakranta, ratha­
kranta, virnukranta, silryakrll.nta, gajakrlinta, valabhit and nliga­
pakfaka. (75c-76) 

4. The names for the hexato'nic ( combinational note­
series) eliminating nifada respectively are caturmli.rya, sal'[lstha, 
sastra, uktha, sautramatzt, citril and udbhid. (77-78b) 

Having dealt with the permutational note-series in great detail, 
the author now incidentally proceeds to give the names of the significant 

combinational note-series with a view to refer to their merit. 
He takes only the hexatonic and the pentatonic note-series of both 

the grllma-s respectively, and first he gives the names of the hexatonic 
series and then the pentatonic series. 

• I. Suddha of the text. 
2. That is in the order of murcchanil-series. 
3. This and the following names pertain to vedic 5acrifices. These 

names pertain to the note-series of the taifja-grllma. 
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2. JJi~JBrtJJ~'51ti·~~l!~ar;rn 
«Tfcf~) i:lletmfcrsft ~cfct)~~ff1.fi': I l\9c; 11 

3llft~lfT"1i:rlf~~ lfqfi:t'l{.:f.:fTi:rcfi: t 

«qT1JfT1ll(.:f: 'ltso: «tffq: lifi11Jf'TTlf~: I 

"11llfif 'l~~RTi=JT ffT.:fl.:fTTTJfo irf.:R 11 \9 ~ 11 

3lft.:rflq~ e:-,q~~~)qty: «ti:rrf~em:ra; , 
3T5'il'Slfct~) cff~~T;~~ifcfi': 11 c; o 11 

~'f~1Jf fcf~T;:'ff.::t"Tfi:rfct i=fli:t"Tf.:f q;qff I 

mff~f~Q'fl qfffl «Ti:rT~lf: «fqql~lf: 11 Ci ~II 

~ilfl ~Tcfi'T~fcl'!_.:fqfTiclf 

tfct itTtt.ll~i{t.:fl.:rt 
it)t)t!i{f 

iii:rT~~ifT: 

i:ro: I 

Sf iq~ff II i:; ~ 11 
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(b) The hexatonic combinational note-series of the madf!)lama­
grama : (78c-82) 

5. The names of the note-series1 eliminating farjja are 
respectively known to be-savitri, ardha-savitri, sarvatobhadra, 
adiryayana2, gavamo:Yana8, sarpayana4 and kau?J,opayana. 5 (78c-79) 

1. The (specific) com bin at ional note-series of the madhyama-grama. 
2. The expression 'adityan;J,m qYana~' of the text has been rendered 

as lldityll_yana for semantic considerations; but it n eeds an 
elabora I ion, Adifya has several meanings such as the sun, the 
dwarf incarnation of Vig1u, god in gen eral, and so on. But 
since here the plural is used we may take it etymologica lly in 
the sense of 'the sons of Aditi' i. e., the gods. Ayana too has 
several connotations such as the path, the way, the passage of 
the sun, and abode etc. of which the last one seems to be 
aprropriate in this context. So the expression as a whole 
would literally mean 'the abode of gorls'. 

3, The expression gavamayana similarly signifies 'the abode of cows'. 

4. Also the expression sarpllyar;a is a compound rendering of 
sarpa,:iamayana in the text which literally means the abode of serpents. 

5. KautJaPa literally means a goblin, a demon. So, kauryapayana 
literally signifies the abode of demons. 
15 
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3. ~~mq~ql!q"~~~T.:JT: 

~TI ~l1~~ lit°') ~ ti!~: I 

3lf-[-U: ~ ~~i:tctT: ~Cf~T°'Tf ~etl: ii'i:flc! II r: ~ 11 

~~,if~ct) ~u1 -tT;mt§tl': 'l'TUTi:rH,r.fi: , 

at~st@~t uf~: ~1~: ~ca~: fi:fcl: I le;~ U 
c:. 

~ITT f-tl1l~Tiell~~T-llm~etT: iil{l~ I 

"T+llllf~ r.fiRt~r m~afic~f~ii~~, , , i:: ~ , 1 

~altt=ii~Tc.:f T 

q~qt'i~Ql-lT.=fT 

=ill' cl~f~Ql~~: ' 

oTillill~f~etT · ~~T: ni::~n 

6. The names of (the note-series) devoid of (iabha are 
believed to be- agnicit, dvadasaha, upainsu, soma, asvapratigraha, 
barhi and ahhyudaya. ( 80-8 lb) 

7. The names of (the note-series) devoid of gandhara 
are respectively said to be sarvasvadakfirJ,a, dik5li, soma, ramit, 
svahllkara, tanilnapat and godohana. (8lc-82) 

( c) The pentatonic combinational note-series of 5arjja­
grama : (83-86) 

I. The names of (the note-series) 6 eliminating far)ja 
and pancama respectively are as under : 

lrja, purufamedha, syena, vaJra, ifu, angirll and kanka. (83) 

2. The names of (the note-series) omitting ni$ada and 
gandhara respectively are Jyofiftoma, darsa, nandi, paurrJ,amlisa, 
asvaprati-graha and saubhara. (84-856) 

3. The names of the note-series leaving out pancama and 
uabha respectively are- saubhagyakrt, kariri, sllntikrt, puftikrt, 
vainateya, uccatana and vasikararJa. (85c-86) 

6. These note-series pertain to the iarjJa-grama. 
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1 4. iJ'e~JJ!:ITJ=J~?.1lsq~~r.:r1: 
~ 

~fflcflf~T ~fR: ~qi(~fflcfil: Ut;\911 

~,~) JT~=ii~TtfT -~,in~lft fq~fcfwi~: I 

ffi-lTill f~~T-llil'T illi:rl;:Q'ffi;:l.l3'i i:fl~ U t; t; I I 

~q": r.fll'R~lfmq~~, Stier.fltm-rr.fi: 1 
" 

f~ii~ ~~) ~T~tf: ~caq) ~a: , 1c;~1, 
' 

~~T fill'{f~JTTiell~TillilTfitfct ~qm: I 

(viii) ij~.=rt;:rt ~~~.:r,i.:rt a~lei~q:;~i:! 
lf~~-llifT lffcll~cf~ m~fi:ftlfa" 11 \ o I I 

(d) The pentatonic combinational note-series 
madlryama-grama : (87-90b) 

of the 

1. The names of the note-series eliminating uabha and 
dhaivata respectively are trailokyamohana, vira, kandarpabala­
satana, sankhacfuja, gaJacchaya~ raudra and vifTJUVikrama. (87-88) 

2. The names of the note-series devoid of niiada and 
gandhara are believed to be bhairava, kamada, avabhrtha, aftaka­
palaka, svi5takrt, Vafatkara and mokfada. (89-90) 

(viii) The functional purpose of the vedic names of combi­
national note-series : 90cd 

It is believed
1 

that the note-series 2 bearing the name 
of a particular vedic sacrifice is effectual in bringing about 
the corresponding8 benefit. (90cd) 
~-

1. By the ancients, the preceding music-authorities. 
2. The combinational note-series are meant. ' 
3

, That is, if the note-series . bears the name of asvamedha sacri­
fice, it would bring about the benefit-afforded by that sacrifice, 
provided it is appropriately employed. 
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(ix) in.:-qc1 itl~ ~ ~q;~~lifliJl~qq)it! 

qr-:~i i:f~T~ffi;JT: 
" 

~lfij' P..1fa:q)f~n1: , 
"' 

rnit P-11~ ~~'1' a ~eTmqtf)f'l.:f: ll \ t ll 
" 

(ix) The specific use of the combinational and permutational 
note-series in gandharva and gana : 91 

In the context of gandharva4
, the milrcchana s5 and the 

combinational note-series have been ordained in the vedic 
Jore6 for the attainment of beatitude; while in ganam7

, 

these along with the permutational note-series are useful in 
obtaining sthana 8 • ( 91 ) 

The commentators do not offer any explana tion with regard to the 
names of various vedic sacrifices having been attributed to the different 
note-series. However, it seems that it is an extension of the basic atti· 
tude of the vedic tradition towards all aspects of human activity. This 

attitude was responsible for the formulation of the four upaveda s 
( Ayurveda or Arthasastra, Gandharvavfda , Dhanurveda and Sthapatyaveda), 
the fifth veda-s (Mahabharata and Naoaveda), the six Vedanga·s etc. 

4. 

5. 
6. 

7. 

8. 

Gandharvam is the ancient name for what later came to be 
known as marga, when employed against the term desi (region­
al music) as explained by 'S'. These terms will be dealt 
with properly in the subsequent chapters of the text. (cf. 
Chapter IV 1-4). 
'K' thinks that only standard murcchanll-s are meant. 
Sruti in this context signifies any vedic passage. 'K' includes 
the smrti·s also in its significance. 

G11na is the counterpart of gandharva, later known as deli 
(regional) music which was much more liberal and rich in 
variety. Since kii!a·tana (permutational note-series) has not 
been spoken of by Bharata, Sariigadeva si;ecificaJly limits it to 
non-gandharva music. 
Sthana has been interpreted by 'K' as adha.rasruti (note-sruti) 
of svara, whereas 'S' interprets it as sthaya (a melodic phrase). 
The interpretatio,1 of 'K' is relevant to murcchana and fuddha• 
tana and that of 'S' to kuta-tana which serves as the canvas 
for melodic diversity, · 

• ~?1 q5~ii ~lell~~Itcfi~~ 
"' 

(i) m:f;t~ ~T'cJH:~, asi ~q~~T~HO'f'l 

~T~T~lJf ~~~ [~T ~cR~Tfa"fqtf:fUT@ l ... ... 
~~ffl~T'~lJf a''l;f :sfg~T 'lf~efitfoa~ l l ~ 11 

.. 
cfTT~~q;:a-~ISf~~~ ... fcrirlSl'QfTa' I ... i:f~1'q;J 

Section 5 

OVERLAPPING (Sadharai,:a) 

(i) Twofold overlapping and the overlapping 1n note­
intervals : l-2b 

Overlapping (sadhara1J.a) is twofold as it pertains1 to the 
tones (svara-s) and to jati-s (the melodic types). Of these 
two, the overlapping of notes (svara-s11,dhara1J.a) is said to be 

The concept of s'{J.dhllra,:ia, as applied to music is elucidated by 
Bharata on the analogy of k11la-sadhara1J,a i. e., the overlapping of 
seasons ; "If one perspires by remaining i11 the sun and yet feels cold 
staying in the shade neither the winter has ended, nor (can it be said 
that} the spring has arrived" (N. S., G. 0. S. Vol. IV. 28 . 34). This 
is an instance of the overlapping of the winter and the spring on their 
borders. Thus, the concept implies the cor,junction of the end portion 
of a prior situation and the beginning portion of the following situation, 
creating a new situation that partakes partly of the characteristics of 
both and is thereby different from both of them individually. The 

application of this concept to the note-intervals is to be explained 
presently. Accordin ! to Bharata the overlapping (s'lldhllra,:ia) means the 
quality of a note rising between two (consecutive) notes (Eng. Trans. 
11. Ghosh, N. S. Vol. II, XXIII 35, p. 13). 

• Thejati-s'lldharar;a or the overlapping of melodic types is dealt with 
in Section VII; here we are concerned only with svara-sadharatJ,a or the 
~lapping of note-intervals which is related to four notes in particular, 

I. Literally, "as it is qualified by svara-s andjati-s". 
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fourfold as it is concerned 2 with kllkoll (niiada) antara 
(gandhara), ~aq,ja and madhyama. (I-2b) 

viz. k'l1.kall-nif7J.da, antara-glJ.ndh7J.ra, ra<!ja and madhyama. Thus, s"ildh"llrana 
(overlapping) is fourfold as it is qualified by these four notes and 

0

is 
respectively called kakali-sadharal'}a (the overlapping of kakali), antara­
sadharatia (the overlapping of antara), ia¢ja-sadharal'}a (the overlapping of 
ia¢ja) and madhyama-sildhararJa (the overlapping of madhyama), 

(ii) ~T~~q;a~~l'ql~ll 

fflQT~IJf: cf'iTcfi~T f~ +l~~~fii"1~1.TT: I I~ 11 
" 

~TQR~i:f~l.T l.TTI~aTQT~ fctJ: I 

3l~l.TTfq tAl.Tl~c{. fflQT~Qf i:f cfi:f II ~ ll 
" 

(ii) The overlapping of kaktJ,li and antara: 2c-3 

Since the overlapping (sadharaT)a) 1 kakali occurs between 
ni~ada and iat/,ja, its 2 overlap 8 (sadhara?)ya) is known as over­
lapping (sadharatJa) 4

• The overlapping of antara is similarly 
conceived between gandhara and madhyama (2c-3) 

In the process, technically known as the overlapping of k7J.kali, two 

notes are involved, and the author is here explaining how they are 
affected in this process, which elsewhere has also been referred to as 

the kakalisation of nisada, and also why it is so called. 
In the raefja-grama, nir,1da has two sruti•s (21st and 22nd) and 

~aefja has four (1st-4th). It has already been explained (I, 3.40 ante) 
that in the kakalisation (kakalitva) of ni;ada, kakaH-nifb da is formed by 
the conjunction of ni;lJda and fat/ja to the extent of two sruti-s of each, 
i.e., 21st and~22nd sruti ofniiada and the 1st and the 2nd sruti of ra4ja. 
Thus, k7J.kali is of four sruti-s and is situated equidistant from both 
nirZJ.da as well as ;atjja. It partakes of the characteristics of both since 
it is constituted by two sru.ti-s contributed by each and is yet different 
from each of them since its note-sruti is different (2nd or 24th). 

2. Literally, ''as it is qualified by kakali, antara, iar!ja and 
madhyama". 

1. Sa.dharal'}a~ qualifies kakalJ. 
2. That is, the overlapping in the formation of kakali. ,, . 
3. Sildh'llral'}ya is defined by 'K' as ''sildhMat}asya ~h-a.va/J. 1. e., 

the essence or the quality of overlapping. It implies the sense 
of "overlapping-ness", though such a w01:d is not in usage. 

4. Sadharal'}am stands for the abstract noun slJ.dh7J.rar;.yam, 
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However, kakali-slJ.dharar;a affects the two notes niiada and ;ar!ja 
quite differently; whereas it absorbs the note-fruti of ni1lJda, it does not 
affect the note·Sruti of rarf.Ja and that is one reason why it is called 
klLkalf-ni;ada i. e., hecausc it affects niia.da in ca tegorically a different 

way in so far as it complf•tely absorbs it. 
Antara-s'/ldharal'}a i . c, thr overl.1pping of antara is similarly 

conceived between g'lJ.ndhara and madhyama, affecting these two notes 
in the same way in the terms explained above; and consequently takes 
the name "antara-g7J.ndhara" on the pattern of "kakali-ni{llda". Thus 
antara is constituted of the two sruti-s (8th and 9th) of g'ilndhara and two 
sruti-r ( I 0th and 11th) of madhyama, absorbing the note-sruti of the 
former and leaving the note-sruti of the latter un-affected. 

(iii) qil~~q;:a-~-sP:rtit~N: 

stlfl~lf1 ~ii{~=iiT.flr.i cf'iTcfi~Tiijcf'1 iii:fTc{ 1 

~cf i:ftl.Ti:f ~;;~Tll st~iif Tcf'T;:ff~it+ll 11" 11 

l:f~iiftfiTcf'if~"T 1.lirl:S:q'Jtl 'f~~ ~ri'i;J"~c! I 

o~{{tT;:Q'cf'{ ~hi i:f~lfii :q-J;:ff~fcf t;J 11 ~ 11 
' 

Sf~ii=lf q~qq) 1l'T~{=~~-R,;:1.la'ft s~ cn 1 

3w{{st~)q: ~~hf cllTcf'i~t :q'lro~: ~ijl: 11 ~ 11 

(iii) The application of kakali and antara: 4-6 

After singing1 fadja, kakali followed 2 by dhaivata may 
be employed. Likewise after singing8 madhyama, antara 
and rfabha may be used. Alternatively, having sung4, farj.ja 
and kakali one may return to ~adja and after that move on to 
any succeeding5 note. Similarly, after employing madk')lama 
and antara, madhyama should be taken before resorting to any 
succeeding note. Everywhere6 the notes kakali and antara 
are rarely used. ( 4-6) 

I, 3 & 4 Literally, 'pronouncing' or 'articulating'. 
2 . Krama implies 'due order' which, in this case, is the descen­

ding one. 
5. According to 'K' the succeeding note has to be the immedia­

tely succeeding one barring the one that has to be eliminated; 
but 'S' thinks that any succeeding note implies any one of ri, 
ga, ma, pa and dha in case of the overlapping of kakali and 
pa, dha, ni, sa, and ri in case of the overlapping of a,ztara i. e., 
all the notes subsequent to iarfJa and- madhyama respectively.' 

6. 'S' interprets it as jlJ.ti-r'aga-s, etc. 
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(iv) 'fi'~'l~'lffl~T~Olq_ ... 
f~IS{T~T lff~ "~~~ sqfaqwt ~~a' ' ' ... ' 
~~-a-qi Sfl~ IS{~~~letf{lJf cf~T l I\Sl I 

' 
q~"'lfq~q 'l'tt{l~cf met1~ut qaq , 

«TetRlJf 

mcTroJT 
~ ~q 

i(~t{q~t{ 

cfif'ff~ 
i~tra 

' 
'{~1ti:fffli:f'T ~ q'{ '' t;'' ... ' 

~ ~'ffl~qG'.'CJf~a': ' 
"' 

~l'f«T~l~Qf ~: 11~11 

(iv) The overlapping of {lt(ija and madhyama: 7-9 

If nifada takes resort to the first srutis of far;/ja and 
uabha to its last, it is called the overlapping of farJja. 
Similarly, the overlapping of madhyama is conceived in-bet­
ween gandhara and pancama. The overlapping of madhyama 
is definitely restricted to madhyama-grama. (7-8) 

These two1 overlappings, being subtle like the point of 
hair, are known as kaisika 2 and are also called "the over­
lapping of grama-s" 8 by (some) scholars. -i (9) 

The overlapping of iaefja and madhyama is analogous to the modi­
fication of these two notes The overlapping of iaef.ja takes place when it 
yields its initial sruti to ni{ada and its final sruti to rrabha retaining its 
2nd-3rd fruti-s to itself. Similarly, the overlapping of madhyama takes 
place when madhyama yields its first iruti to gandhara and its fourth fruti to 
paiicama, retaining only two sruti-s to itself, However, as pointed out 
by 'K', the longest fruti-interval conceived in the grllma-s is that of four 

1. That is, the overlapping of faefja and the overlapping of 
madhyama. 

2. Kaisika literally means hair-like, i. e. very fine pointed, very 
subtle. The word (kaifika) is applied to taef.ja sadhara,:ia and 
madhyama-sadharaT}a. 

3. 'S, infers that since the overlapping bf madhyama is limited 
to madhyama-grlima, the overlapping of tarf.ja is also to be under­
stood as applicable to iaefja-grama only. That is how he 
comes to justify the expression grlima-s'{J.dharar:.ia i. e., the 
overlapping of grama-s, as signifying the process to be indica­
tive of grama-s. However, this does not accord with the 
reason pointed out by 'K' for restricting the overlapping of 
madhyama to madhyama-grama since rtabha or nitnda do not 
exceed the interval of four sruti-s in the overlapping of tarf ja 
if made applicable to madhyama-grama. 

4. This, however, does not seem to be the view of the author. 
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fruti-s and therefore a .five-sruti interva l is considered to be undesirable. 
So, if in the raefja·grama the overlapping of madhyama is allowed, its 
paiicama will swell into a five-fruti-interval, which is undesirable. 
Therefore, the overlapping of madliyama is permitted only in madlzyama• 
grama in which pancama has three fruti-s only. 

( V) ~T@fll~HO'lil_ 

~iJT'ft~ffl~~t~T~ ~fff'! q~~ ' I 
~imi' ttt~mqi~iiftfam~Rut iii'~: 11 ~ 0 I I 
~nfcnn~ro,i ~f:q11iwtq sr:q~a ' 

(v) Overlapping of jati-s: 10-11 b 

Among the Jati-s of the same grama having the same 
tone as the fundamental note, the identical melodic presenta­
tion that obtains between them is called the overlapping of 
jati-s by the noble ones. 1 The overlapping of jati-s is identi­
fied by some with raga-s 2

• (I 0-11 b) 

Jati-sadhararJa is very briefly dealt with by SlJ.rngadeva as well as by 
Bharata. 'K, thinks that it is based on van:za-samya, the identity in the 
patterns of tonal movement. 'S, cites fuddha-kaisika-madhyama as one of 
the instances of j ati-sll dhr.ra~a. Some details regarding the practice of 
jati-sadharaTJa will be found in Section VII of this chapter. 

I. The earlier authors such as Bharata, Matanga and others are 
meant. 

2. 'S' cites riiga Juddha-kaisilca-madhyama as an illustration. 



sq~ qi ~,~~lt~~~q 
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(i) el~~~~, ~~lt~l~ 
---. 

in;:rf~q)~a c{O(: 

~~p;i:n~t@~t~) ~ 

~ :qge1t f.=f~f'«f: , 
~lql~Tflf~ ~~Oll{ 11 ~ 11 

' 
fi:~ccfT fi:~~, ~q)rr: ~q1a:cn~tl'c1 ~cf~flf q: , 
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Section 6 

VAR~ALANKARA 

Tone-patterns and Embellishments 

(i} The definition and classification of tone-patterns ( VarT)a): 
1-36 

VarT)a ( tone-pattern) is the act of singing1 which is · 
demonstrated to be fourfold, viz. sthayi 2 (steady), arohi 8 

In Section 4 the author has dealt with the permutations and 
combinations of tones, but in actual practice all of them are not actually 
employed in singing. Now, therefore, the author analyses the actual 
singing in the tonal patterns and melodic phrases as employed in the 
process of singing the musical compositions. Since in the composite 
concept of sangf.ta, instrumental music and daace, i.e. vadya and nrtya 

essentially followed the vocal i . e. gllna, the terminology of the entire 
musical theory is centered around vocal music; that is why, var{!a, i. e. 
tonal pattern is defined in the context of singing, though it is equally 
applicable to the instrumental music, or dance music and so on. 

I. Gana-kriya rendered as the ''act of singing" indicates the 
process of singing or the action of voice-production in the 
process of singing, 

2. SthlJ.yi liter~lly means unvarying, e. g . 'sa sa sa' or 'ri ri ri' and 
so on. 

3, Arohi is ascending in pitch, e .. g. 'sa ri ga ma pa dha ni' and 
soon; 
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( ascending), avarohi4 (descending) and sancari5 ( circ ula­
tory). These are defined as follows. ( I ) 

When the same tone is put to a halting6 use it is known 
as the steady (tone) pa~tern. The two subsequent7 patterns 

Var~a literally means colour, caste or a syilable. In the context of 
music the word is metaphorically used in the sense that the particular 
manner and order in which the tones are employed contributes to their 
musical value, and also lends colour or taste to the composition. In 
short, the value of tone-pattern is comparable to the colour-pattern of 
the visual arts. But more than that vartia in the sense of 'a syllable' is 
applicable in musical parlance; for, as the syllables go to form a 

meaningful word and then a group of words goes to form a sentence 
which is the significant unit of language, so also tones organised into a 

particular fashion go to form melodic phrases, that are the units of a 
melodic composition. The concept of var~a is as old as Bharata, since 
he too has spoken of these four types of tonal patterns (var~a-s), (cf. 
N. S. KlisI ed. 29. 24). 

The classification of tone-patterns, as pointed out by 'K' is based 
on the predominant element viz. if in the process of singing it is the 
steady pattern that is predominant, then the tonal pattern will be called 
the 'steady', In other words, the four types of tonal patterns are not 
used exclusively. 

Steadiness in the steady pattern is obtained by harping on the 
same tone for sometime. The nature of ascending and descending 
patterns is well described by their names. The sancltri (i. e. the circu­
latory pattern) is defined by Matal'1ga (as quoted by 'K') as under : 

lf"' c!f;:i' ~;;i-~f.:a Pf~T ami:rr~zrof~crr: I 

Q;*ifi~r f~~) err « ~r~r crof ~'ijlfa' 11 

4. Avaroki is descending in pitch, e.g. 'ni dha pa ma ga ri sa' and 
so on. 

5. Sancari literally means 'moving around', not having any fixed 
order. This is an admixture of the above three types and is 
illustrated in the order of such phrases as 'sa ri sa ri ga sa ni 
dha sari ga' and 'sa sa sa ni ma ma ni ma pa ni ri ri pa' etc, 

6. Halting on a tone by repetition as 'sa sa sa'. 
7. Subsequent to the steady (sthayt) pattern as mentioned in the 

previous verse i. e. the a~cending ( llroht) and , descending 
( avarohi) patterns. 



236 Treatment of Svara 

are signified by their names. 8 The admixture of these (three) 
is known to be the circulatory 0 pattern. (2-3b} 

"When the tones move about in a note-series one by one or two 
at a time, or are delineated together joining the respective final notes 
(with the initial notes of the successive units), it is called saricarl vartza 
(circulatory pattern). As in Mltlavakaisika : sli sa sa ni ma ma ni ma 
pa ni ri ri pa. pa ni pa ni p~ ni dha etc." BrhaddesI (p. 33) however 
reads as under : 

li"f i!T~ ~~f.:cr ~~r: in:fq~i:r-cr~f~crr 1 

Q;iii°ifi!ITT qf I ~ ij<>'<fTU <l'llT ~l:{~ II 

Saiicari varl}a /circulatory pattern) is said to be the one in which 
the tones move about, mutually joining the final notes or one by one. 
As in Malaoakaisika : 'sa. sa sa ni pa ni pa ni pa ni sli _dha ri pli pa ni 

ni nI'. 

The two versions of the definitions of sane art ( circulatory 
pattern), the one ascribed to Matat'1ga by 'K' and the other quoted from 
BrhadddI are identical to a large extent and yet they are different in 

their net bearing. 

(ii) at~~·~(ifi;J"l, ~~~f;J~qq( ~ 
'"" (€6) a:{~l{~~otil 

"" 
f~fin~ ~ui«.=c{fl'{~~T~ Sf=t{~a' II~ II 

(ii) T he definition and classification of tonal embellishment. 
3c-64b 

(a) The definition of tonal embellishment (alankara) : 3cd 

In keeping with the suggested sense of the term alankara (orna· 
ment), the original concept under this name was quite comprehensive to 
include almost all types of tonal embellishments; for example even 
kampa (tremor) was included in alankara·s. However, subsequently the 
signification of the word alankara was restricted to "a melodic phrase­
progression". The importance of ornamentation in Indian melody -is 
well brought out by Bharata in the following verse: 

8, That is, these two patterns are so named that their names 
are descriptive of their nature and function, as it is quite 
obvious. 

9. Sancll.rl vartia, 
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Alankara1 (tonal embellishment) is said to be a specific 
arrangement 2 of tone-patterns. (3cd) 

~~.yr ~%_i:lcr f.rnr f<r--rt<tcr .Y~T <!'far f~i'tcr 1 

aifet,flSfficf :-r f:iT ,ftfo.:i<tir.:~r.rr flTR{ 11 

(N. S., G. 0. S. Vol. IV 29. 45) 

"Melody without ornamentation would be like a night without the 
moon, a river devoid of water, a creeper shorn of flowers and a lady 
without ornaments.'' 

He is, however, careful also to caution against the excessive and 
improper use of embellishments as he says : 

' \ 

Q;f+r~~~cfol:ff 1r"'tfo<i11rff<f~T~if 1 

~~T~ '<Jr~~· '.ffl!i?T ~.:fo q;yfs=:qifif Gf"~c{ 11 . t 

(N. S., G. 0. S. vol. IV p. 131) 

"Melody should be embellished by these (ornamentations) without 

disrupting the tone-pattern (var(la), for ornaments are to be put on 
properly so that the girdle is not tied to Lhe breast." 

Thus even though a high premium is put on the employment of 
tonal embellishments, yet a certain propriety is essentially to be observ­
ed. That is why Ahobala defines tonal embellishment as "the delinea­
tion of the tone-patterns in a particular order" ( iiiitur fcf~ijrcr~fij~~r( 

ST'<i!lliI, (S. Pa 221). 

Further, it may be observed that the torial embellishments 
(alantlira-s) have been classified on the basis of the predominant tone­
pattern (varra), as Bharata has said that their formation depends on 
the tone-patterns of four types (cf. N.S. 29.24). Alanknra is said to be a 
combination of several melodic movements. Elucidating the definition 
of Sar1igdeva 'K' amplifies his statement to the effect that 'the particular 
manner of delineating the said (four types of) tone patterns in a melodic 
rendering is called tonal embellishment ( alankara)'. 

The specificity of delineating the tone-patterns consists in the 
use of the prescribed kal rJ (i.e. phrase of an alankara) and so on 

(~fu~'>:f '9° f.YT.Tclcfi\iTf~~'m~iJ:) 

I. A/ankara literally means an ornament, a decorative, an aid to 
beauty, a device ofbeautification. 

2. 'S' interprets varr;.a-sandarbltqm of the text as var.r;.asamud'tlyam, 
1.e. a group of tone-patterns. 
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( ~) ~~lf4qai1tal~~ro~1 
~lf ~Tfg 

~~tiff~~lfl~tfl: 

il~~cf?,{ 

~~~~ 

PTiftflTITT~ ~~ l 
"' 

~qTflfq1JftTT: l l~ l I 

Sl'~T~: Sl'~~Fcf: Sf~.=~ntff~: l 

crcr: sm-~~lf: ~r.n~q-~q: lli:t"~f:qcr: n ~ n 

'Sl~'it ~ simq": ~1~~.:aa ~flff.:r ~~1: , . 
(b) The definition and enumeration of the embellishments 

of the steady tone-pattern : 4-6b 
Many, indeed, are its1 varieties, of which I shall pre­

sently speak of those pertaining to the steady tone-pattern 
(sthayi-varf)a). Those (tonal-embellishments) that have the 
same tone in the beginning as well as in the end, pertain to 
the steady tone-pattern. The seven (embellishments) classi­
fied as belonging to the 'steady' { tone-pattern) are prasannlldi 2

, 

prasannanta3
, prasannadyanta4

, prasannamadhya5
, kramarecita6

, 

prnstara7 and prasada 8
• (4-66) 

S!n'lgadeva, our author, defines and illustrates sixtythree tonal 
embellishments (alaflkara-s) but Bharata has given only thirty-three 
which include many other things apart from alaflk7J.ra•s as they came to 
be understood in Sarngadeva's time. · It may be admitted that theore­
tically there are infinite possibilities of tonal embellishments, but it 
seems only 63 were in vogue in his time. It is notable that Dattila, who 
is thought by some to be earlier than Bharata gives only 13 embellish­
ments and some writers subsequent to Sariigadeva (cf. Ahobala's S. Pa) 
enumerate even more than 63. The distinguishing characteristic feature 
of the tonal pattern, as pointed out in the text and interpreted by 'K' is 
that its different kala-s (integral parts or phrases) commence and end 
with the same tone, though the repetition occurs in different registers 

(cf. 'K' on verses 3-8). 

I. The pronoun 'it' stands for ~alankara' of the previous verse. 
2. Lit. with prasanna (i. e. mandra) in the beginning. 
3. Lit with prasanna in the end. 
4. Lit. with prasarma in the beginning and in the end. 
5. Lit. with prasanna in the centre. 
6. Lit. devoid of order. 
7. Lit. extension. 
8. Lit. clarity. All these are explained in the following few 

verses. 

Section b : v ar1;1a1auKara ,_..,.., 

(if) f.t;:~~qf~{!ll{_ 

~: Sftfl~ S?>t ~T;q:;;~.:{lst~i:£: ~: U~ll 
"' 

a ~ fg~UT~cn~: 1J_ci: 'J_cIT s~ c{T 'il~~ , 

~i: q-·ucrcr~t~: Sl'~~t ~f~ttf'f , l\91 t 

i:t'isl'~~ q{tcf: ~lttfi=~t fif;:~fmT 'il~ l 

-;;~ci=tlcf1f~'ffin~t f~tt1 f~ci:q,=n~cr: , , i:;, , 
(c) The significance of the terms mandraJ tara, etc. : 6c-8 

In this section the word 'mandra' signifies the first tone 
of the murcchana, and that very tone when doubled1 (in pitch) 
is ( called) 'tara'; or alternatively the tone in the preceding 
register becomes 'mandra' and the one in the succeeding 
register (becomes) 'tara'. Mandra is also called prasanna or 

Three terms viz. mandra, t ara and pluta are defined here. Mandra and 

tara are presented as relative concepts, as indeed they are ; and two 
alternative expressions have been offered to indicate their relation. 
Firstly, it is posited that mandra is the name given to the first note of the 
mflrcchan-a., while the eighth note, which is double the first one (in pitch 
range), is called tiira. If the first tone of the murcchana belongs to the 

lower register and is called mandra, the same tone of the middle register 
would be called tara, but if the fi rst note (mandra) of the mllrcchana is in 
the middle register, then the· same note of the high register would 

become tara. 

It is pertinent to note that the terms tar,1 and mandra in this 
Section must not be understood as defined in verse 7 of Section 3 ante, 
they do not refer to the three registers as such. Obviously the middle 

register finds no mention in this context and therefore the terms 
mandra and tara refer to what may be called the lower and the higher 
register, the two covering the concept of three registers in their relative 
application. This would be clear from the other alternative view put 

forth by the author. 

Alternatively, he says, the tone of the prior register mav be 
understood as mandra (low) and that of the posterior register ma~ be 
considered tara (high), the prior register being the one in which the 

~mencing note of the phrase-progression (alahkara) falls. Consequently, 

1. Dvigur;a is the eighth tone (i. e. the first of the next higher 
octave). 
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mrdu, and tara is also called ·dipta'. In notation, mandra is 
indicated by an overhead dot, tara by an overhead vertical 
dash and 'pluta' 2 by the figure 3 (following the tone) 8 • (6c-8) 

as 'S·' elucidates, if the prior tone is in the lower register (in the scheme 
• of three registers) it is called mandra and its t"i1.ra will be in the middle 

register, but if the prior tone is (mandra) in the middle register, the 
subsequent tone (tara) will be in the high register. 'S' further distin ,, 
guishes this view from the first one by pointing out that, "accordingly 
the prior tone, in this view need not be the commencing note of the 
murcchana" (cf. S. on 3-8, p . 154). 

The terms mandra and t'lira in their relative sense may be rendered 
as 'lower' and 'higher' in the technical and the specific sense in this 
section. 

It is interesting to observe that Eharata hardly seems to speak of 
the threP. registers (saptaka-s) in terms of mandra, madhya and tilra . He 
no doubt speaks of the three sth'ilna-s as the places of voice production 
in the context of the excellences of verbal expression (pa{hya-gulJ.a·s) and 

kaku (intonation), e. g. 

?!"TflJf fqr;:nf;;-~~: ciiuo: fl!T~: ~fa ... 
;a-\:fm:ctillolq ~~: ifi'T,J! snma II 

(N. S, G. 0 . S., IV. 17.106) 

But the details of context in which the sound is to be produced respect• 
ively from the chest, the head and the throat 'show that these places of 
sound-production arc not necessarily related in terms of pitch relations 

contained in the concept of registers, though pitch is naturally involved 
in k7J.ku (cf N. S., G. 0. S. IV, 17. 107-I08). 

Again the terms dipta and mandra are defined by Bharata in the 
context of the embellishments of path ya : 

~~'i:fT <ftcal?J 1f-'iil?J ;,')=q) ;afcr~f~a1 1 

qra;:r~ila '@"~i!iT~T ~~uf '<I" f.i.fter6' II 
(N. S., G. O. S., IV 17.113) 

Ucca is defined as iiraf;.-sthanagata (located in the head), dfpta is defi ned 

as firaf;.sthlJ.nagatatiiratara (that which is located in the head and is higher), 

2. The term plu!a is taken from the terminology of Sanskrit 
grammar. Vowels are considered to be of three degrees, viz., 
hrasva (short= I matrll), dfrgha (1ong=2 matrl1-s) and pluta 
(prolonged= 3 miltr/1-s ). 'S' interprets 'Pluta' in this context 
as 'thrice'. 

3. Literally, the expression 'trirvacanat/f would be rendered as 
'on account of being pronounced thrice', and 'S' interprets it 
as B Rf~'ii~!:C~T~ ~~:, i. e. "Pluta is that which is to be 
pronounced (or produced) thrice." 
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,nandra is uralJ,-sthilnagata (located in the chest) and nlca is ural}-sthanastha­
mandratara (located in the chest but lower). 

Thus, he has high and higher (viz. ucca and dfpta) on the one hand 
and low and lower (mandra and nlca) on the other; but he has no mean 
point, the middle (madhya), Consequently the terms dJpta and prasanna 
are equated with ti1ra and mandra only in the relative order and not in 

the perspective of the three registers. 
Abhinavagupta also defines dfpanam as til.rat'll and pras'ilda as 

mandrata and thereby relates dlpti to be the acoustic phenomena invol­
ving the listener and the singer (cf. Abh. Bh. N. S., G. 0. S. IV, p. 88). 

Besides, the general atmosphere created by Bharata's expression 
with regard to pitch-relation suggests that the terminology had not as 
yet crystallised in l1is time and the two extremes of high and low pitch 
were recognised as a relative phenomenon without any reference to the 
concept of three registers though the three registers were known to 
Bharata. This may be compared wi th N. S. (G. 0, S. IV 29.39) which 
speaks of tiira, mandra and taratara as produced respectively from the 
throat, the chest and the head. This indicates that though the three 
registers were recognised, the terms in which this recognition found 
expression were conditioned by the tradition which supplied words only 
for the opposites, 

(f-1) ~infq~oflfijl~T(-~qo~ 

1. st~•rl'T~: . 

':J~~tfl~ll~ m~ sr~mf~~,f~ct: I 

~~~I (~) 

( d) The embellishments of the steady tone-pattern : 9-13 
( I) Prasannadi 

If two lower (mandra) tones are followed by one higher 
(tara) tone, it is known as prasannadi1, e.g. 2 'sa sa sa' (9ab) 

The author now defines and illustrates the sixtythree embelli,h­
rnents. The illustrations are given just by way of specimen and are 
based on uttaramandr'il , the first murcchana. of the iarf.Ja-gr1ima. 

Bharata defines Prasannadi a:; : 

~'1~T <irfcra) lf: ~<He{ ST«?!'Tk ~ i!i~l!ff I 
(N. S., G. 0. S, IV 29.33) 

I, Literally, having prasanna (mandra or lower) in the beginning. 
2. It h~s not been possible give tara-mandra signs in the English 

vers10n. 
16 
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and Dattila defines it as : 

srwi lfcfiivqt<T ~~: ~<tTlfli~ ~<T~'t' I Sl'ij~Tf<{-4~~cfi:t I 
C'-'\Q ' ' ' 

Da ttilam, I 00 

Sari1gadeva has, at the very outset, taken the two terms dipta 
and tara as synonyms; but Ghosh and Nijenhuis render the word dipta 
literally as 'brllliant', Dipta is not only bright but also stimulated, or 
brightened when applied to tone (svara). Accordingly, the two defini­

tions can be rendered as under. 

(i) That which is gradually heightened is called prasannadi. 'I 

(ii) Having sung prasarma (mandra or low) in the first instance 
if it is gradually heightened, it would be prasannadi. 

Dattila's definition of prasannadi also makes it clear that Sariigadeva's 
interpretation of the term prasa11na as mandra (low) is in keeping with 
tradition. Nijenhuis renders it literally as 'clear', which seems to be 
technically inadequate as it has no explicit reference to pitch value. 
However, it is noteworthy that the above two definitions are indicative 
of the fact that Bharata and Dattila did not use the words prasanna and 
dtpta as totally dissociated from their general connotation, though the 

technical implication of their expression is precise! y b1 ought out by 
S!irngadeva. Mata11ga was the first to equate prasa11na with mandra 

as he says 11Jfi'll:~&~if sr«~eoff•ffiilf~ i . e. the ·,vord mandra signifies the 

pitch (called) prasanna (lit . clear)." 

It is notable in the above context that 1\Iatat'1ga illustratesprasan­
rzii.di as sa ri ga ma pa dha ni, which presents his interpretation of 
Bharata's kramajaf) but does not corre~pond exactly with that of Sar£1ga­
deva whose pattern is followed by Kumbh::i. (S. Raj II. l.3.29). This 

indicates a process of crystallisation. 

2. Sl~;,:n;~; 

at~)i:q Sf~m-:a:, 
I • • 

~ ~ ~ ' (~) 

(2) Prasannlinta 

Its 2 reverse is prasannanta8 , e. g. 'sa sa sa' (9c). 

2. The reverse of prasannadi, 
3. Literally, having the lower at the end. 

Section 6 : Varo~lanknra 

3. sr~;:r11t1.:01 

. ,Sf ~;lf~lfq 11 ~ I I 
~ta' S(~~icf: ~lflc!, 

~ ri ~ I (~) 

4. st~;;:rJ{'b~ ! 

,artlf)iic:Qq ~i=f: ' .., 

'{;i snmi=JC:lf1~lfi:f~Tt fq-~) fq-~: 11 ~ o II 
I I 

~~~I('~) 

5- ~i:riRa: 
~n~;:alf)ii~i=ftssf~1l~~~~) s;afe:aTlf<fi: , 

" 
~<fi'T <fi~T s~ ~;:qc:q @fc!ffTlf~g~i:fiT I I ~ ~ 1 1 

(3) Prasannadyanta 
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If the higher tone is placed in-be tween two lower tones, 
it becomes prasannadyanta4, e. g. 'sa sa sa' (9d-10a). 

( 4) Prasannamadkya 

If, however, the lower is placed in-between the two 
higher tones, that embellishment is known to the experts as 
prasannamadhya5 , e.g. 'sa sa sa' {IOb-d). 

(5) kramarecita 

The embellishment (called) kramarecita, is described in 
three phrases 6 as follows : the first tone of the murcchanli, in 
the first phrase, is placed in the beginning as well as at the 

If the arrangement of tones in the different phrases of kramarecita 
is observed, it will be found that there is a progressive increase in the 
~er of tones in-between the final 'sa'. This makes the prefix krama 

4. Literally, having the lower in the beginning and at the end. 
5. Literally, having the lower in 1he middle. 
6. .!(ala means an inte~ral part or a phrase, 
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m faotttT q~~~;n~q) ~~~fcfil=fl q~T , 

~ci' cfi~~Q'IJltTiit s~~R: wiq~f~: 11 ~ ~ 11 

~ff~~ ~rr~ ~~f.:t~ I (~) 

6. Sl~H, 

~fto~~$J@i'.fi~ ~«n~: ~) sf.:r~')qa ' 

~fur ~q~ ~q-~f"« I ( ~) 

7• Sl~l~! 

cfl~~fcrqqfu'T~ srmi Si=qe:ta I I ~ ~ l I 

m~« ~rrir« aq-~f"~ 1 < \3) 
end with the second (tone) in-between 7 ; the third and the 
fourth (tones) are placed in-between in the second phrase; 
while in the third phrase the three tones commencing with 
pancama are placed in-between 8, e. g. 'sa ri sa, sa ga ma sa, 
sa pa dha ni sa' (11-12). 

(6) Prastara 

If this 9 ends in the higher (tone) in every phrase it is 
called prastara) e. g. 'sa ri sa, sa ga ma sa, sa pa dha ni sa' 

(13ab}. 

(7) Prasada 

If the order of the lower and the higher is reversed in 
this10

, then it is called prasada, e. g. 'sari saJ sa ga ma sa, 
sa pa dha ni sa' (13cd). 

to recita significant. This same is true of prasta.ra and prasada. Thus, it 
would seem that the first four (i. e. I to 4) and the last three (i . e. 5 to 
7) embellishments form two groups having a ccrt~in feature common to 
all the members. The first group of four is distinguished by the same 
note being in the beginning, in the middle and at the end, though with 
the difference in the placement of high and low registers.. 

7l& 8. In-between-the first tones ofthe-murcchan1i placed at the begin­
ning and the end of the phrase. 

9. 'This' refers to kramarecita. 
I 0. 'This' refers to prasta ra. 

~ection 6 Vari;ialankara 

(~) 31R)f{~Oli@T~efiT~~l 
~at fcrfo1urf;;~i'.fi'{T fif~ .. ~~q: q~: 

~ftTcr~f~mfe:ttcf~f.:~Sl:;i~q"rfltcf~T 11 ~ "11 

:a-~rrra)rn~ar cHrfi~cflJlT ~ftJTf~~qq) 1 

~n~~R)fQcfutt~T~~HJ: qf~i'.fitfam: 11 ~ ~ 11 

1. ~~a111f: 
'l~;:nss~: fef~,~~ iiqtJTT~)~ut ~~~ 1 

ft~~Sfl ff~~, teftifi:f: tT fcftoTOTTSf.JetTQa 11 ~ ~ 11 

tl'T ~r it, q1 q-1 ~, ifT , c ~ ) 

2 · frrtcfiq'f, 1'f T3f cf Qf~:q 

0 f~: feff: ~ f-=1~cfi'lT faf1r~~f~;:c=rf: 1 
mi' f~f~ rfif 'fq qq- tltl fiff" I ( ~) 
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(e) The embellishments of the ascendant tone-pattern : 
(14-25) 

The 12 embellishments pertaining to the ascendant 
tone-pattern (arohi vartJ.a) are known as V1'stir1Ja, niikaria, bindu, 
abhyuccaya, hasita, prenkhita, akiipta, sandhipracchadana, udgita, 
udvahita, trivar1J.a and ve1J.i. 14-15 

( 1) Vistir1J.a 
Where the ascent 

murcchana in successive 
repeated staying1 , it is 
dha ni.' (16) 

takes place from the first note of the 
order, by notes elongated through 
called vistin;a, e. g. 'sa rl ga ma pa 

(2) Niikaria and gatravan;am 
If short notes are employed twice at a time without 

break it
2 

become niikarfa, e. g. 'sa-sa ri-ri ga-ga ma-ma pa-pa 

1. The significance of the original expression sthitv'a sthitva 
· (repeating sthitva) is brought out by the word repeated, i. e. 
an elongated tone is analogous to a long vowel taking twice 
as much time as the short one. Accordingly, in notation the 
tones are written with long vowels. Thus after staying for 
twice as much time on a single tone one proceeds to the next 
higher tone. ' 

2. It refers to the pattern of vistirr:ia. 
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f~~~gc:fi fef~):;;m •IP51c1Uifirif f~: ll ~\.9 ll 

~Hl'ij' f~f~f~ tTtTl'T qqq elt:Tel f.:ffrtf.:r 11 

ij'ij'ij'a fd~f~f~ tTtT'lrr qqqq qqqq elelelel f-tf.:ff;:rf;:r I ( ~) 

f.:JISi:fi''{f~cf ~q) fl ~f~~ctl Gf+Tiftt~ I 

3. ~~l 

t~ff 0 fi!i t~({ 0 ~ ~ff 0 ~ ~a tel:~ 11 ~ t; 11 

~r1ii:ffflqt ss~)~~a-t fef.:i~ti lffi: I 

a~ft tT~'G' 't~el f-t~ I (~) 

4. ~+~:;~~: 

~Fff~~cf'(t~)~1:n9~~~:;;~r.j ~ett: 11 ~ \ 11 

~qqf;:r I ('Ir) 

dha-dha ni-ni'. If however, each note is pronounced thrice 
or four times, it8 is known as gatravarvam, e. g. 'sa-sa-sa ri-ri-ri 
ga-ga-ga ma-ma-ma pa-pa-pa dha-dha-dha ni-ni-ni, sa-sa~sa­
sa ri-ri-ri-ri ga-ga-ga-ga ma-ma-ma-ma pa-pa-pa-pa dha­
dha-dha-dha ni-ni-ni-ni'. These two forms, according to 
some are said to be the two varieties of ni~kar~·a. (17-18) 

(3) Bindu 

If the ascending tones are employed in the order of 
prolonged ( pluta), short ( hrasva), prolonged, short, prolonged, 
short and prolonged, then, it is considered to be bindu e. g. 
'sa3ri ga3ma pa3dha ni3.' (18c-19b) 

( 4) Ab!zyuccaya 

An ascendant tonal movement dropping alternative 
tones is called abhyuccaya by the sages, e. g. 'sa ga pa ni'. 
(19cd) 

3. It refers to the pattern of niikarta, 
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5. {~~: 

l{~i:fi't~ {cf~Tfil~TcJfuf~~qtf~m: 1 
C C 

3lT~~~ ~cf~T: STT~ iif ff~ cf f~cffal{: I I'~ o ll 

a f~f~ if'lrt qqqf{ qqqqq elelelelel'":f f;:rfof~f;,f.,f-tf;:r I ( ~) 
-....r-

6. SI l~a: 

~ef~~li ij'!!~~Tl.J ~ct ~cf~ff tt'{i:r I 

l{a'T~tforai:rr~,~~~f~a) Sij'T iii:ft s~ cft 11 ~ ~ 11 

ij'f~ f~it tTi:f qq If el etf ;:r I ( ~) 

7. anfitca: 
~cfiliff"{ ~ef~~il liT!~cf~ff 
iii:fta"n::)Qfct l{a'T ~G°T ssf~tff 

tf it ff If q f .:r I ( 13) 

(5) Hasita 

q~q I 
' 

Sf~~~ 11 :._ ~ II 

,iVherein the tones ascend, augmented successively by an 
increased repetition 4, it is called hasita by the devotee of Siva5 

e. g. 'sa ri-ri ga-ga-ga ma-ma-ma-ma pa-pa-pa-pa-pa dha-dha 
dha-dha-dha-dha ni-ni-ni-ni-ni-ni-ni'. (20) 

(6) Prenkhita 

Having sung first two tones to begin with, if one ascends 
with a swing by taking the succeeding tone as preceded by 
the previous tone0

, it is called prenkhita or krama e. g. 'sa-ri 
ri-ga ga-ma ma-pa pa-dha dha-ni'. (21) 

(7) A.k~ipta 

If one ascends in successive order by a pair of tones 
dropping one tone in-between '7 and initiating the succeeding 

4. That is, each successive tone will have one more repetition, as 
compared to the preceding one. 

5, 81\rngadeva is the devotee of Siva. 
6. That is, in order to take the third tone one should first ta 1- e 

the 2nd and then the 3rd immediately followed by it. 
7. That is, to form the first pair the second tone in-between the 

first and the third is dropped and in the secot?,d pair the 
fourth is dropped in-between the 3rd and the 5th. 
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8. {=l~~~;:r: 

f~~~, ssm r.ti~T s;tl' T.f ~~qtf;ct'ftf~it 1 

~~ ffif~~~ ~'51' ~Fcl!>f~~.:t'~9 ~: 11 ~ ~ 11 

~f~q qt{q qctfif I ( t;) 

9. ~ifta: 
'"" 

~.n sm,~fi:~": r.fi~1ftfi:~~c1~,~q;:ft: .. 
a~)~11ra:, 

~ffijf ~q 'f'flff{el I ( ~ ) 

10. 3i(l~~j 

,if~~it.:r ~T~trt;Tf~) ira: ll~'l!U 

aftftf~q lfllf{'l'el I ( i o ) 

pair with the preceding one8, it is called ak$ipta, e. g. 'sa-ga 
ga-pa pa-ni'. (22) 

(8) Sandhipracchadana 

Where the first phrase (kala) consists of three tones and 
the other two have the last tone of their preceding phrase as 
their first in a group of three tones, it is ( called) sandhipraccha­
dana, e. g. 'sa-ri-ga ga-ma-pa pa-dha-ni'. (23) 

(9-12) Udgita, udvahita, trivarl)a and PrthagvetJ.i 

When in two phrases of three tones each, the first tone is 
repeated thrice, it is udgita, e. g. 'sa-sa-sa-ri-ga ma-ma-ma-pa­
dha' (9) and in that, if the middle tone is repeated similarly, 
it is considered to be udvahita, e.g. 'sa-ri-ri-ri-ga ma-pa-pa-pa­
dha' (10). If, however, the last (third) tone9 is repeated, it is 
described as trivar,;a, e.g. 'sa-ri-ga-ga-ga, ma-pa-dha-dha-dha' 

(10) 

8. That is, for example in the second pair the succeeding tone 
after dropping the 4th tone is pa which is prefixed by the 
3rd ga. 

9. · Of each phrase, 

Section 6 : Vari;,.lilai1klira 

11. ~qaf t 
~~~ 9 nTI:fc!""t f~vr cfGf~~~~it I 

af~ttlf 'fCfelelel I ( ~ ~ ) 

12. qqi~fia: 
~ 

~TGTt g f'51'~T~"" ,~1~fVT~({tfta: n ~ ~ n 
a«a f~f~f~ tTrrrr, """ qqq- e1e1e1 , ( ~ ~ ) 

( :q) ~~)f{ ~~11atijfcfiHT: 

3tcR:T~rli't1~ff i"T~ffltlfc:l''Uf~fVT 

(~) flS:T.11Re10111a1~~,~~~1 

'f~Tf~it~ i:f'GQ'~ ir.:~;a: ~~T~ct: q~it I I~~ 1 l 

m:at'{~ sra,~,s~ 0Q'Tcf"f~f~a1crfq 1 .. 
qf~ai~qfat~etfQa)fq~l{lfcf~T 11 ~ 'IS 11 

249 

If, however, the last (third) tone 9 is repeated it is described as 
trivarva, e. g. sa-ri-ga-ga-ga, ma-pa-dha-dha-dha. (11) But, if 
all the three tones10 are repeated thrice (in the above pattern), 
it is called Prthagve'(J.i, 11 e. g. 'sa-sa-sa ri-ri-ri ga-ga-ga ma­
ma-ma pa-pa-pa dha-dha-dha' (12). (24-25) 

(f) The embellishments of the descendant tone-pattern : 
26ab 

These very twelve in their descending order are known 
as descendant embellishments.12 (26ab) 

(g) The embellishments of the circulatory (saiicari) tone­
pattern: 26c-53 

The twenty.five embellishments based on the circulatory 
tone-pattern (sancarl varl)a) are named as follows : mandradi, 
mandramadhya as followed by mandranta; prastara~ prasada and 

I 0. Of each phrase. 
11. Cf. verse 15 ante where it is called vetiI, and S. Raj. Vol. I 

2.1.3. 58-59 and K. R. 103 who follow suit. However, it is 
notable that 'S' calls it Prthagvel)i. 

12. That is, the ascendant embellishments as described above 
when ordered in the descendant movement. 
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i"&f~,s~_f;~ct?l~.:rii'ift;[f~o~fs=iifoT: , 
~frf'cf~~cf~TS~ i'Ol~ ~r~a~~: I I~ t; 11 

C C ~ 

g'~T~T 0 T~i:JTri'~ acl: ~Rcf~tf:na: , 

~!!= ~~Tf~Qlf\'1'~t~r: q-~f~"faf~cl:fi:rt 11 ~ \ 11 

1. i:r;:~T~: 
l 

f~fcf~T s~, cfi~tfiitii:r;::a-clfTTT.:r ~,q-~,: , 

TTiffcf~T~ccfi~T q;sft<ll'T i:f ~lfTf~~ffql 'il~o l l ~ o l l 
' 

~rrf~ f~i:rrr rrqi:r i:ret't qf rf'et ( ~) 

vyavrtta as well as skhalita; parivarta, ak~epa, bindu, udvahita, 
urmi and sama ,· prenkha, niikuJita, syena, krama, udghatfita and 
ranjita; sannivrtta, pravrtta and vetJ,u; lalitasvara, hunkara and 
hradamana followed by avalokita. (22c-29) 

I. Mandradi 

When the first phrase of three tones beginning with the 
Iower1 one is followed by other similar2 phrases formed by 
dropping the lower tone one by one8

, then it becomes 

I I 

l. The word lower is used in the technical sense in this section as 
already explained (vide verse 6 cd-8 ante). 'SJ puts the 
three tones in the order I, 3, 2. i .e. sa-ga-ri and so on, but there 
is no indication of this order of notes in the text. 

2. The text repeats the formation, viz. each phrase has to be of 
three tones and is to commence with the lower tone. 

3. That is, in the 2nd phrase sa is dropped, in the 3rd phrase ri 
is dropped, in the 4th phrase ga is dropped and finally, ma is 
dropped. So as a rule the lower tone is progressive. It may 
be observed here that the definition of this tone-pattern does 
not explicitly seem to correspond with the given illustration. 
The definition only prescribes that the first tone of every 
phrase of three tones will be lower (mandra) but does not at the 
same time lay down the order of the other two tones which is 
left to be inferred. Since the first tone is specified to be low, the 
implication is that the following two tones are not to be placed 
in their natural order and the specification with regard to the 
first one would be redundant 'SJ has brought out this 
implication clearly by elucidating that the first phrase consists 
of three tones in the order of first, third and second etc. 
obviously his interpretation is inspired by the given illustration. 
But Kumbha. has defined this tone-pattern in very clear and 
explicit terms which leaves no room for ambiguity. He says 

Section 6 Vari;il:ilanklin. 

2. i:r.:~ff~l.l! 

a,: cfi~ ~Jl{t'tfT;~T: ~i:JT~~q~, o~T ' 
1t.:a-itt~) t{~T--

it~f~ 1tf~rr q-rri:r eti:f't f.{q-q , ( ~) 

3. JF~l;:tl'l 

i:r.:srt;:at t{~,--

frrr~ rri:rf ~ i:rq-rr 'let'f etfrf'q 1 ( ~ ) 

4. ~oT~! 

clfT~fiF~~- f~~~q clflml~T~;lfa T{: l l ~ ~ l l 

!!" aT~~l:T~lfT sn:aR '3'~lfa 1 

~rr f~i:r rrq i:ret qf~ , (~) 
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mandradi4, e.g. 'sa-ga-ri ri-ma-ga ga-pa-ma ma-dha-pa pa~ 
ni-dha.' (30) 

2, 3. Mandra-madhya and mandranta 
In these very phrases5 if the 'lower' (mandra) is placed 

in the midst6 or at the end 7 (the initial phrase) being 
followed by others in due order, then it is called mandra­
madhya or mandran ta, e. g. 'ga-sa-ri ma-ri ga, pa-ga-ma dha­
ma-pa ni-pa-dha' or 'ri-ga-sa ga-ma-ri ma-pa-ga pa-dha-ma 
dha-ni-pa, respectively. (31ab) 

4. Prastara 
When a pair of tones is formed by dropping the tone 

in-between them and is followed by another pair similarly 
formed but initiated by the tone omitted (in the previous 

"In mandradi there are five phrases of three tones each beginn­
ing with sa etc., while the third (tone) in each is placed in the 
middle (S. Raj. II I. 3. 69). Here the order of all the three 
tones is explicitly laid down. Of course his definition and 
illustration both correspond to S. R. in substance. 

4. Lit. having the lower tone in the beginning. ' 1 

5. In all the five phrases illustrated above. 
6. That is, the middle tone of (I) is placed in the beginning. 
7. The last (3rd) tone of (I) is placed as the I st and the comm enc• 

ing tone. ' 
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5. 5T~l~i 

~: ~: ~)tqtetfqcff flilta" ~~: I I~~ I I 

tf~t a~, sHni aittQ ~Tcfi~TJT9if~: , 
tff~tf f~itft f(i:ff( i:rqq tTeltT etf.=fet ~ ( ~ ) 

6. ;;;q1c1~1 
e 

~g:~'U cti~T a'SfTWt~atr.i faaTtrcfiT~ 11 ~ ~ 11 

gl.t m({T ssf~'( fl~~qitcfiifi~t.=fa: 1 

;!(g:~t: 't~T lfSf tf citfTcI~: ~'!cfl ~: ll~'ill 

~ro=ftf ftqtttff~ qqqqq qqqf.=fq I ( ~) 

pair), and an ascent is made in this way, it is said to be 
prastara, e. g. 'sa-ga ri-ma ga-pa ma-dha pa-ni'. (3lc-32b) 

5. Pras'lJ.da 

When every 8 preceding tone precedes as well as follows 
the next tone 9 , then it is prasada as declared by SrikaraI).e­
svara 10

, e.g. 'sa-ri-sa ri-ga-ri ga-ma-ga ma-pa-ma pa-dha-pa 
dha-ni-dha'. (32c-33b) 

6. Vyavrtta 

Where a phrase cons1stmg of four tones proceeding 
from the first to the third, and then from the second to the 
fourth tone returns to the first11 and is similarly followed by 
other phrases of four tones dropping a tone 12

, one by one1 8 , 

it is considered by the sages to be l!Javrtta, e.g. 'sa·ga-ri-ma-sa 
ri-ma-ga-pa-ri ga·pa-ma-dha-ga ma-dha-pa-ni-ma'. (33c-34) 

8. The preceding tone of every phrase. 
9. The implication is that every phrase will have three tones 

and the tone referred to as 'the next' will be the middle one. 
I 0. Sl!.rngadeva. 
1 I. The tones are arranged in 1the order I, 3, 2, 4, I. 
12. That is the second phrase will drop the first tone, the third 

will drop the second and the fourth will drop the third tone. 
13. That is, omitting one tone progressively. 

Section 6 Vari;,.lilanklira 

1. ~~r~~! 
~~ sr~~tt W'.f{l~~~)t,i~~f..c@ll! l 

~o ~att Rctf~at~~cf~T ~~q I I~~ I l 

~f(f '{'f'ff '{t'{~ f~qqqqqi:rf ~ tt'l'f eleli:f qf{ 

i:fetttf.;f.;qqq I (i,s) 

s. qRo1a~1 
~ctt fgarlf~f~~cqt f~~~T ss~T ififfi tff~ 1 
clfffi~T~'+t{ clT~'!(tfl s.:l{Ho~ qf~qacti: 11 ~ ~ 11 

~ 

tftti:f f~q f(q'el q'e{f.=f l (c;) 

9. 3ll~q; 

f~~,~~ccti~T: ~cl~clcllTflTtcf~iiq: I 

cl~l SS&ltt: 

tf f~q f~qq f(qq 'ftfel qqf.; I ( \) 

7. Skhalita 
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Employing a phrase of mandradi14 followed by the next 
tone16 as used twice, if one descends16

, then it is called 
skhalita, e.g. 'sa-ga-ri-ma-ma-ri-ga-sa, ri-ma·ga-pa-pa-ga-ma-ri, 
ga-pa-ma-dha-dha-m;i-pa-ga, ma-dha-pa-ni-ni-pa-dha-ma'. (35) 

8. Parivartaka 
If the first phrase consisting of three tones barring the 

second one is followed by similar17 phrases starting with the 
omitted1 8 tones, then it is parivartaka, e.g. sa-ga-ma ri-ma·pa 
ga-pa-dha ma-dha-ni (36) 

9. AkFpa 
If the phrases of three tones progress in the ascending 

order, dropping the first tone1 9 of the preceding phrase, then 

14. That is, 'sa-ga-ri'. 
15. That is, ma after the first phrase. 
16, Descends to the starting tone of the phrase. 
17. Similarly dropping the second tone as counted from their 

first tone. 
18. That is, second from the first tone of the phrase. 
19. This would naturally apply only to the subsequent phrases and 

not to the first one. 
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10. ~! 

3{~ f~: « lf~ C~cff{c{! f~ ll ~ \S ll 

~ sfT.:fq~qt ~tfticc(T set: ~trif,:nf~~T: cfiffl: 1 
C. ... 

u~f~u r~~qf~ il~ltil i:r~qi:r q~c{q q~f;:rq I (~ 0) 

1 I. ~r::,ftiji 
cti~llfl ?lli~cRTi11l~qT Sq~~~ q~: itiffl: 11 ~ c; 11 

ll~~t~Rat tt1a1~ae:~tlf~a~g a: , 
Uf '{ttf~ f~flltil illt'lff lt'lct't qqf;:rq I ( ~ ~ ) 

it is akFPa, e. g. 'sa-ri-ga ri·ga-ma ga-ma-pa ma-pa-dha 
pa-dha-ni' . (37a-c) 

IO. Bindu 

The bindu is that, in all the phra5es of which, the first 20 

tone is a prolonged 21 one ( pluta), the second one is slightly 
touched like fire 2 2 and the first one taken once again, e.g. 
'sa3-ri-sa ri3-ga-ri ga3-ma-ga ma3-pa-ma pa3-dha-pa dha3-
ni-dha'. (3 7c-38b). 

I 1. U dvahita 

Having sung three tones in a phrase and descended 
one28

, if the subsequent phrases formed similarly are sung 
dropping a tone one by one24, that indeed is udvahita, e.g. 
'sa-riga-ri ri-ga-ma-ga ga·ma·pa-ma ma-pa-dha-pa pa-dha-ni­
dha'. (38c-39b) 

20. Though adha{i literall y means 'below', in the technical sense 
adhai} and para}} mean t he preceding and the succeeding tones 
respectively. 

21. That is, the tone is to be sung for thrice the time taken by a 
single tone. 

22. As one r emoves the han d approaching fire as soon as it comes 
in contact with it, so slight is the touch. 

23. This would constitute the fourth tone of tha t phrase. 
24. Dropping the initial tone of the previous phrase, 
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12. $f'4: 

~"G~~lSS~: ~~,~~ ~o'T'l\~llT~it~lf ~ 1 I~~ 11 

glffllif cfi~<fi~~i=l'T~~l'l~l~cf~T I 

~ 3;flf: ~lfla' 
' 

6lt ~ Uff f~tr ~ f~q ff ct~ iltl qf;:r ~ qf;:r I ( ~ ~ ) 

13. ~ii: 

« g «q: cfi~T lt~ =i:fg: ~c{~f: ll'to II 

g~lfT~TQTcl'~~~oficfi~Ti=ll~'l~Ha~T I 

ufrrrq i:rql ~~ fl nqqqifqf~ rri:rqttqqqq 

ifl:fctfilf .=f clt{ll I ( ~ ~) 

12. Urmi > 

Starting with the first tone of a murcchanii, taking a 
prolonged ( pluta) fourth and returning to the first if (one) 
sings the fourth (in a phrase) with the othe-r phrases follow­
ing (similarly) by the loss of one 2 5 tone · successively, it would 
be ilrmi26

, e.g. (sa-ma3-sa·ma ri-pa3-ri-pa ga-dha3-ga-dha­
ma-ni3-ma-ni' . (39b-40c) 

3ma·ni 

13. Sama 

Where the (different) phrases are (composed) of four 
tones each and proceed by equal ascent and descent omitting 
one tone by and by 2 7

, there indeed it is sama, e. g. 'sa-ri-ga­
ma-ma-ga-ri-sa ri-ga-ma-pa pa·ma·ga-ri ga ma-pa-dha-dha­
pa-ma ga, ma-pa·dha-ni-ni-dha-pa-ma'. (40c-41 b) 

25. The lower and the initial tone of the previous phrase. 
26. Literally a 'wave', 

27. The initial and the lower tone of the preceding phrase in 
successive phrasal order. 
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14. i'~: 
tfiffl t@lffa'cfcft fe:mt~a: 11 ~ ~ I I 

--tt~ifFttffifTi~: ~ ~ffSf&:, 
~f'dw fttlfff~ ff+fi:f ff +fq'q+f qetetq etf.:rf.:ret I ( ~ ~), 

1s. f;r~ra~: 
~ 

, f.=f~~f\ifa: ~;:r: I 

~~~ cfi~ illcclT i:fccfi~TSS~raatttcfiil 11 ~ ~ I I 
G ' 

il~T sro'l't.:tl~cffa, 
~f~~ff~ f~rrf~f~ ililittf'l iltf'fetif qettffifq I ( ~ ~) 

16. ~lfif! 

,''lir.:r: ~cflf~!r+f~! I I~~ 11 
iii:fT~~f~'l'i:t"li: ftl'T~, 

~q f~et rrf;:r if~ I ( ~ ~) 

14. Prenkha 
Where the phrases move forward and then backward28 

by two tones with the subsequent2 0 phrases forming them­
selves similarly by dropping a tone by and by8 0 successively, 
it becomes pref1kha, e.g. 'sa-ri-ri-sa ri-ga-ga-ri ga·ma-ma-ga 
ma-pa-pa-ma pa-dha dha-pa dha-ni-ni-dha.' (4lc-42b) 

15. Niskuiita 
o V 

H aving sung a phrase of prasada81
, and proceeding to 

the third (tone) from the initial (tone), if the initial is sung, 
it becomes nisko.jita, e.g. 'sa-ri-sa-ga-sa ri-ga-ri-ma-ri ga-ma-ga­
pa-ga ma-pa-ma-dha-ma pa-dha-pa·ni-pa'. (42b-43a) 

16. Syena 

~yena is (formed) by the consonant8 2 pairs 8 8 beginning 
respectively with sa, ri, ga and ma, e. g. 'sa-pa ri-dha ga-ni 
ma-sa'. (43b-44a) 84 

- -
28. In the order of ascent and descent. 
29. The phrases following the first tone. 
30. Dropping the initial note of the preceding phrase. 
31. Phrases of prasada may be seen vide verse No. 33 ante and 

embellishment No. 5 in this series. 
32. The consonance in this case consists in the interval of thirteen 

Jruti-s, known as the tarfia-pancama relation. 
33. Pairs of tones. 
34, Verse 43 consists of one line only. 

Section 6 : Varo~la11k:ira 

atT~~~T~lf~aQf: 

tr:;;ft~T iiit ~c~~:, 

17. ~ff! 

, cfiffl fa"f~~g:~cf~T: I 

~~factTlfT~T~lf~~T 11 ¥¥ 11 

~r~~f~iI~f~ili:t' frrrfmqh:r(qq ili:t'illtCfff+ftfet 

+fCf~tfet+fq~f;:r I(~~) 

18. 3~~~a: 
"" 

, ~ ~~qf~a '3"~a' I 

lf~ ~cr~~tr rr1~r q~qy:;":q"g\: ~cf\T'r! n~xn 

atcf~T~tfl~T ilT~~~rfi~liiifA'lcq''U: I 

~f~qi=mf~ f~rretcti:rrr ilt:ff.=i-qqq , ( ~ t:;) 

17. Krama 
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(The embellishment) in which there are three phrases 
consisting of two, three and four tones respectively commen­
cing with the initial85 tone and three (similar) phrases 
commencing with the second tone and so on 3 0 , is called krama, 
e.g. 'sa·ri-sa-ri-ga-sa-ri-ga·ma, r i-ga-ri-ga-ma-ri-ga-ma-pa, ga­
ma-ga, ma-pa-ga-ma-pa-dha, ma-pa-ma-pa-dha·rna-pa-dha-ni.' 

(446-4-Sa) 

18. Udgltat{ita 

Where (in a phrase) after singing two tones, 3 7 one 
descends four tones from the fifth 38 and sings the sub,equent 
phrase (similarly) by dt op ping one 3 9 tone in each case; it is 
said to be udghattita, e. g. 'sa-ri-pa-ma-ga-ri, ri-ga-dha-pa­
rna-ga-ga-ma-ni-dha-pa-ma'. (44b-4-6b) 

35. The firs t tone of the murcclzana . 

36. Added_ to these two will be the three phrases commencing with 
the third tone and the three phrases commencing- with the 
fourth tone. 

37. Beginning with the first tone of the murcchana, 
38. Fifth as counted from the initial tone of a ph:-ase. 
39. The initial tone of the preceding phrase. 

1 7 
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19. ~~~~: 

fe:ti~T l{f~ it.:~T;:cll t=f;:~y~: ~~: efic-ll«f~T 11 ~ ~ 11 

·~fS-ifc{:, 

~ttf~~ttf~~ f~itttf~itt,f~ 1'{q'{qq'iftf 'f'cltfl=f'clq'if 

qf;,qqf;,qq I ( ~ \) 

20. ~f;;Jct=ij~>jq=ijrfi; 
e. e 

3l~ ~~~I':{ ~f;,c{~Sfcl~cfi: I 
e. C 

~:r~T~tfS~it1 ffTtcifT gl'-ll~?flrfct~)~fa- , , ~\SI I 

il'fl~cfi~T ~T ~~T;:l{Hog~,i-,:trQT.:fa': I 

~q''fttf~ f~ctq'if tf qf.;-qq'{ I ( ~ 0) 

19. Ranjita 

If the phrases are such that m1ndradi40 is sung twice 
followed by the <lower' 41 in the end, then it is ra~jita, e. g. 
' . . . . . sa-ga·n-sa·ga-n-sa, n-ma-ga-n-rna-ga-n, ga-pa-ma-ga-pa-ma-ga, 
ma·dha-pa-ma-dha-pa-ma, pa-ni-dha-pa-ni-dha-pa'. (4-6c-47a) 

20. Samnivrttapravrttaka 

Where, having sung the first0 and the fifth43 .(tones) 
one descends by three consecutive tones from the fourth 14 

(tone) in the first phrase, and when~ other phrases are 
similar1y framed by dropping one tone45 'in each, it beeomes 
samnivrttapravrttaka, e. g. 'sa-pa·ma-ga-ri, ri-dha-pa-ma·ga, ga 
ni-dha-pa-ma.' (47a-48b) 

40. This embellishment is based on the tonal embelishment called 
mandro.di illustrated vide vt>rse 22 ante, and numbered as 6 .. 

41. The lower tone i. e , the initial of the phrase in this case. 
42. The first of the murcchana. 

43. Ascending from first to the fifth tone. 
44. The thrt>e tones to bP counted from the fourth one; for the 

descent, as it is, is from the fifrh. 
45, The in ital tone of tl1e preceding phrase. 

Section fr : Varr;i.ll.lai"1k:Ira 

2.0 ~~! 

q:;mr: fq~ fafacttlf ~g~cfi~ ~fll'cilf : II )ti:; II ' 

~f~<fi~T s.:qn~~~yn[,~ffl i:@: I 

~tt f'{i:ttf ftf '{qq~ tftf'f tfq' 'f'fq'f .:Jtf I ( ~ ~) 

22. ~ffiij~cf~) 

tt1~~ ss~1 ;:1 ~g~ ~ lfflft ctTcfcf'{~fa 11 ~~,, 

m ~~T S.:l{N aR~ir) ~mtTT ~f~ctfcR: t 
C: 

Rf~f'{R f'{tfq'ttf~ tf'ftf'ftf i:Jqf~qq I (~ ~) 

23. ~~T~l 

3Hf~ir., cfi~T lf~ f[fi:f~T SS~T tfa'Trta': I IX o I I 

21. Ve,:zu 

,.2?~ 

Where the (first) phrase is (formed) with the firs:t 
tone

4 0 
(sung) twice and then the second, fourth · and the 

third once, and is followed by other similar phrases dropping 
one tone in eacli case, it is eonsidered to be .ver;u, e. g. 
sa-sa-ri-,na-ga, ri-ri-ga-pa·ma, ga-ga-ma-dha pa, ma-ma-pa­
_ni dha'. (48c-49b) 

22. Lalitasvara 

Having sung th e first two tnn e347 follo\\'cd by the 
fourth, if one descends by those very (two) tOnes 4 B ir~ a 
phrase, with the other similar49 yhrases following, it is 
talitasvara, e.g. <sa-ri-ma-ri-sa, ri-ga-pa·ga-ri, ga-ma-dha-ma-gaJ 
ma-pa-ni-pa·ma'. ( 19c-5Ob). ·; 

23. 1111.inlzara 

Where the first plmi.se is of two tones foJlowed by the 
• • • 0 

m1t1al (tone) arr;rnged in the forwa rd and backward order5 , 

46. 
47. 
48. 
49. 

----
The first tone of the preceding phrase, 
The first two of the mfircchana. 
That is, the first two of the phrase. 
1'he rule that the other phrases would drop the fi rst tone of the 
preceding phrase,though not stated,is implied in the illustration. 

50. Forward movement is ascending and backward movement is 
descending, sa tori in the first phrase is as ascent and ri to sa 
is the descent. 
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~cf~~~)~~ ,t: tf' §'~T~f filrr~~ I 

~fm ~f~rrf~« ~f~rritrrf~~ ~f~rri:rlfitrrf~~ 
~f~rrqqqqqrrf~tt ttf~rrqqqf;;qqqrrf~« ( ~ ~) 

24. &T~~l.:f: 

~T~ifT;:\' SHl~T.:~n lF~T~tg cfi~T ifffT: 11 ~ ~ 11 

ttrrf~~ h:i:rnf~ rrqi:rrr qe{cri:r qf~e1q 11 ~ ¥ 11 

25. ~~~tf~a: 
!4~T ss~)~ Scf~t~ ~· rc1fg;;:r)ti qf\~lt~~ , 

i:ig:,cf~T tf'{ -1. ~T ff~T fll'T~cf~lf~cf: 11 ~ ~ 11 

~rJ~f~tt f~i:rqqqf~ rJq'qe{iffT ife{fi=fi=fl'.fi:f 11 ~ ~ 11 

and the subsequent phrases are (formed, by the progressive 
addition of one tone5

1., it is called hufnkara, e. g. 'sa-ri-sa 
sa-ri-ga-ri-sa, sa-ri-ga-ma·ga-ri-sa, sa-ri-ga-ma-pa-ma-ga-ri-sa, 
sa•ri-ga-ma-pa-dha-pa-ma·ga-ri·sa, sa-ri-ga-ma-pa-dha-ni-dha 
pa-ma-ga-ri·sa.' (50c-51 b) 

24. Hradamana 
In hradamana the phrases of Mandradi are ended with 

an added 'lower' 5 2 (prasanna), e. g. 'sa-ga-ri-sa, ri-ma-ga-ri, 
ga·pa-ma·ga, ma dha·pa-ma, pa ·ni-dha-pa.' (51cd) 

25. Avalokita 
When the four-tone phrase of sama5 8 drops5 4 its second 

tone56 in the ascent as well as in the descent, then it becomes 

51. One tone to be added to the preceding phrase before the 
descent begins, so that the first phrase, extending upto two 
tones (excluding the descending tone), the second upto three, 
the third upto four, the fourth upto five, the fifth upto six and 
the sixth upto seven tones, is followed by a descent upto the 
intial tone in each case. 

52. Lower tone, i. e. the fi rst tone in the first phrase, second in 
the second phrase and so on. 

53. Sama is the name of an embellishment defined and illustrated 
vide verse 40c-4lb ante, under No. 13 of this series. T he first 
phrase of sama for example is 'sa•ri-ga-ma-ma-ga-ri-sa.' 

.'H. A figurative exprcs~ion, the action is taken by the singer in fac~ 
5.5. The second tone of each phrase respectively in the ascent an 

jµ the descent. 

Section 6 Varo1l.lank~ra 

~~ tf=>a'Tlf~TU 

~a"T;:\'cfT~T~Uf Sf~ 

3l'l~T~Uf sr~fflcn: t 

~tco~QfT~Qf f: 11 X ~ II 

(~) ~c~n;:q~clH~~~· 

3f.:if sfq tf'CffT~coT~T ttra-~~q-~fut=n: t 

ar~i:r;:1n;r~~~ q;:?ffT~Sftf'~co: 11 X 't 11 

3l'Tcfff!fi: ~isnn.:r) fq~;;:r) st~!fc:;JT~co: 1 

'3°(.>~Tf ffo?l~fa- ~l'tlif~.=t'T ~!fif cfi~lfff 11 X ~ 11 
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avalokita, e. g, 'sa-ga-ma-ma-ri-sa, ri-ma-pa-pa·ga-ri, ga-pa­
dha-dha-ma-ga, ma-dha-ni-ni-pa-ma'. (52) 

Thus, the circulatory embellishments (sancari-alankara-s) 
have been demonstrated in their ascending order. These 
very embellishments are conceived in the descending order 
as well by Sarngadeva.56 (53) 

(h) Seven other embellishments 

Other seven embellishments have also been indicated 1 

by the master musicians, viz. taramandra-prasanna, mandratara­
prasanna2, avartaka, sampradana, vidhuta, upalola 6 and ullasita. 
They are now being defined . (54-55) 

Their phrases subsequent to the first4, such as second 
and so on, are formed by the progressive loss of one tone5 • 

(56 ab) 

56. Snkarr_,'O.gral'}i in the text. 

I. 
2 & 3. 

Or demostrated. 

The suffix 'ka' in the text seems to have b,~en provided for 
completing the metre as it has been dropped in the illust­
ration. 

4. In the case ofthese seven embellishments the form of the first 
phrase only will be defined, while the rule for the subsequent 
phrases has been stated in genera1. 

5. The initial tone of of the preceding phrase. 
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t. at~·~·sr~.:;:i: 

cti~tf~f{t faan:nm: ~if~ifist~IJlo: , 
3t1Set{~~qli.:amli~'-l ~~f~ 11 X ~ I I 

oT{qis{SHl~t St{if~~T~fct~)~a 

~f~qqqqfrl'a~ I ~ l 

2. i:t;:~(fR5f~iil: 

1:('i-~T~ 1Set{~C~~lf tftc:Ffi~tcf~T~QT I I ~ 'IS I I 

J{i-~c{l~Sllff~l~t.ft{lQ t{f~~~)~J{: 

tj'~f.:fcf'liffff~« I I~ I 

3. 3l{q~~; 

3ll'-l fe:otr.f m'-l ~ fefatftccfT fa:ollf cfii! 11 X t; 11 

I. T aramandra·prasanna 

Having ascended upto the eighth tone, if one descends to the 
initial (tone), such an embellishment is called taramandra-

p;asannd6, e. g. 's;_.ri-ga-ma ·pa-dha-ni-sa-sa'. (56c-57b) 

2. . Mandrathra-prasanna 

Having jumped from the 'lower' (mandra) to the eighth 
_(tone)

1 
if seven tones are (sung) in the d~scending order, it 

is · said to be mandratara-prasanna by Sarngadeva 7 , e. g. 
'~a-sa-ni-dha-pa-ma-ga-ri-sa'. (5 7 c-58b) 

3. A~artaka 
,,\There, in a phrase, one sings the initial (first\ the 

second and the initial tone twice, each followed by the 
6. Since b oth tlic ter ms, mandra a nd prasanrw are used in this 

nam(', the interpretation offered by NijPnhuis, 'clear in its 
high and low notes' may be acceptec.l in this context. Prasanna 
has heen rendered li ter ally as cle>ar however the notation may 
b e understood as defined by the au thor in the very b eginning, 
the words mandra and tara being only relative. 

7. Literally, the . best among the devotees of Siva. 

Section 6 VarQala.-1hra 

tlfiU'-l l{~oti'~Tlfi itTQ'~lcfcf<ti'fg ~: I 

trtrf~f~tftff~ a f~f~ttttf~frqf~ tttt'ft{ifttt{tt 

t{J{qqq~qq 'l'lclcltftfcf'l ctctfrff-lcfctfiict I I~ I 

- 4 ~t=5[~lii: 

t{cf~c;{ <ti'~t s~~T e:-1 ~cf~T tf~t{-itf itt~a 11 ~ ~ , 1 

lf ~T o~T tf;Si~T.=t'if~c'fiT'i fcfg~clT: I 

~tff~fui~ h:f~rritf~f~ tlttififttrt qqqq1,1, qqcfcfqq 

cfqf.=rf-l~~ I I~ I 

5. fq"[~{: 

~tift{~li=c:ff~cflftf~tlniTG'.t~cft{cf :a-c={ I I ~ o I I 

fe:fa: 5f~\r~o cf~T fcrerot ~'cf ~lfff: l 

tftt~'l f"{'ff"{Jf ttqqq lfcf J{~ qf i{qf i{ I I Y,. I 
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second and the initial (tone) once, it is avartaka8, e.g. 
' . . . . . . . . sa-sa-n-n-sa-sa- n-sa, n-n-ga-ga-n-n-ga-n, ga-ga-ma-ma-ga· 
ga-ma-ga, ma-ma-pa-pa-ma-ma-pa-ma pa·pa-dha-dha-pa-pa­
dha·pa, dha dha-ni ·ni-dha-dha-ni-dha'. (58c-59b) 

4. Sampradana 

When this II very phrase is sung by dropping the last two 
tones, then to the experts, the embellishment is known to be 
sampradana, e. g. 'sa-sa-ri-ri-sa-sa, ri-ri-ga-ga -ri-ri, ga-ga-ma-ma­
ga-ga ma-ma-pa-pa-ma-ma, pa-pa-dha-dha-pa·pa, dha-dha-ni 
ni,dha-dha.' ( 59c-60b) 

5. Vidhuta 

When a pair of two tones, taken alternatively1. 0 , is 
employed twice and is followed by simila r p airs of tones 
commencing with the omitted 1. 1. tone, then it is considered 

8. Literally, a whirlpool. 

9. The phrase of 'ilva1taka, e. g . ' sa-sa-ri-ri-sa-sa-ri-sa.' 
10 & 11. In the order of 1-3, 2-4, 3-5, 4:6, 5-7. ' 
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6. 3q~l~! 

cfi~TtfTitT~tft~it:i ~~attff~ttftft: , , ~ t 11 

fa fe:: Sf~tf~ a~i~tti?ft~~a~)~~ , 
~f'{«ftfff'{qft f'{ttf~tti:t'ff~tT qqq~q,:rq-q 

i:flti:t''lelq'ettt qettfetf.;etf iict I I~ I 

7. 3~~tma: 

fe:q1~T ss~ aatlt :q- sr~i:r :q- aatlftfii:f , , ~ ~, 1 
G G , 

~~<{tt~~tfi~Ttft a~('~1f«a~f ~~ , 
~mt«il' f'{f'{qftq lliftfil'tf i:t'i:feHfct tftffiltrfil I I \91 

~fa srf«;g:T~~r'{tff~~~c~f~cn qqf , 1 ~ ~ , 1 

31'.:f.=cf~cfl~ a ~T~j it ~Ti:f~~ltil cfil'tcfa'T: I 
"' 

by the sages to be vidhuta, e. g. 'sa-ga-sa-ga, ri-ma-ri-ma, 
ga-pa-ga-pa ma:-dha-ma-dha, pa-ni-pa-ni.' {60c-61 b) 

6. Upalola 

If in a phrase, a pair of the initial tone is employed 
twice followed by a pair of the third and the second tones 
(sung) twice, it is said to be upalola by the experts, e. g. 'sa­
ri-sa-ri-ga-ri-ga-ri, ri-ga-ri-ga-ma-ga-ma-ga, ga-ma-ga-ma-pa­
ma-pa-ma, ma-pa-ma-pa-dha-pa-dha-pa, pa-d.ha-pa-dha-ni­
dha-niha.' (61c-62b) 

7. Ul!asita 
Having sung the initial (tone) twice, if the third, the 

first and the third tone is employed once in succession, it is 
called ullasita, e. g. 'sa-sa-ga-sa-ga, ri-ri-ma-ri-ma, ga-ga-pa• 
ga-pa, ma-ma-dha·ma-dha, pa-pa-ni-pa•ni.' (62c-63b) 

Thus, sixtythree weJl known12 embellishments have 
been described by me. Since they are infinite in number, 
they have not been exhaustively dealt with in this treatise. 

(63c-64b) 

12. Prasiddha has been rendered as well known, 
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(iii) 3l~cfiH:t~f sr ~t~.:rir_ 
~~~: ~ctt~T;:f ct1Jfi~T-ti ~ f:q-~cfT I I~~ I I 

~fa Sftft~.;1.=tftg~~~r~f.;~qur I 

n ~fa Sf~it ~cf~ffffT~tfTit tsl~ cf'1fi~~T~Sfcfi~Q'fit IL~ II 

(iii) The object of tonal embellishments : 64c-65b 

Creation of delightfulness, tonal perception1 and the' 
variety of tonal struct:tlre (vanJailga) is the object1 of demon­
strating the embellishments. 8 (64:c-65b) 

\ 

-------- --
I. svara-Jnll.na literally means knowledge ottones·. 
2. Pray~jana is purpose, the the end in view., 

3. The author is explaining the relevance of this topic of embeJ'., 
ishments being included in the scheme of this work. 



...... , ·~~ 

sq~ ~catj ~T@lfeli~l:!f+f 
'""-

tfi. 3q~;r: 

(i) ij~r ~ 10~: 

( cfi) ijto~~iifloAT!!t~: 

~: ~~~Tolf: «ca- oT: l::f~iifTfc{~~-bf~qT: 1 

'tT~iilflti~, :q m.:e.tt~t ~ t'tff:TT qs:ilf~T o~T 11 ~ 11 

~efot ill'T~ ij'tat, 

Section 7 

J11ti-s (Melodic types) 

A. Introductory : 1-28 
I 

(i) Suddha (primary)Jati-s : (1-3b) 

(a) The seven suddha Jati-s-There are seven suddha 1 

(primary) Jati-s 2 (melodic types) named after the notes :faef.Ja 
etc., 3 viz. sarj.ji, iJ,r:jabhi, gandhari, madhy ama, pancami, dhaivatf 
and naisadi. {1-2a) . ' 

Now, as per the synopsis of the work, the author is going to deal 
wilh the tonal structures used for actual singing, It seems that when 
Bharat.1, \\'hose tradition Sarngadeva generally follows, set uut to 

systematise the music of h is times, he comprehended the prevalent 
melodies into eighteen basic melodic types which he called jll ti-s. The 
word 'ft1.ti' literally m ear.s a cl as~, ~mus or ao ethnic group implying 
an attribute or a characteristic commonly shared by the constituent 
members that also exhibit other incl iviJ ual features which distinguish 

them from each oth l>r . 

The word jlJ.ti a& applied in the context of music has been defined 
semantically in various wa ys by Matanga (as quoted by 'S') to begin 

I. Literally, pure or unmodified. 
2. J"iiti in its general connotation signifies 'genus, class or t ype'. 
3. The seven notes are meant, 
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(~) ij~<llcij~011t_ 

, ~of~~~ cli~!'.f a' I 

tfT~t .ntt~q'~T .:tfT~T sq.:tft~) · s~) ~o~T 11 ~ 11 

oT~T~f~t.:fT~ffi: ~QJT: !!J~,f~q-1 i:r~r: , 

(b) The definition of suddltala : To define suddhata4, it 
is stated that thejati-s, which have their denominative5 note 
as the final note6 (,ryasa), the semi-fin al note'7 (apmryasa ), the 
fundamental note8 (a insa) and the initial note 9 (graha), 
which do not have the fi nal note in the high register and 
which are complete10 are known as suddhaJati-s. (2b-3b) 

with. Jati-s are so called because they come into being by the collec­
tion of such factors as the .fruti-s, svara-s and grama-s, or they arise from 

the initial note etc., or alternatively, that which gives rise to or induces 
(in the listener) the enjoyment of a particular sentiment (i. e. rasa or 

aesthetic delight) is calledjati. Alternatively,jlJ.ti-s are so called because 
they are the cause of the entire phenomenon of rllga and so forth; or 

otherwise, Jati-s denote the various classes (i. e. castes) of human beings 
such as brlJ.hmar}a and so forth. 

Kallin~tha conjectures a few more derivations of the termjati. 
Jati-s are so called because they are duly constituted out of the proper 

combination of the two grama•s; or, because they suggest a class name 
such as the cow among the animals, The cowness is manifest in many 
individual cows in a slightly modified form; and so isjlJ.ti inherent in 
the rllga-s and theiv mixed and derived forms. J ati, thus, comprehends 
in its connotation certain characteristic fea tures that are essentially 

4. Suddhat'a is derived as an abstract noun from suddlza (pure) 
and is here used to refer to the purity of the suddhlJ. ja ti-s. ' 

5. N amasvara, i . e. the denominative note is the one by which the 
j iHi is named. 

6. Nyasa or the final note is the one that forms the concluding 
note of a melody. 

7. Apanyilsa or t he semifinal note is the concluding note of a section 
(vidari) of a melody. Accordingly, there can be more than 
one semifinal note in a melody. 

8. Arhfa or the fund amental n ote is the most prominent note and 
fun ctions as the dominant as well as the tonic. 

9. Graha or the initial note -is tha t with which. the song is com• 
mEnced. 

10. That is, having all the seven notes, 
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common to a certain class or type of melodic structures called grtl ma­
r"lJ.ga-s and such other derived or associated forms. Jati-s may therefore 
be understood as melodic types on the basis of which were developed 
the other later melodic structures. 

Jati-s as melodic types are recognised to be eighteen, out of which 
seven are called suddka and eleven are known as samsargaja vikrt'lJ . The 
jllti-s that are named after the seven suddha svara-s (standard notes) and 
have one of these notes as their final note (nyilsa) after which lhey are 
named, apart from a few other factors to be described shortly, are consi, 
dered to be suddho. (pure) in the sense of being the primary and original 
types from which the rest were thought to have been derived by modi­

fication, and were on this a ccount called vikrta (modified). ( l-2a) 

It may be observed that three important considerations determine 
the suddhata of jati-s (i. e. purity, originality or in other words, the r 
being primary or otherwise), viz . 

(i) that the note which determines "their name (such as radj1, 
ariabhi, gandho.ri etc., being named after ia¢/:z, uabha, ga.ndlto.ra 
etc. respectively ) should function as their final, semifinal, 
fundamental and the initial note. 

(ii) that they have their final note in the low or the middle heptad 
(saptaka), and 

(iii) that they are complete, i. e. employing all the seven notes. 

Kallinatha points out that since the use of the final note in the high 
register is specifically prohibited it is to be inferred that it is ordained in 
the low and the middle register despite the fact that Bharata has expli­
citly laid down that the rule that the final note in the suddko. jati-s should 
be in the low register. He a rgues that if Bharata's rule is taken literally, 

the use of the middle ;a¢ja in case of ;aq.ji ordained by Mata1'lga would 
be contradictory in practice. That is why, he seems to suggest, Sllrnga· 
deva has prescribed a negative rule. (2b-3b) 

(ii) fei~a, ~naq! 
f~ffi i1q;:~lf'I: I I~ l I 

~+~oii:-q¥J~tmq;qm~~q:iq'~;:i"Tt{ I 

«=lifttqia~~~~T'1T 

~f;a ~~~~1~) e:t1tf~1.T1it g ~qa-1: 11¥11 

tlOtl' 
~~,: 

SiftfTOTt :qm~ ~~~ ~gise~ , 
qs:~u~ llfT~~T: ~f~f.;~fqm: I IX 11 

a~tisa-1 
fiictT 
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-J:Ulctl~Ti=fT: :a-ca 
~~: ~uia1~);;1: 

fccfff~qfiilcfl: I 

'ff~q)~q~~: I I~ I l 
"' 

a:fctf S1SeTq'f cfq:iT 

a:fct~7fl{ff~~ra~u 
a:fl'l'+tfTf~tq'~cf;fTfo'f I 

"' "' 
'f~~ Sfctlcfi'flf~a-T: I II.SI I 
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' (ii) Vikrta (modified) jati-s: (3c-7) 

These (suddhaJati-s) when devoid of their ( above) 
characteristics1

, excepting the rule for the final note, become 
modified ( vikrta) . 2 (3cd) 

By the omission of completeness, the initial note, the 
fundamental note and the semi-final note, one by one, four 
varieties 3 are obtained4

; and by dropping two (of them), 
they 5 are considered to be six. (4) 

These very primary _joti"s that have been characterised as having 
their denominative note for the final, the semi-final, the fundamental 
and the initial note, having all the seven notes and having their final 
note in the low or the middle register, become modified (vikrrn Ja ti-s) 
when they are deprived of these characteristics with the provision that 
they retain their limitations with regard to the final note. 

This is interpreted by the two commentators in two dilTerent 
ways. 'K' seems to restrict the application of the exception with regard 
to the final note, to the rule pertaining to the denomina tive note being 
the final note. He is silent with respect to its employ ment in the middle 
or the low register only. However, 'S' applies the exception to the latter 
and not the former in which case he is silent. The two versions are 
presented here in their own words as under : 

K.allinlltha states that, of the five characteristics of the suddhata 
of ja.ti-s (viz. that the denominative note is their final, semi-fi nal, 
fundamental and initial note and their completeness) leaving aside the 

specification -Nith regard to the final note the modified fn.ti-s are relieved 

I. The characteristics of suddhat"lJ. as already described. 
2. Now, by what principle they are modified, is to be inferred 

from the description of the different varieties of modified 
forms ofthe suddha-jati-s that follows. 

3. Of modified ja.ti-s 
4. Lit. become. 
5. That is, the varieties obtained. 
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By the omission of three6
, four (varieties) and by 

omitting four ( of them) only one 7 is ( obtained). These 
fifteen 8 are the only varieties of fat}ji demonstrated by the 
noble ones. (5) 

Of these 9
, eight are devoid of completeness and seven 

are deprived of the other (factors) 10
. Those devoid of 

completeness are twofold being distinguished as hexatonic 
bo4ava) and pentatonic (aurjuva). (6) 

Thus there would be eight (varieties) more in the 
pentatonic jati-s such as lirfabhi and others; and therefore, 
these six11 are known to have twenty-three varieties each. (7) 

of the other (four) limitations. He explains this interpretation by saying 
·t1'!at accordingly, in case of the modified Jnti-s the denominative note 
will be the final note while other notes will be f'mployed as serni-final, 

fundamental and initial notes. Thus in this way the suddha jati-s become 

the modified jati-s and not the associate modified (sa1hsargaja-vikrt-a) 
j!lti s. This arrangement, he says, helps lo assign the particular modified 
jati-.1 to the corresponding suddbr, j 'lli s since their final note serves as 

. the disting,,ishing marlc 

'S' states that these suddkli jati-s deprived of the said characte· 
ristic marks excepting the final note are modified. The absence of the 
characteristic mark with regard to the final note implies (the non-appli­
cability of) the rule pertaining to the final note be ing in the registers 
other than the higher one, for (he asserts) tha t is not necessary in the 
case of modified forms, and he quotes Matai1ga in mp port of his view 

who says, "In the suddlta .iati·s the final denominative note is in the 
lower register, but in the modifications this ru le docs not apply." 
Accordingly, he conceinis two forms of the primary ja ti-s, viz. charac­
terised by suddhatva (purity) and modification. However, he points out 
that suddholva cannot he predicated of j'IJ.ti-s such as rar/,ja•kaisiki, 
obviously referring to the associate modified ones. 

6. '] hrec factors. 

7. Variety. 
8. 4+6+4+ I= 15. 
9, Fifteen varieties. 

IO. Such as the initial note, the fundamental note and the semi­
final note. 

l I. That is, the six modified forms of the suddha J-ati-s excluding 
1-ar/ji 

Scction - 7 : Jnti-s (Melodic types) 27-1 

It is not only interesting but also instructive to consult Bharata 
who seems to be the author of the concept of jati-s and their classifica, 
tion. He distinguishes jilti-s primarily into two classes, viz. those that 
are named after their denominative note which he calls svara-jati-s ~nc;l 

which can only be seven; and those eleven that are formed by the com­

bination of the,e svara-j'b.ti-s in their modifiea forms, which he calls 
samsargaja vikrtlJ. ( combinations of modified j11ti-s). 

Furthermore, he informs that the svara-jati·s are twofold, viz. 

suddha (pure) and vikrrn (modified). Snddha he defines as 8liriigadeva 
does (in substance) and vikrta, he says, are formed when the suddlza jati-:r 
are defiled with r egard to one, two or more of their characteristics ex~ 

cepting the final note. The rule for the final note being in the lower 
register, he further adds, does not apply to them (cf. N . S, G. 0. S. 

Vol. IV p. 37). 

Thus Bharata explicitly states how the modification of jati-s is 

effrcted. Since Sar:1ga :leva is not quite explicit in this regard, even 
though his description of the modified forms implies the underlying 
principle of modification, the ambiguity of his text, which is obviously 
due to the brevity of his expression, can lead one to the interpretation 
that the modified jMi-s are formed by depriving the suddhn j ati-s of all 
their characteristics excepting that of the final note. Indeed the expres­
sion etal-lak.rma·!t'in'll. (devoid of the characteristics of suddhata) bas been 
interpreted as such by the commentators. But in any case it is helpful 
to bear in minJ that though only one form of modification of each of the 
se"en suddha-jati-s will correspond to this interpretation which is -in­
cluded among the various modifications detailed by the a:ithor subse· 
queutly, such seven modified forms have theoretically, if not practically, 
to be conceived because of the fact that the samsargaja-vikrta (associate 
modified) j ati-s are formed out of these. 

Thus, we have svara-jati-s classified as suddhn and vikr(/1. . The 
vikrt-a are modified variously and manifest in two ways, viz, as the varie­
ties of suddha b y the application of the above rule and by the combin~­
tion of such modified varieties, the former being called 'modified (vikrta) 
Jnti-s' and the latter 'associate modified j ati·s' (sarilsargaj a-vikrta). The 
vikrta-s are considered to be the variations of sudd!ta and are not there­
fore counted independently. (3 cd) 

Now, the author d escribes the technique of forming different 
varieties of the modified forms of suddha Jati-s such as rarfji and others. 
It is obvious from this description thr1t in all these cases the denomina­
tive note is understood to be the final n~tc. We are thus left with four 
variable factors by dropping which different varieties are obtained. If, 
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for example, one of these four is ignored (in turn), we get four varieties, 
viz, (i) lacking in respect of completeness, and in not having the denomi­
native note (ii) as the initial note, (iii) as the fundamental note, and 
(iv} as the semifinal note. However, by the omission of one or more of 
these factors, as pointed out by Kallin!Hha, what is intended is not the 
absence of these but the violation of suddhata. The specific characteris­
tics of suddlzil jati·s involved here are the employment of the denomina­
tive note as the initial, the fundamental and the semifinal note and 
completeness; what is implied by omission is not that the varieties of the 
modified jati-s can be formed without employing the factors such as 
completeness, and so on, but that there will be loss of completeness, i.e. 
less number~ of notes (five or six) will be employed and notes other than 
the denominative ones will be employed as the initial, the fundamental 
and the semifinal r..otes; for otherwise jati-s cannot be formed at all. 
Thus the term omission or its equivalents have a technical meaning. 

Similarly, by dropping two factors six varieties are obtained, 
e.g. ( i ) by dropping completeness and the initial note 

( ii} by ,, ,, and the fundamental note 

(iii) by " 

(iv) by ,, 

( v) by ,, 

(vi) by ,, 

" 
and the semifinal note 

the initial and the ,, ,, 
the fundamental and the ,, ,, 

" " initial note 

Similarly, by ignoring the observance of the definitive rule with 
regard to three factors, four other va;ieties are obtained, e. g. by 
dropping: 

( i ) completeness, the initial and the fundamental notes 

( ii) ,. 
" 

and the semifinal notes 

(iii) ,, the fundamental and semi-final notes 

(iv) the initial, the fundamental and the semifinal notes. 

However, if all the four factors are omitted there will only be 
one variety which will probably be the same as the modified form 
defined in verse 3 ante. (4-5) 

In the case of .fli((jl, fifteen varieties were obtained. Analysing 
the precess of their formation it i, observed that ei_,;ht of them were 
formed due to the non-observance of the condition of completeness 
(sampllrtJatva or purr;atva). While seven other varieties were obtained by 
omitting the other factors, viz. the initial note, the fundamental note 
and the semifinal note in the order already demonstrated. Now, the 
author adds that the other factors being in their order, loss of complete­
ness is effected in two ways, viz. by the omission of one or of two notes 
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and thereby creating hexatonic or pentatonic jllti-s. This process leads 
to the formation of eight more pentatonic varieties bringing the total to 
twentythree (8-f-8+ 7 =23). Since sadji is a hexatonic jati it has only 
fifteen varieties, but all others beginning from ar.yabhl are hexatonic as 
well as pentatonic and thus have twentythree varieties each. Thus we 
have ( 15 + 23 X 6 = I 53) one hundred and fifty three varieties of modified 
j"lJ.ti-s in all. These are classified in the following table which has been 
adopted with some modifications from Prar:ava Bharati

1 
p. 245. (6·7) 

No. 

I. 
2. 
3. 
4. 
5. 
6. 
7. 

Modification of iuddha jati-s 

Name of the Total No. of Manner of modification 
suddhajilti modified forms Loss of Violation of the rule for 

comple- the initial, fundamental 

2 3 
teness and the semifinal notes 

4 5 

$a¢ji 15 8 7 
Ar;abhi 23 16 7 
Gandhari 23 16 7 
Madhyam-a. 23 16 7 
Pancaml 23 16 7 I 

Dhaivati 23 16 7 
Nai1ad: 23 16 7 

Total No. 153 104 I 49 

(Chart 28) 

(iii) tj~it~, ~tlaT ~JijlJ: 

fqfc=flilT g ~ffllfi:iiillffT ~cfifq~ f~a'T: t 

flfT~r::{~iiftfi'fWcfif 'l'~iil'T~T~lfqf 'l'~iif'lftlflfl t It; 11 
' ' ' ' 

m.:enucfT~tfqf ~ffi'TF'el'l~T cfifWcfiT a-~, t 

~tlf i:flc{T!i!ilf~l cfil~f~q) JTF'el'T~qs:~q) 11 ~ 11 

tf~T ss;:~) ;::r;:~q;:ct)fct, 

a;i~il:!ilT ,~ I 
~T~iil'TJTT;:etTf ~cfiTlfTJTTiiiifTltff q~~flffcfif I I ~ 0 11 

' ' 

~T~fiif'~ti:fi:rT+ltT g iil'Tltff 'l'liiflftlflfT I 

'ffi=tll~fq~);qf ~ \if@l rfF'el'T~q-~q) 11 ~ ~· 11 
18 
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itTt='clTltl'lf~tfiT+qf g mfc:t~J.:~r Sf~Tlta I 

~T~GlT 'ffTi='cllf~<fiT oe'.icfoT fqf~,r~~c{i:rt: 11 ~ ~II ... 

~~i5lt~1:;;qqc:{1 iifTT~ ~1:, ~Ti:fT~ql ~.=t: ' 

~~qT~ltFff ~~T~)q~~ti¼f.t~T ~c:tT: I I~~ I I 

.:t.=~q.=ol g ffTt='clT~trp~i:l:fT~f .t<fil ~a'T: I 

m-='clRT 'efqi:f 1 ~T~iif T +rt1:ti:tf a- ~~nf~cfi:tT : 1 1 ~ ~ 11 

ffTi'cll'~T~l:;;tfc{l !Jiif~l:filt~T:;;ltql ~.:{: I 

~tfl ~cl fcliil ~l'~:.i!:U q~i:l:ft «~ !fia" 11 ~ V. l I 

!f4~cH ~mrrt-=tft~1 ~~r~) ~ -t "etcfot 1 

ar.~.tl tliSl'efl ~r:tctfcTT q~+l;f: ciif~<fit .t~o 11 ~ ~ 11 
' 

(iii) Sa,hsargajil-vikrta ( associate modi fled) jati-s : (8-I 6) 

The formations arising out of the association of the 
modifications are accepted 1 to be eleven. (8ab) 

They are $adja-kaisiki, $adjodic_yava, far/,ja-madliyama, gcm­
ddharodicyava, raktagandlzari, kaisiki, mad1!Jamodicyava', karmarar,i, 
gandhara-pancami, andhrl and nandayanfi. Now I shall describe 
Lheir origins 2

• (8c-10b) 

Sar}.ja-kaisiki is formed 3 by the combination of $tlrjji and 
gandhari, $ar/,jamad/iyama arises from ~adji and mad1!Jama, 
gandharapancami is brought forth by gandhari and pancami, andhri 
is born from gandlzari and arsabhi; ~a(iji, gandhari and dhaivati 
jointly cause ~;(ljodicyavajati; again nai$lldi, pancami and ar~a-

From the combinar ion of the modifications of the Judd/ta jati-s, 
i . e., by the associa tion of their modified forms com,~ into being eleven 
\and not more) formations called a5sociate modified (sa rhsar,gaja uikrta) 

J. Literally, "as known from the tradition" (as known to collec­
tive memory). 

2 Lit. 'causes'. 
3. I.it . ' is born'. 
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bhi together produce kn.ramaravi, while nandayanti is the com­
bination of gandhari, pancami and arfabhi; gandhari, dhaivati, 
$arjji and mad1!Jama all these associated together create gandha­
rodicyava; these4 very {Jati-s) with pancamz in the place of 
$a(lji give rise to madhyamodicyava, and these5 with n?ii$adi in 
the place of dhaivati create rakta-gandhari. Kaisiki is formed by 
five 6

) i.e. leaving aside li.rfabhi and dhaivati. (10c-16) 

jlJ.ti-s. The text, since it is not explicitly worded, is open to a slightly 
different interpretation which would read : "Eleven (forms) are known to 
be produced by the association (i. e. combination) of the modified 

jlJ.ti-s.'s And by "modified jati-s" are implied, according to this inter­
pretation, the varieties of the modified forms of the suddha jati-s. (Bab) 

(iv) ~na')aj ID~~~Til: 

~a~: q~.jf~fiif.::q) if!Sl'TG"T ~~~, a~T 1 ... 

awhft ~fo «caoT: r:ra~mi:ffQ' iifloli: 11 ~ \SI I 
' 

Wl'i£T: ~qtqi:nnit, 

(iv) The griima-wise distribution ofjati-s : (I 7-18a) 

The four
1 

having the word $a{jja (in their name)~ as 
also nai$adi, dhaivati and iirfabhi--these seven jati-s pertain to 
the ~ar/,ja-griima and the rest of them 2 belong to the madlt)!ama­
grama. ( l 7-18a) 

Now, the author is here relating the grama-wise distribution of the 
eighteenjati s which is portrayed in the following chart a long with t '.e 
detail~ of their combination : 

4. i. e., giindhari, dhaiuati , madhyama and paficami. 

5. i. e., gandhari. nai{ll.di, madhyama aud pancami 

6. i. e., flJ.rfJi, g'il.ndhari, madhyama, pancami and nai.radi. 

I. Out of eighteen, seven belong ta the .rarfjagrlJ.ma, 
2. The remaining eleven. 
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Grllma-wise distribution and combination of jllti-s 

S. No, Name of jati Grama Combination, if any 

1. 

2. 

3. 

4-

5, 

G. 

7. 

8 . 

9. 

JO. 

11. 

l '.l , 

13. 

14. 

I 5. 

16. 

17. 

18. 

$ -O. r/ji $a4ja Suddha 

$arfja-kaisiki ,, $ llr/ji and gandhar'i. 

$a4jodtcyava ,, $a4ji, gandhari and dhaivaH 
I 

~r;;;a1ja-madhyam7J. ,, $a4ji and madhyamii 

Ariabld ,, Suddha 

Dhaivatl ,, 

Nai(adi ,, 

Gandh"ilri Madlryama 

Madhyama ,, 

Pancami ,, 

Ga.ndharod tcyaoa ,, 

Raktagand~"ilrl ., 

Kaisiki ,. 

Madhyamodicyava ,. 

Karmaravi 

Ga ndhrJ.raJ1ancami 

Andhr'i 

Nandayanti 

" 
" 
" 

" 

" 
" 
" 
" 
" G/J.ndhari, dhaivati, .ya¢ji and 

madh.yama 

Gandh"lirl, naii adt , pancami and 

madhyama 

ta4ji, gandhari , madhyama, 

pancami and naitildi 

Gandhart, dhaivan, pancami and 

m'ldhyama. 

Naifadi, Pancami and lirfabhi 

Gandhari and pancami 

Gandhari and arfabhi 

Ga1ulh"rJ.ri, paiicami and Mtabhi 

(Chart 29) 

(v) ~i'l1iJ-t;ni~~ct-~HV.T: 

, iutc~T~~.:f t~tta- , 

ofiti:{t~a-q~ ttFcll~qs: c{q) tifs-ifofifm'tfil , , ~ -c; 11 
' 

~qt~t'6tt~ctiat fifcl-l~uti: S{.fitfaa1: , 
1sns~t ~ .:t;:~Q~1::t1;:~t tt1;:~r~t~t'6t1~c-qq: , , ~ ~, 1 

' ~ 

~~Q{15fl~c{l: S{fQ ~c{Q{: ofil?(qq) ~f-t: ' 

~Hl~f~~t: «-i:1J:11TIStl~cfl~fctctT i:@t: "~ o H 
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(v) Complete, hexatonic and pentatonicjati-s: (1 8b-20) 
Now, completeness and other ( characteristics) are 

related as under : 
Karmaravi, gandhara-pancami, $a{/Jakaisiki and madhyamo­

dicyava are considered to be always1 complete. The four viz. 
faJji, nandayanti, andhri and gandharodicyava are declared by 
Kasyapa to be complete as well as 2 hexatonic. The remaining 
ten are accepted to be complete, hexa.tonic and also 3 penta-
tonic. (18b-20) . 

Here the author relates the different jati-s with regard to their 
being complete or otherwise. The four _jati•s described as always 
complete obviously do not admit of such other forms caused b y the 
omission of one or two notes, but those that do admit such forms are 
also available as complete. For instance [ar!ji , nandayanti, andhri and 
gandharodicyava are considered to be complete as well as hexatonic. So, 
while singing when they are employed as hexatonic, the notes omitted 
in each, as pointed out by 'K' , respectively are ni, sa, sa and ri. So also 
with respect to the remaining ten, the notes to be omitted are indicated 
in the following table : 

Completen ess and otherwise of j11.ti-s 

Notes to be omitted 
S.No. Name of the jati Nature Hex a tonic Pentatonic 

form form 
2 3 4 5 

I. Karmaravi Always complete 
2. Gandlzara-pancami ,, 
3. $ar/ja-kaisiki ,, 
4. M adhyamodicyava 

" 5. $a¢ji Complete and Ni.(ada 
hexatonic 

6. Nandayantf 
" $arjja 

7. Andhri ,, $ar/-ja 
8. Gandharodlcyava 

" ~ltabha 
9. Ar-rabhi Complete, hexa-

tonic and penatonic $arfja sa, pa 
10. Gandhari 

" /J.fabha ri, dha 
11. /y[adhyama 

JJ Gandhara ga, ni 
12. Pancam1 

" " " 
,, 

13. Dhaivati ,, Paiicama pa, sa 
14. Naisadi 

" " " " 15. $ad]odicyava 
" /J. tabha ri, pa 

16. $adja-madhyama ,, Nirada m,ga 
I 7. Raktagandho.ri 

" /J.1abha ri, dha 
18. Kaisiki 

" " ,, 
" 

(Chart 30) 
I. That is, they never form any hexatonic and pentatonic varie-

ties. 
2. That is, they form complete as well as hexatoJ:Jic varieties. 
3. Similarly, these ten form complete, hexatonic as well as penta-

tonic varieties. 
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( vi) ~I@! ~~~l'qH~firqiJ: 

qs:~qfff~lfqTl';{~ff~tlfflSS~lfT~ ~fo''! i 

~cn:~r~r~Qj sit~ ~f.:rf+f-4~mf~f+f: , 1 ~ ~ , 1 

aftq ~fftt1S~a~~T~f.:rt11=11~+f~a 1 
"" ' ' 

~a~~qfit ffTteJT9: cn~cf~T~o~qlf: , , ~ ~ 11 

an;qfe:~fa~ ~Tll+fTQTSSUeffq a.:qaq ' 
"" ' 

f.:rmf)twt1): 'l's~i:rc:t1i:rtlft .:r aq+f~a , , ~ ~ , , 
' ' ' 

feJ<!iaT ~el' a'511fq fq~~l~Rtffl~tl'T: ' 

(vi) The rule pertaining to the overlapping of notes in certain 
jati-s : 21-24b 

Overlapping of notes 1 has been mentioned by sage 
Bharata and others in relation to Jati-s 2 called paiicami, 
madhyama and farjjamadhyama. (21) 

It8 should accordingly be (applied) in relation to sa, 
ma and pa ( employed) as fundamental notes as per their 
respective rule4 in the Jati-s having weak (alpa) ni and ga, as 
declared by Kambala, Asvatara and others. (22) 

Overlapping of notes has been dealt ~v'ith in Section 5 ante. 
Briefly it implies, in this context, the use of antara-gandhara and kakali· 
ni(ada in some jati-s and raga-s, bha[a ·s, etc. that have weak ni and ga 
and have sa, ma or pa as their fundamental notes. There are three, 
pancami, m'idhyam"/J. and farfja-madhyama. The overlapping of notes in 
these jati-s is recommended by Bharata, Kambala and Asvatara, and 

is to be introduced with reference to their fundamental notes sa, ma and 
pa according to the rules laid down in each case in Section 5 (verse 4-7) 

ante. 'S' elucidates this point, "overlapping of no~es is to be applied in 

case of the fundamental notes sa, ma and pa as per the rule. How ?, so 
that the respective note-positions are not transgressed. In case of fa4ja 
being the fundamental note, it is the overlapping of -rarfja, and when 

1. Svara-sadh-arana, 
2. Thej11ti-s rel~ted to the overlapping notes are three in number. 
3. It refers to the overlapping of notes. 
4. Cf. S. R. I. 5 4-6. 
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This is also true of the raga, bhafa and o~her forina­
tions5 with weak ni and ga6

; but however, it is not appli­
cable to ni and ga when (used) as · the fundamental notes of 
far;/ja-madhyama. Even so, only the modified jati-s ( can) take 
resort to the overlapping of notes (23a-24b). 

modhyama and pancama are the fundamental notes then it is the over­
lapping ofmadf?yama that takes place." In this context Thakur Onkar­
nath has made interesting observations with regard to the question of 

pancama and its technical accuracy in being named as widhJ·ama sadha­
rar;a, i . e. the overlapping of madhyama. It is also observed by hirn that 

the justification for sa, ma and pa being the only notes which, when used 
as fundamental notes, provide for the overlapping of notes in the ,three 

j11ti-s lies in the fact that, thet are placed at a distance of four sruti-s 
from their preceding notes; and it is the interval of four fruti-s that is 
the minimum required for the process (cf Prar;ava Bhnrati, p . 254) . 

{iarfja-madhyam"/J. has all the seven notes for its fundamental note and 
therefore the author makes a specific exception to the effect that the 
overlapping of notes cannot take place in it in case ga and ni a re em­

ployed as the fundamental notes. This is in accordance with the rule 
that antara-gandhara and kakali-nira,da cannot become fundamental note~ 
because of being modified (vide N. S ., G. 0 . S. Vol. IV, p. 32). 

(vii) ~rfa-11af ~~t:i~itOTiiT 

~1'ihn .:r.:~q;:a) :q- i:re:tti:r)q)!i5lfeJT a~n 11 ~ ¥, , 
m;:~l"{ff5=:q'fff~ffTfta~) g:q~1fg e1e1a) , 

m;:~r~)~)=cqery =tfT~ q'5=T.{+fT~~fqaT ~'1T: I I~~ I' 
~Ql~T'ff+fcli'l!:{~ijfcfifWctlf~?UfwcnT +fat: I 
3'T;:~)tli'T"Tf"{efff:f~iSl'f ~T~r.fefT~g'"{fWcnl: I I~~ I I 
qs:~t~, ~~itF~T~r m.=~1~r i:fttfffT a~r t 

'fT~~)~~T~a~: ~: 'fiifier SfifWctiT 11 ~ \91 l 

~CffmT ih:f+f: l';f~ijf+ft:r.fffT qf~tli'Tfaar I 

tfu f~~~c~~T: ~~~ffa1S~iscr~wftcrit 11 ~t;, t 
5. According to 'K' raga includes gramt1-raga-s, uparaga-s and 

ragas-s; while bha.;a includes vibhasa-s- and antara-bhiitll-s as 
well, and 'other form a tions' r~fer to ;a.ganga-s, kriyanga·s and . U/Janga-s, ' 

6. Literally, notes l1aving two fruti-s. 
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(vii) The number of fundamental notes in different}ati-s : 
24c-28 
The three (jati-s) nandayanti, madhyamodicyava and 

gandharapancami have one fundamental note; dhaivati, gllndha­
rodicyava and pancami are said to be having two fundamental 
notes; nai~adiJ ar~abhi and ~arjja-kaisiki are considered as 
having three fundamental notes; andhri, karmaravi and iar/.jo­
dicyava have four fundamental notes; the four, rakta gandhari, 
gandhariJ madhyama and (a,tjj,,' have five fundamental notes; 
kaisiki is the only one having six fundamental notes, while 
fa¢ja-madhyama, as declared by the sages, has seven funda­
mental notes; thus, among these eighteen jati-s there are 
sixty-three fundamental notes. (24c·28). 

The notes that are capable of being used as the fundamental notes 
in the differentjllti-s in consonance with the above scheme are indicated 

by 'K' as follows: 
The fund amen ta! notes of j a ti-s 

No. of 
S. No, Name of}iiti fundamental The fundamental notes 

notes 

I. Nandayanti I pa 

2. Madhyamodicyavii I pa 

3. Gandhiira-paiicami . 1 pa 

4. Dhaivati 2 ri, dha 

5. Gandharodfcyava 2 sa, ma 

6. Paiicami 2 ri, pa 

7. NaiflJ.dt 3 ni, ri, ga 

8. Ar;abhi 3 ri, ni, dha 

9, $a¢jakaisikt 3 sa, ga, pa 

10. Andhri 4 ri, ga, pa, ni 

11. Kiirmiiravl 4 ri, pa, dha, ni 

12. $a¢jodicyava 4 sa, ma, dha, ni 

13. Rakta-giindhiiri 5 sa, ga, ma, pa, ni 

14. Gandhari 5 sa, ga, ma, pa, ni 

15. Madhyamll 5 sa, ri, ma, pa, dha 

16. $a¢ji 5 sa, ga, ma, pa, dha 

17. Kaisiki 6 sa, ga, ma, pa, dha, ni 

18. $a¢jamadhyama 7 sa, ri, ga, ma, pa, dha, ni 
---

Total 63 
(Chart 31) 
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The total number of fundamental notes in these eighteen jati-s 
is sixty-three; but this is so only if complete jati-s are taken into account. 
'S', quoting Matanga, points out that in the hexatonicjati-s the number 
of fundamental notes is reduced to forty-seven. Explaining the loss of 
sixteen in the process he says that, nine fundamental notes are account­
ed for by the four jlJ.ti-s that are always complete, viz. karmaravi (4) ; 
gandhara-paiicami (I}, iacJjakaisiki (3) and mad}ryamodtcyava ( I) and seven 
belong to far!,ja-madhyamii, tiir/.ji, tacJjodtcyavii, kaisiki and raktagandhllri 
which are considered to be exceptions to this process. These exceptions 
are mentioned by Bharata : "The faq.ja- madhya should have no hexatonic 
treatment including ni{ada (lit. the seventh), and there should be no 
gandhara there_. because of an elimination of its consonant note; and the 
gandhari, the rakta-ga12d!za1 i and the kaisiki should have no paiicama, and 

the ta#i should have no giindhara, and the saljodicyavii no dhaivata in 
their hexatonic treatment. These seven (notes) are to be discarded in 
connexion with the hexatonic treatment of the jati-s named, because of 
the elimination of their consonant notes . (N. S., XXVIII. 65-69, Eng. 
Trans. by M. Ghosh, Vol. II. p. 18). 

Similarly, in the hexatonicjati-s there are only thirty fundamental 
notes. That is, out of the r emaining fortyseven, twelve are dropped in 
this process because they belong to jati,s that are always complete and 
hexatonic, viz, {defji (5), nandayanti (I), andhri (4) and gandharodir,)'ava 
(2); and five more are left out by way of exception. Apd he ('S') 
quotes the following verse of Bharata in support of this statement : "The 
pentatonic treatment relates to five notes lin a grama) and is known as 
being of ten kinds. Its subdivisions are thirty and have been mentioned 
before (N. S. XXIII 98, Eng. Trans. by M. Ghosh, Vol. II, p. 23). 

@. ~,a1;::ri sp.ft~~-~li:JJ.=q~~anf;J 

~i~ar~q.:i,~ .=~t~,q.=~t~<fi'1 a~t 1 

31fq *qt~fq.=lH~l ~g?cf ~n.-qaT aa: II~\ II 
..,. 

~at.:~.:a~i:nrru-r ~Q ~~'ltfu-r iitlfa~ , 
tlll~q~fcfa" 

"' 
cfc{lqf,~i:f i:t'Tg'~~)cr~ I l ~ o I l 

B. Thirteen factors characterising jati-s : 29-5 7b 

Thirteen characteristic features are spoken of jatisJ viz. 
the initial note, the fundamental -note, the high. (pitch range) 
the low (pitch range), the final note, the semfinal note, 
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samnyasa1, vinyasa2, profusion, rareness, antaramarga
9
and the 

hexatonic and the pentatonic (treatment) in some. 4 (29-30) 

Bharata and Matanga have spoken of only ten characteristic 
features ofjllti-s discounting sarh1!)'iisa, vinyasa and antaramarga, distinctly 
enunciated by Sl!.r1igadeva. 'K' points out that since sariinyasa and 
vinyasa refer to particular sections (vidar'i. -s) of compositions, they are 
essentially covered by the semifinal note in the older scheme. Similar! y, 
antaramarga being dependent upon the mutual relationship of the funda­
mental note and the other factors, is not separately indicated there. 
However, he justifies an explicit and definite mention of sarhnyasa and 
vinyasa apart from the other ten features on the ground that they form 
separate parts· of the composition. Similarly, he says that s_ince antara­
marga has a distinct function without which the melody cannot proceed, 
it deserves to be considered as an essential and distinct feature. The 
technical terms involved here will presently be defined and explained 

by the author. 

I· ~~ 

tttcHf~f .-tf~afct~ ~~, ~~ 
cf~i~~ijtfl'{ilfc{~lTiil,illf~~: 

1. The initial note (graha) : (31) 

~a-th:a-: 

"~~" 
Of these1 , the note that is placed in the very com­

mencement of the melody 2 is known as graha (the initial 
note). Where either of the two, the initial or the funda­
mental note is mentioned, both are (thereby) compre-

hended. (31) 
Now, the author goes on to define each of the thirteen charac­

teristic features essentially found to constitute jati-s. Of these, the 
initial note (graha) is defined as the note with which a melody is 

1-3. Sarimyasa, vinyi'i.sa and antaramarga have not been rendered into 
English, firstly because these concepts are hardly used by the 
author in the individual description of the jati-s and secondly, 
because it is not considered to be as advantageous as it is 
difficult. These terms are defined by the author subsequently. 

4. That is, leaving aside the f llti-s that are always complete such 
as karmllravi and so on. 

I. The thirteen characteristic features. 
2. Lit. a song or in this context j?Hi. 

, 
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commenced. It is said that, practically the initial note is the same as 
the fundamental note (amsa) in alljati s; and therefore the two terms are 
interchangeable. So, of these two where only one is mentioned, the 
other is invariably implied to be the same, and to be mentioned thereby. 
If, only the fundamental note is mentioned, that itself is to be taken as 
the initial note, and vice versa. Since the fundamental notes are sixty­
three, the initial notes too are sixtythree. Does it mean that there is no 
difference between the ini •ial and the fundamental note ? The difference 
between the two is functional; whereas the fundamental note, as pointed 
out by 'S', functions merely assonant (vadI), the initial n ote is fourfold. 

And moreover, being the originator of raga, tbe fundamen~al note is 
of primary importance, whereas the initial note is of a secondary 
importance. This difference, theoretical as it is, will be further discerned 
from the definition of the fundamental note. 

Graha is literally and semantically defined as the note that takes 
hold of the song or by which the song is initiated (lit. held). 

2. ~~: 
lfl ~f~0t{S:~ifil ltr.f lfctjerF:r;;errf~.:f1 , 
fcf~TQ'T ~gi:f1 qfqf~T~q;:?0tfcfff~fa: 11 ~~I I 

t1 : f qtf t{ft{ tj'eff~T :q"T2cfT~T 

;Q'T~Tlt;:qT~fq;qf ~~;llT~i:f~ctt 

~ef~t sq-~: I 

ttff: 11~~ II 

Sflflif ~9~: ~ ~Q'TsT~U) Q')tqc{lef~H~ I 

~lftit'f 
"' 

. 
ifg'~cer 'Stfllt<li c~~~~q 11 ~ '611 

' 

2. The full(ttmental note ( amsa): (32-34) 

The note that is expressive of delightfulness in a 
melody1 and the consonants and assonants of which are 
profuse in a sub-section ( of the composition) 2 , that which 
determines the position of the higher and the lower pitch 

l. Geya lit. means 'worthy of singing' or, in other words, 'vocal 
composition' which in this system also speaks for the instru­
mental music. 

2, Vidari is defined as gita-khaTJ,ef,a, i.e. a sub-section of a melody. 
As 'S' elucidates, "vidar'i. is that which divides either the 
tonal content or the verbal centent of a melody and is thereby 
twofold. viz. gita-vidMt., i. e. a melodic divisor or a pada-vid'IJ.rf, 
i. e. a verbal divisor." (S. R. I, p. 183). 
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range8 , that which is its own consonant but which has 
another note as assonant, that which is capable of being the 
final note, the semifinal note, virryasa, sam7!vasa and the initial 
note, that which is frequently employed in practice, and is 
the sonant (vadi) becomes the fundamental note (amsa) 
because of its efficiency 4

• However, in performance (prayoga), 
profusion 5 (bahulatvam) is the (most) comprehensive charac­
teristic mark of the fundamental note. (32-34) 

The word mhsa literally means a constituent part and 'S' 
conjectures a semantic derivation saying that arhsa is that which divides 
the jati-raga-s. Perhaps this is relevant to that function of the funda­
mental note in accordance with which the higher and the lower p itch 
range of ajati is determined with reference to it. 

It has been specified that the fundamental note is expressive of 
delightfulness in a musical composition. 'K' points out that in so far 
as the fundamental note is delightful as ever>· other note (svara) intrin­
sically is, it is not different from the rest of them; therefore the signi­
ficance of this attribute lies in the fact that the fundamental note is not 
only delightful by itself like every other note but is expressive of the 
delight inherent in the mutual relation of notes in the musical compo­
sition as a whole. This is analogous to the beauty of the meaning 
implied by the words in their mutual relationship in a sentence as a 
whole, apart and different from their individual literal meaning. 

Another important function of the fundamental note, as already 
referred to, is to determine the range of the higher and the lower 

registers which will be further defined presently in a short while by the 

author. The terms sarhvlidi (consonant) and anuvlid'i (assonant) have 
already been defined by the author in Section 3. 

The other distinguishing features of the fundamental note indicated 
include the fact that it is capable of being its own consonant at times, 
as elucidated by 'K'. This may be observed in contra-distinction to 
the assonant which is necessarily to be a different note, i, e. other than 

3. 

4. 

Tara and mandra lit, high and low, in this context signify the 
two extremes of pitch range in which a jllti is composed, 
Togyatil (efficiency) is explained by 'K' as 'potency to delight', 
brought into being conjointly by the characteristic features 
attributed to the fundamental note as enumerated in the text 
(S. R. I, p. 182). 

5. Bahulatvam or Bahutuam signifies frequent recurrence. 
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the fundamental note. And 'K' explains these two relations on the 
analogy of a king who sometimes may perfor m the functions of a 
minister but never of a sr.rvant. Sari1gadeva's statement that occasion• 
ally the fundamental note -is capable of functioning as its own consonant 
is notable in view of the general principle of Bharata that the consonant 
of the fundamental cannot be omitted. It is an indirect pointer to the 
existence of melodic structures in Sarf1gadeva's times that did not 
probably employ the consonants of the fundamental note at all, as 
can be observed in some of the current 1llga-s of Hindustani music. 
As Brhaspati aptly r emarks that "Raga-s like maravli, puriya, guJari and 
sohani do not belong to the miircchana system and therefore their funda­
mental note is said to be its own consonant," And to support his 
contention he pointedly cites Sariigadeva's definition of arhsa (funda­
mental note) in this respect as a proof ( cf. S. Chintamar.ii, p, 127). 

The capacity of the fundamental note to function as the final 
and the semifinal note, the sarhnyasa and viny'llSa accounts for its 
profusion. It is interesting to observe how Bhara ta defines it : 

"The arhsa (is that note in the song) on which its charm (raga) 
depends, and from which the charm proceeds, is the basis of the 
variation into low (mandra) and high (tara ) pitches depending on the 
(first) five notes (paricasvarapara) and in the combina tion of many notes 
it is perceived prominently (atyartlzam); and moreover other strong 
notes may be to it in relation of consonance and assonance, and i t is 
related to graha, apanfO.sa, vinyo.sa, sarhnyasa and 1ryasa (notes) and it lies 

scattered throughout the song." (N. S. XXVIII 76-78; Eng. Tr. by 
M . Ghosh, vol, II pp. 19, 20). 

Obviously the definition of Sari1gadeva is polished and more 
precise in describing the various functions of the fundamental note. 
Dattila relates the higher pitch range (tara) as five notes rising up from 
the fundamental note (cf. Dattilam, 57). This subj ect is, however. 
presently being dealt with by our author. 

3. aH:: 

'l'tttit ~CcfEfi S. U: ~tfl~t'flffi~ft~T~Cl'Uif I 
' 

tcf~i~g~ 3TT~l~~tST cfT~Tcffct: q~: 11 ~ ~ 11 

3Tcffcfg ~T'l'=i:tf~: 

atTaT~~~'l'T~l~l 

~ttT~T~ ~ca) sfq itQtf~ 1 

.:Rtt.:~lfi Sf<fitfucf: 11 ~ ~ 11 
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3. The higher pitch range (tara) : (35-36) 

The fundamental note is (placed) in the middle 
heptad1 ~ and from there 2 in the upper heptad, (one) may 
ascend upto four notes: this is the maximum limit for the 
higher pitch range; below that however, the movement is at 
discretion. In relation to the higher pitch range, the elimi­
nated note too is taken into account. 3 In nandayanti the 
ascending movement is said to be upto the upper rat},ja. 
(35-36\ 

'K' elucidates that by the middle heptad, the seven notes 
of the middle register are indicated. The procedure for regu­
lating the ascending movement with reference to the maximum 
pitch of the higher pitch-range is such that the fundamental note has 
to be in the middle register and one can ascend upto four notes from it 

in the upper register, i. e. four notes beyond the high (tara) madlryama in 
the madhyama-grama and beyond the high ;arjja in the iarfja-gr"lJ,ma. For 
example, as interpreted by 'K', fa{ija being the fundamental note in 
the middle heptad of the farfja-grama, its last limit for the higher pitch 
range will be four notes beyond the high tarfja excluding it, viz. the high 
pancama; but in the case of the middle madhyama being the fundamental 
note in the madhyama-grama, its notes beyond, the high mad!zyama will be 
up to ni{ada and not beyond it, i. e. four notes to be counted in this 
case include madfi;:vama, the starting note. This is so because in madhyama­
grama one cannot possibly go beyond the high register (as per the 
text)-, and in tar/ja-gra ma even though beyond high pancama we have 
high dhaivata and ni{ada, it will not be conducive to aesthetic delight to 
take resort to them in practice, even though one may be able to do so. 
l3ut, however, Bharata has permitted the higher pitch range to be 
extended upto five or even seven notes beyond the fundamental note in 
the high register: 

"The high pitch movement (t"lJ,ragati) depending on the first five 
notes, e, g. the raising of the pitch from any of the arhsa (notes) should 

I. 

2. 

3. 

Saptaka comprehends seven notes of the scale and is analogous 
to the Western concept of the octave, but in order to distin­
guish it with respect to the number of notes it has been called 
'heptad'. 
That is, the position of the fundamental note in the high 
register. 
In other words, it is counted as constituting the No. 4 despite 
the fact of its elimination, for the purposes of determining the 
higher pitch range in a jati, 

Section 7 : Jnti-s (Melodic types) 287 

be upto the note fourth from it, or it may be to the fifth note even,4 

but not to any beyond it." (N. S. XXVIII 93-94; Eng. Trans. M. Ghosh 
Vol. II. p. 21) . 

It is notable that whereas Bharata provides for the ascending 
movement to take place from any of the fundamental notes ofaJati 
Kallinatha, in his interpretation of Sart"1 gadeva, specifies ;aefja and 
madhyama only in fa.jja-grama and madl!Jama-grllmarespectively. Obviously 
he is taking iaefja and madhyama as the standard notes for iaefja and 
madhyama-grama for the purpose of illustrating the maximum pitch 
range. 

It has already been mentioned that Dattila prescribes the limit of 
five notes beyond the fundamental note in the high register. It is 
obvious, however that even the scope of seven notes allowed by Bharata 
is uot to be availed in every case. 

In nandayanti which is ajati of the madhyama-grama and has pancama 
as its fundamental note, the ascending movement is limited to the nigh 
far!ja, for according to Bhara ta (as quoted by 'K' vide S. R. Vol I, 
p. 185 Adyar Ed.), in nandayan fi the ascending movement must never 
transcend the high ~a<;lja." The practical implication of this provision is 
that whereas by the general rule the maximum high range of na11dayanti 
with paiicama for its fundamental note ought to be four notes beyond 
pancama, i. e. upto ri, Bharata has orJained i t to be faefja2 as an excep­
tion. In other words, in the case of na11dayana one can ascC'nd only 
three and not four notes beyond the fundamental note. 

4. if;:~: 

i:r~trt~T.:rff~oRwr~ri:r;:it~twi:rrriro 1 
' 

anq~;:tfHlt{~qT o~cl:t~f~f-ll~fq 11 ~ \91 I 

~'" q;:iffa: tl'Tifl oofSq'Tcf~Ti:J:q-Tf~T I 

4. The lower pitch range (mandra) : (37-38b) 

From the fundamental note (placed) in the middle 
register one may descend 1 upto the fundamental note in the 
lower register; or alternatively, upto the lower final note 2 

4. -
The original Sanskrit text of Bharata also provides for the 
extent of the seventh note as well as an option, but that seems 
to have escaped the English version quoted 'above. 

I. 
2. 

Lit. 'may go to' or move. 

That is, the final note placed in the lower register, 
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(~yas) or even upto ri and dha below that. Such being the 
ultimate ]imitations of the descending movement, discretion 
operates within them. (37-38b) 

It seems, as observed by Kallinatha, that the starting point in the 
j'{),ti -s was the middle fundamental (note). The range of pitch in the 
lower register is, as a general rule fixed as from the middle fundamental 
(note) to the lower fundamental /note); or alternatively upto the final 
(note) of the lower register. Here, 'K' interprets '1!.yilsa' (the final) to be 
the last note of the grii ma, i. e. ni for tne far/ja-grama and ga for the 
madhyama-grama, and not as the concluding note of a song. As an excep­
tion as it were, it is laid down that in certain cases the descending 
movement may be carried upto the immediately preceding notes in the 
two grlima-s, viz. ri and dha. Kallinatha takes this option to be an 
alternative to the second rule and accordingly interprets nylisa in the 
above sense. However, it will be worth-while to refer to Bharata 

who says : 

"The low pitch movement is threefold as it is determined by the 
fundamental note, the final note or the semifinal note. There is lower 
(pitch) beyond the fundamental (note). In the case of conclusion both 

(the final and the semifinal notes) are accepted to be in order. However, 
in the event of glJ.ndhlJ.ra being the final note, rtabha has been observed 
(to be the last limit)." (Quoted by Kallinatha in his commentary, 
S. R. Adyar, Vol. I, p. 186) . 

This shows that the provision of ri and dha made by S~ri'1gadeva 
cannot appropriately be taken as an (independent) alternative to the 
second (viz. regarding the final note) but it is given by way of an 
exception to it. Consequently, Kallinatha's interpretation of 'api' of 
the text in the sense of 'alternative' is rather far-fetched. In this regard 
it is better to take a view that corresponds to Bharata's statement which 
has no such implications. 

Brhaspati, who takes the last provmon (viz. regarding ri and dha) 
to be an exception to the rule pertaining to the fundamental, the final 
or semifinal note in the lower register marking the limit for the descend­
ing movement, illustrates his interpretation with reference to nandayanH 
j'a.ti which belongs to the madhyama-grama and has gandha.ra for its 
final note. But as an exception the descending movement in this case 
is found to be touching u abha. ( cf. Bharataka Sangi/a Siddh'lJ. nta 
pp. 81, 82). 
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5. ~T{=f: 

ifta- «i:rtftct~Hl ~~~fff~T ~ ~: ll~t::11 

~~~T~T.=ri g ~T.=tt ;:zn«: ~lfl~Ti:fii~f<:R: 1 

~1 .=fTi:fffiTf~VT1 'f~~i:f~lfi:fTl.fl' g ffT i:fffT 11 ~~I I 

~~f~C{efl?flf i:JT;:ff f;:rqm.:ffT g ~1llcfif I 

cfi'TffT~efT 'i~ffFffT lfFffi: q~~,q~,: ~ITT: 11¥0 II .. 
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5. The final note : (38c-40) 

The note with which a musical composition1 is con­
cluded is the final (rryasa)2 note; and that is in twenty-one 
(forms). ( 38 cd). 

Of the seven (suddha) jati-s such as far}Ji and so on, 
their denominative note is their final ( note). In $ar}.Ja­
madhyama the two notes designating it are considered to be 

The following chart indicates the final notes of the j ati-s as des­
cribed in the text. 

The final notes of thejati-s. , 

S. No. Name ofjati Final 
S. No. Name ofjatz" Final 

notes notes 
1. {illrf.ji sa 10. Madl{Yamodicyava ma 
2. Artabhi ri 11. Gandharodicyava 
3. 
4. 
5. 
6. 
7. 
8. 
9, 

ma 
Gandhllri ga 12. Kaifilci ni, pa, ga 
Madizyam'fJ ma 13. Knrmiiravi pa Pancaml pa 14. $arj.ja-kaisiki ga Dlzaival'i dha 15. Rakta-g lJ.ndh ilrf ga NaitlJ.d'i ni 16. Gandhara-pancami ga $arj.ja-madhyama sa, ma 17. Andhri ga !j,aljjodicyavli. ma. 18. Nandoyanti 

I' ga - -
(Chart 32) 

l. Gita is interpreted by 'K' as "in the application or practice 
of jati-s", i. e, in singing 'Jati-s. As already indicated, the 
term. geya literally refers to vocal melody but includes instru­
mental compositions as well. 

2. Nyasa, as explained by 'K' is not merely the final note; it is 
a , note that brings the song to such a conclusion that leaves 
no anticipation in listening. The word literally means 'that 
by which one gives up, or by which one fa relieved.' 

19 
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its final notes. The triad of udzcyava 3 ends with ma, while 
Kaisikz has ni, pa and ga for its finals. Karmaravz ends with 
pancama and the remaining five"' are known to be ending 
with ga. ( 39-40 ) 

It will be observed that of these eighteen jati-s io.ef.ja-madhyama 
has two, kaisik! has three and the rest of the sixteen have one final note 
each, making a total of twentyone. 

3lCfiQT6t({~: « 
cfi'tllh:st1i =q-

6. :.51q;:til8! 

tlfffll f({<l'T~r«i:nqcfi: I 

~'fl~llll-=~Ti:t"ttfi:flfltff~ T 11 ¥ ~ 11 

3flq;tfi =t:I' ~cf~l ~ s·~Ha sq.:i;n«T: 51cfi'TfaffT: I 

~ifTi:ill({T-ti f?tct~ sq.:r.:n~) ~~iif~({ctT 11¥~ 11 

qttfi:JT ~ffit'(tiQT~T fllitfltfT 11.r~iifqS:~~T I 
' 

«f-tqr: 'f~~if~cflfT qs:~i:lft f~f~1n: HrnT: II~~ II 
' C 

f~q) rrr.:qt~q-s::q~j 'fT~i;ilfl rn.:qn:qs::qqf I 
' 

~q~tfi f~lltfT: Sl'lffll ~;:~lf;:~qi qq) llffl 11¥¥11 

f~qiilfl: ~~ ~ tfif~cflfi «c~Tq)~f~~ q~ I 

~Cfft({~l'l;:lfl6T g +fT'f.:a 'f~iifi:t'~lfllT~ I f)! X · I 

3{-=;if ~s·~T 3l'l-=t1r«Tta ~~~cfi't~i~~ra: , 

~ca-fsr~q~ a ~ 'f~qs::qy~~ ~~m: 11¥~ II 

tf~1'lft ~cc{q~ a-r.:~ca-q--s:~r~a fq~: 

6. The semifinal note (apanylisa): 41-476) 

The note that concludes a sub-section1 of a musical 
composition is the semifinal note. ( 4lab) 

3 The three udicyava-s a re ia ljodicyava, madhyamodicyava. and 
gandha rocdlcyava. 

4, The remaining five are iadja-kaisiki, rakta-gandhari, :g"/J.ndhara• 
pancami, andhri and nandayanti. 

I. VidM! literally means that which divides the composition and 
thi>refore is translated as 'sub-section' to distinguish it from 
'section' (dh 1 tu) and part (a,iga) used in Chap. IV (Also see 
note 2 to verses 32-34 ante). 
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In karmaravi, naz";adi, andhri, madfv!ama and -ar;abhi the 
notes that are the fundamental notes, are known to be the 
semifinal notes (apanyasa). In the triad of udicyava, ;ar)Ja and 
dhaivata are the semifinal notes; madfv!ama is 2 in the rakta­
gandhiiri, rar;lja and pancama are 3 in gandhari, sa, ni and pa in4 

;arjja-kaisiki, and ni, ri and pa are known to be in5 pancami. 
Ri and pa in 

6 

gandhara-pancamz, gand hara and pancama in 7 rrlfjji 
and ri, ma and dha are

5 
to be in dhat'vati, (and) ma and pa are· 

accepted in nandayanti. Leaving aside rz~ the (remaining) 
six{) (notes) are in kaisiki, while even seven are to1d10 by 

The semifinal note according to 'S' marks the completion of sub. 
sections in a composition and in the words of Mata11ga ( quoted by him), 
it presents the appearance of the conclusion of the composition. 

The following chart indicates the semifinal notes of the eighteen 
jllti-s as d escribed in the text. 

The semifinal notes of jati-s 

·-s. Name ofjati Semifinal No. j S. Name ofjMi Semifinal No. No. notes No. 
notes - -1. Karm l1ravi ri, pa, dha, 4 10. Gandhari sa, pa 2 ni 

2. Nait'ildi ni, ri, ga 3 I I. $arjjakaisiki sa, ni, pa 3 3. Andhn ri, ga, pa 4 12. Pancami ni, ri, pa 3 ni 
4. Madf,yama sa, ri, ma, 5 13. Gandhara- ri, pa 2 pa, dha paiicami 5. Arrabhi ri, ni, dha 3 14. $arf.fi ga,pa 2 6. $a/jodtcyava sa, dha 2 15. Dhaivati ri, ma, dha 3 7. Madhyamodlcyava sa, dha 2 16. Nandayanti ma, pa 2 8. Gandh'lJrodicyava sa, dha 2 17. Kaisiki sa, ga, m~, 6 

pa, dha, or 
ni, (ri) 7 9. Ra!cta-g'lJndharz ma I 18. $atJjama- sa, ri, ga, ma 7 -- d/ryama pa, dha, ni --~ (Chart 33) 

2-IO. Though the word apany"/J.sa (semifinal note) is not used in the 
text it is implied in the context and even in the translation 
it has been left as 'understood' in order to avoid unnecessary repetition of the wont 
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_sqme. $ar/,ja-madhyama is said ~o be h<J.ving seveµ notes as its 

semifinal notes. (40-45). 
In this context> the semi-final notes that are (identical 

with) the fundamental notes11 are nineteen
12

, others are 
thirtyseven, and when put together they are :fiftysix. In the 
,event of seven being (counted) in kaisiki, they

1 8 
are known 

to be fiftyseven in all ( 46-4 7b). 

1. ~;in~: 

ai~nfc(c{t~t iftcfftfl~ff!.fc{l~t~i=nftofa , , ~\3, , 
' 

~m~t s"~llf qf!.fltlf!.f 

, s. f~.:ttn:t: 
I ' 

, fq.:in~: ~ 9 tfiitfa- , 

tfl ff!.f~l'~T~liT~qqc['>ll;a' Sc{fo°tio~ 11 ~ i:; 11 

7. Samnyasa : (47c-48a) 
Sainnyasa is the concluding note of the first sub-section

1 

of a musical composition with the provision that it is not a 

dissonant of the fundamental note. (47c-48a) 
'K' interprets a1hsa-avivad'i (not d issonant to the fundamental note) 

to imply that it should be a consonant to it. But the expression being 

negative only forbids the dissonant of the fundamental note from 
becoming a samny11sa (note) and dues not affirm it positively to be either 

11. Ariisa is printed as anrya (ny iisa) in the Adyar edition. 'S' 
clearly reads amsa, 'K' is silent and K. R. follows the reading 
of 'S' (cf. S. R. Vol. I, p . 125). This reading is further 
supported by S. Raj (II.1.4.94) wherein it is stated that the 
semifinal notes identical with the fundamental notes are nine­
teen, However, it is only with reference to the suddh"a.j'ati-s 
that this statement holds good. In view of further evidence in 
the text pertaining to the description of individual jli.ti-s, such 
as arJabhi etc. the reading arhsa has been preferred in our text, 

12. These are indicated in item No. 1-5 of the above chart. 

13, 'They' stands for apanfa.sa-s (the semifinal notes). 
l. Obviously more than one sub-section is visualised in a jli.ti, 

As alreaQy mentioned, vid'ilr'i is rendered as sqb-sectjon in 
order to di~tingµish it froqi section (dhcttu) and part (afiga), 
though it rather could as well mean a section. 
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8. Vinyasa : ( 48bd) 

Similarly, vinyasa is the note that stands at the end of a 
pada 2 forming a part of a sub-section and is not related to the 
fundamental note as its dissonant. (48b+d) 

consonant or assonant. Obviously, therefore, it can be either of them. 
Indeed Mata11ga expresses the same view interpreting the same express­

ion in the context of vinylisa, 

Vidliri is a sub-section of a musical composition, and it is divided 
by certain notes that conclude certain patterns of tonal movement and 
phrases structured upon meaningful words or syllabic units; and such a 
note is known as vinyasa, with the other qualifications of saihnylisa. That 
is why Matariga considers it to be a qualified samny1lsa, as he says: 
"This (note) itself which is sarhnyasa becomes vinyasa if it occurs at the 

close of a portion (pada); and therefore it is said to be functioning as the 
consonant or the assonant (note) of the fundamental {note) at the close 
of a pada (Quoted by 'S' in his commentary). 'K' notably points out that 
since all the notes excepting the dissonants can function as sarh1V'asa and 

vinylisa, they have not been enumerated, their number being too great. 

9. qi~~~ 

3T~s .. Q•=n~~T S+t{T~Tig'ccf f[fqct i:fff~ I 

qtffll'T~ fr~a cf=ii~ cfTf~~t'.Ttf~;:r)~fq I I~~ 11 

9. Profusion (bahutva) : (49) 

Profusion 1 is accepted to be twofold : by non-over­
stepping2 and by repetition 8 • It abides in the co-fundamental 
note4

, as also in the sonant and the consonant. (49) 

2. Pada literally means a complete or inflected word, i . e. a 
meaningful word, a quarter or a line of stanza, a part, portion 
or division (as of a sentrnce) etc. Here it seems to have been 
used in the sense of a meaningful word or a specified syllabic 
unit devoid of meaning. 

I. Bahutva of the text, 

2. Langhanam literally means overstepping in the sense of by­
passing without physically avoiding a note entirely. 

3. Abhy1lsa is a technical term in Sanskrit grammar, implying a 
single repetition. Here it has been used in an extended 
meaning, implying multiple repetition. -

4, Paryltyltrhsa refers to those notes that are capable of being 
employed as fundamental notes in the samejll ti. 
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Bahutuam, i. e. profusion is defined with reference to alpatvam, i. e. 
rareness, and is considered as the opposite concept. Since rareness is 
considered to be twofold, correspondingly profusion too is accepted as 
such. Rareness is obtained through overstepping and by unexercised 
use of a particular note. Overstepping (langhanam) is defined by 'K' as 
'ifatsparsa', i. e. a slight touch, which is aptly explained by 'K. R.' as 
lightly passing over, so that it does not imply an all-out omission. Non­
overstepping implies the absence of overstepping which according to 'K' 
means 'touching fully', probably in contrast with 'touching slightly' in 
the case of rareness. 

Abhyasa is defined by 'K' as repetition, which he explains to be 
twofold, viz. uninterrupted and frequent. Constant repetition of a note 
without being interrupted by others ill ustrates the former, and inter­
rupted but frequent repetition the latter -

There is some difference in the interpretations of the two commen­
tators with regard to the text of 49 ed. According to 'K' "That twofold 
profusion abides in the parylJ.yarhsa, i . e., the fundamental note other 
than that which is the sonant, and even in the sonant and the consonant." 
On the other hand, 'S' interprets : "Profusion is another name for 
'sonant and consonant'. If the profusion is by non-overstepping, it is 
sonant and that which is by repetition is consonant." 'K. R.' thinks 

that probably 'S' had a different reading of the text which he recons­
tructs as-"pa,yayo'mse sthitam tac-ca vadi-samuadino·r-api" which he trans­
lates as-"That (profusion) abiding in the a,nsa will be the synonym of 

vadi and samvad'i." 

10. ;sf(!q~=:(l=J 
.... 

3H•IIB1' =iii" fa'etT sitmi=f•l'+tfT~T:;ilf ~~~Tc! I 

3{i{'+tfl~ftcfrfTI1! Sfllfl ~)t~1Sqq'f1Stf~ 11~011 

i~tlt?ITT ~g: ~;\' ~tflt5'Ttfta~)c~"'~q I ' ~ 

'3'?ITf..-a ~.=iTI sfq crcn~i{'l'@fq?ffl~~T: l I~~ l I 

10. Rareness (alpatva): 

Rareness1 is said to be twofold, viz. by the absence of 
repet,tion 2 and by overstepping. Absence of repetition is 

l. Atpatvam of the text. 
2. Abhyasa of the text which has already been explained. 

2J5 

and 
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(practised) with regard to the non-fundamental mes 
is generalJy desired in ( the case of) the eliminated4 , 

:!.<';_ (50) 
Overstepping 5 is ~lightly touching and · 

erally 
observed among the eliminated notes. Musicologfun. s ome­
times, admit it

6 
even in (the case of) non-flllllial1Uental 

notes. (51) 

Alpatva (rareness) of a note is secured by reversing ~2:r.:-o cess of 
profusion, viz. by non-repetition and by overstepping. :fa:o repeat 
is to take (sing) only once as elucidated by 'K '. That is pia-o:il; ced with 
regard to the notes other than the fundamental ones and tlnm: tthat are 
to be eliminated in the process of forming hexatonic and patatonic 
varieties. 

11. at-=a~ tHlf: 

ilff«Tf~f~f;,~fii~fcfT q~i:f q~i:f S~q'fff~~"! I 

~cf"{TUfT lfT fcrf~?t~cf~Tf~or.j~Tf~attfo: 1 IX~II 

3l~+lfT~: cf~f~?<fcfffq- ~~ q~~cf iificf~: I 
' 

~a-T ~n s-=c-1~imt: fQ'T?Sl'TlfT fcf!iffiifTfff':f 11 ~~11 
"' 

11. Antaramarga: (52-53) 

Sparing the pos1t10ns of the final and orhen1 notes, 
taking in-between the rare 2 notes intermittently3, thtco ncor­
dance that is established with the fundamental arllll o ther4 

3. 

4. 

Notes other than the fundamenta l ones, i. e. the soJantand the 
co-fundamental notes. 

That i•, the notes omitted in order to form hexatooii (-111. rfava) 
and pentatonic (aurfuva) structures, 

5. Langhanam of the text. 
6. 'It' stands for overstepping. 

I. The positions of the final, the semifinal, the initia and the' 
fundamental notes as well as the sarhnyii.sa and .::illJta notes, 
according to 'K'. 

2. Alpatll-yujam svarlJ. [olJ.m literally rendered would rea; ''of the 
notes served with rareness", i. e. rare notes. 

3. Madhye madhye : The repetition of madlrya is suggesti1Fof inter­
mittent occurrence of the rare notes in-between th?- ;>ositions 
ofnotes enumerated in ( 1) above. 

Adi is interpreted b y 'K' here as well, as referring; to the 
initial, the semifinal and such other notes. 

4, 
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notes which creates an artistic variety5 sometimes by non.a 
repetition and somewhere by overstepping only, is ( called) 
antaramarga and is generally (found) among modified 
jati-s. ( 52-53) 

12. 'ifl:S~i:f 
' 

Qscff..o stQTif tl' ~efUfa QTscfl t:@T: I 

q~~ef°i ~'! ~i:f~cfT~rrta qTscf~=tilia 11 ~ ¥ 11 

13. 31l~qi:f 
~ ....._ 

cfTf.:t=r qJ;:c~scfT s~fa- olfft{Tm~ ~~: 1 

q'S=;:;f'f a:;q" ,a'! qsq"tj~itT a~~~c{T 11 ~ ~ 11 

at1-g cf T ~r sffct ttqt :q ~~r@ ccf"t-g cfT i:rm: , 
,ii . ,ii 

a' «~Ta'T q~ rr)a- a~Ts~ fcfi:f~~lfff 11 ~ ~ 11 

ac«i=at"-'eTT~ts,i, ci :q q~~c1~fq~ fcf~: , 

iii:rT~~'lT~r:ra~a ISl'ts~ts,i, cftfiTh:ut): 11 ~ \911 

~l=~'QRq~ffltl'T ~a-:, q'S;:;(l=lfT g fqqtfq: I 

cf;:;f.:i fcff~r~sw=a,fcf~l~9'ccfat"9cc1t1 ): 11 ~ i::; 11 

qft«~1.fT alft: sncm~~~:nfa-?lllflll trcr 1 
' 

12 &13. Hexatonic (~arjava) and pentatonic ( aut/,u'l'a) forma­
tion : ( 54-59 b ) 

The six notes that preserve1 a (musical) performancei 
are accepted to be hexatones, and the song arising out of 
those six is called hexatonic (~arjava). ( 54) 

5. 'K' elucidates that the consonance with the fundamental note 
etc., becomes delightful when served by the ascending and 
other movements creating wonderful tonal structures with 
note-series and so on. 

l • Avanti lit. means protect (from the root av to protect). 
2. Prayoga technically means 'performance or rendering' and in 

this context, it pertains to a musical composition or a song. 
The word is otherwise applicable to all the performing arts. 
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( Because ) here, in the sky, the stars ( ur;lu·s ) move 
about, it is called ut/,uvam by the sages; and that is fifth among 
the ( great ) elements8

; the number five derived from it4 is 
aur)uvi (fiver), and (therefore) the notes of that (number) 
are accepted to be aurj.uva ( pentatones ). When these 5 as 
such occur in a musical composition6 it is said to be 'made 
as pentatonic' ( aurjuvita ) and this group 7 of five notes being 
related to it is known 8 as pentatonic ( auq,uva ). ( 55-57b ) 

The author is presenting here a semantic derivation of the two 
terms t7J.ef.ava and auef.uva, the former signifying a musical composition 
or a song composed with six notes and the latter with five notes. Both 
the names are derived from the numbers six and five, of which the 
former naturally holds good and the latter is obviously laboured and 
seems to be far-fetched. It is said -that the word auef.uaa (pentatonic) 
is finally derived from the word urj.u. The text of the verses 55-57b 
oives us this derivation in the following five stages; worked backwards : b 

( i ) The word derived is .... .. auquva (pentatonic). 

( ii) Auefuva (pentatonic) is a group of five notes belonging to a 
song which is made pentatonic (aurjuvita). 

(iii) Auef.uvita is the name of that song which is qualified by the 
number five (au{luvi ). 

(iv) Auef.uvi (the number five) is derived from ut/.uvam (sky) because 
it is the fifth of t he five great elements. 

( v) Uef.uvam (sky) is so named because it is the dwelling place of 
urf.u·s (stars). (55-57b) 

Hexatonic and pentatonic forms of jlJ.ti-s are formed by eliminat-
ing one or two notes respectively; but these forms are possible of those 
j ilti-s that are capable of being modified through incompleteness, and 
most of these jilti-s therefore necessarily have three forms, viz. complete, 
hexatonic and pentatonic. Here, the author says that the notes, which 
by being eliminated from the complete forms become the cause of the 

3, That is, if counted in the order of dissolution, viz, earth, water, 
fire, air and space; but they evolve in the reverse order. 

4. From the fact that the sky is the fifth element, 
The five notes called pentatones. 

6. Literally, in a song. 

7. Combination of five notes seems to be implied. 
8. 'S' says, "Known to Bharata and his successors." 
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In the state of completeness, the notes causing hexa­
tones 9 and pentatones10 respectively become rare11 and 
rarer1 2, while it is the reverse with pancami. ( 57c-58b) 

' 
Rareness and profusion not being obtained ( in the 

ordinary course ) the statement ( obtaining them ) forms a 
specific rule ( vidlzi). In case of two ( possibilities ) obtain­
ing, the pre-eminence of one is by exclusive specification 
( parisankhya ) . ( 58c-59 b ) . 

hexato11ic and pentatonic formations, in the state of completeness (while 
they are not being eliminated), are respectively employed rarely and 

very rarely, i. e. those that are the makers of hexatonic forms (ia(iava­
kiiri) are characterised by rareness and those that are the makers of 
pentatonic forms (aurjuvakari) are characterised by greater rareness. 

But in the case of pancami j ati this r'ule is applied in reverse order, the 
pentatone-makers being rare and the hexatone-makers being rarer. 

(57c-58b). 

It has been stated ( just before this) that with regard to rareness 
in the state of completeness of j llti-s the ordinary rule is applicable to 
paiicami in the reverse order. The question is why such a transgression 
of the rule is permitted. The simple answer to it is that it is ordained 
by a rule, which is framed by ancient authorities. However, the author 

explains this exception in the light of relationship obtaining between 
the concepts vidhi (rule) and parisailkhyii (exclusive specification) as found 
in the Mimarhsil system of Indian Philosophy. In order to understand 
the real import of the text one has to be clear about these two concepts 
as applied to the situation obtaining with reference to the provision of 
rareness and profusion in the paiicami jllti. 

Vidhi means a rule or a precept that enjoins something for the first 
time, while parisanlchya means such specification that acts as a limitation 
to what is expressly mentioned. 

"Let one offer twilight worship in the morning" is a religious in­
junction cited as an example of vidhi by 'K'. One cannot by any means 
know whether one should or should not perform a religious ceremony 
except by the injunction of a sacred book. The point is that the rule is 
laid down for a certain observance by an unquestionable authority. 

9. $11.rf.ava. 
10. Aurjuva. 

II& 12. 'K' interprets alpa and alpatara respectively as anabhy-asa (non­
repetition) and langhana (overstepping). 
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'K. R.' cites an example for parisankhya (exclusive specification) in the 
statement: "the five-clawed (animals) may be eaten." Eating of meat 
is known by experience. This statement gives a preference to the meat 
of five-clawed animals. It results in prohibition of the meat of animals 
other than the five clawed ones. 

The structure of pancami is described subsequently (verse 73-75b) 

wherein it is said that sa, ga and ma are rare notes in it; and the hexa­
tonic and pentatonic forms are respectively caused by the elimination of 
ga, and ni and ga. So ordinarily ni and giJ being the makers of hexatonic 
and pentatonic forms, should, in the state of completeness, respectively 
be rare and rarer. Thus, of the notes that are declared to be rare, viz. 
sa, ga. ma, the first and the last, viz. sa and ma are not ohtained in the 
usual process; they are given as a rule (vidhi). On the otht:r hand, 
nitada is declared to be one of the semifinal notes by Bharata (as quoted 
by 'K' in his commentary) and therefore to be taken profusely. So we 
have a contradiction in so far as the same note (nitada in this case) can­
not in the samejiJ.ti be a rare as well as a frequent note. This contra­

diction, as observed by 'K' is sought to be removed through the distinc­
tion made between vidlzi and parisankhya. Both ga and ni are given as 

rare notes (in the state of completeness), so in order to bring the rareness 
of ga into prom;nence, that of ni is diicarded; and this is parisankhyll. 

Tf. ~ta1.=ti fcl~~<if :eJanf;r 
3'~ . !«ll'cfii:taHft iifTctT.:rt ~!fi:f ~~lf~ 11 X \ 11 

1. ~Ti:~ft :~nf~n 
"\ 

'fl~ ~lfl'i~T: ~cf~T: qs::q- fil'fl~'{~cffiiftrT: I 
' 

f.:r~t'tT?"1~ci «T s~ ~ui?~ ~T~~r ~fill'c'! 11 ~ o 11 

«iflf): «eP~)m~ tr'lf~g~~g if: I 

tfY.:efT~ s·t ;:r if~'fq) ,:a~ilT 'elcfctlf~cfiT .t I~~ t t , 

~~~TSSfq"~: I f~efl tit~: 'tS:ill'qJfOT~~ 

iiift.=irmif~~cr r~~f!RVTT, tttalf: ~: II~ ~It 

i:\'Tifeff timfcfa"T ~ q~~fa- ii'flf~'ll: I 
c,:, 

;:j~iitfi:tefi~ cfTlfT ill' st~if ~~ ~: 11 ~ ~ 11 
,:, C 

fcff.:rtt)rr), aR~Tst ~ at~~~: 
"' 

~TI 
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atfl{l 'tT~ iilfi 't~ ~) .:lftU: I in.:~--H~tfS:~q{qq.:qtu) l .. ' 
~leT q?(q~ , aJ~lfT: Sl'fclT~:-

"' 

i. "'~ .. ~1 
~- UT UT UT ~T tfT f;:rct tfT elfil 

~-

~-
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1 
[ 0~ «Tot'i~~il q'~lfliil'iiT] 

[ cf 'ilcfli~Tciilf.=f'T~iil'Tf~ ii'T~s:{ 'Oltt~f~~~+fcf'! I 

«~«~afc=r~ct.tf~T~~q;:j !,l'O'fq1fq ~Tll~~.:ctrtlii~'! I I] 

C. The characteristic features of the particular jati-s: 59c-109 

Now the characteristic features of each of these (jati-s) 
are described. (59cd) 

(i) Sarjji: (60-64) 

In sarj,Ji there are five 1 fundamental notes leaving aside 
nisada and ,sabha. The hexatone is (formed) by the elimina­
tion of ni, which in the state of its being complete sometimes 
becomes kakali. Sa and ga and sa and dha are in concert 
(saflgati); ga is profuse. In the event of gllndhllra being the 
fundamental note ni cannot be eliminated, (its) murcchana 
commences with dhaivata. Here, the tala (beat-cycle) is 
threefoldpaiicapar;.i which as ekakala and so on2 is respectively 3 

set in the citra, vr{# 4 and daksir;.i marga-s (span) and again in 
magadhi, sambhavita and Prthula giti-s in due order. 5 I ts proper 
application (viniyoga) is known to be in the naiskramiki dhruva 6 

1. These are sa, ga, ma, pa, dha. 

2. Here, in .racljt, the tala is pancapllTJ,i (fa[-pit1J.put1aka) which is 
threefold, viz. ckalcala, daikala and catuikala. These are defined 
in Chapter V. 

3. That is, in the ekakala pancapa.r;i the ma.rga to be adopted is 
citra, in dvikala, vrtti and in caturkala, dalqir;a marga. 

4. Va.rtika is another name given to it. 

5. That is, ekakala, dvikala and catu;kala respectively are in 
mllgadhi, sambhavita and prthula gl ti-s. 

6. It is the song of nai;kr7J.miki dhruull, as compo&eQ after the 
melopic pattern set in the f i1r/j i jii ti which is employed in the 
the first act of a drama. Dhruva is a n <J,me for a particular 
class of songs sung in dramatic performances. These are of five 
types, viz. pravesiki, rik.repiki, prltslJ.dik't, antarlJ. and nairkrllmiki 
which are used in differen t junctures from a technical point 
of view. 
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in the first act (of a drama). There are twelve kala-s7 of eight 
laghu-s 8 (shorts) each. (60-64b) 

In this ~#Ji the final note is ~a.clJa, the semifinal notes 
are gandhara and pancama and varafi is seen ~through it). Iis 
pr'!stara 9 (elaboration) follows 

I. sa sa sa sa pa 
la 

ni-dha 
la Tam bha va 

2. rI 
na 

ga-ma 
ya 

3. ri-ga sa 
kam 

4. dha dhli 
na ga 

5. nI dha 
ke 

gli 
nilm 

rI 

gli 

gli 

sa 
bu 

sa 

ri-ga 
ja 

sa 

nI ni-sa ni·dha pa 
sit nu pra 

pa dha-ni ri ga 
Li sa mu 

6. sa 
vam 

dha dha-n i dha-pli sa sli 

7. sa 
Sa 

S3 
ra 

8. sli ga 
pan 

9. ga 
nam 

ga 

10. dhli sli 
pra r1a 

l I. dha ni 
de 

12. ri-ga sa 
lam 

g:i 
sa 

sli ma 
kr ta 

pa 
ti 

ma dha-ni ni-dha pa 
ka r.u le 

ga Sa sa 

ri ga-ri sa 
ma mi 

p a dha-ni ri 
hen dha 

ri ga sa 

sa 

mli 
ka 

ga 
71£1 

sa 

pa 

dha-sa 

sa 

sli 
~a 

sli 

sa 

ma 
la 

gli 
pa 

sa 

mli 

ri 
na 

sa 

dha-ni 
{a 

dha 
dhi 

Sli 

sli 
ya 

gli 
dbha 

S:1 

ma 
ka 

ri-ga 

sa 

ma 
ma 

sa 

i.a 

7, Kala is understood b y Nijenhuis as 'variable time unit' which 
brings out the idea so well, but it being a phrase, she has 
not herself used it as an equivalent term. Here it seems to 
imply a phrase, a tonal sector structured upon a verbal unit in 
a definite time space. 

8. 'K' points out that in the context of ta.la, laghu is the measure 
of time taken to pronounce five short syllables. And eight 
such laghu-s constitute one kallJ.. Thus the kalll. spoken of here 
pertains to daktitia marga as the author himself says in verse 
subsequently. 'S' reads eight guru-s (longs) in place of eight 
laghu-s. 'K' elucidates that the prescribed form of tll.la is 
catu-rkala. In the Vartika milrga, i. e. in doikala form it will 
have twentyfour kala-s of four [aghu-s each, while in the citra 
marga, i. e . the ekakala form it will have fortyeight kaliJ.-s of 
two laghu-s each (See 'K' on 111 ed. and 112 ab). 

9. It has not been possible to give signs for t"lJ.ra-mandra in the 
notations reproduced in the Roman script. 
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The author now describes ( from verse 60-109 ) the distingu,ish­
ing features of each of the eighteen ja.ti-s separately. It would be 
observed from the above description that the j /l ti songs in various forms 
constituted a part and parcel of the dramatic episodes and their tech­
nique of presen t;i tion and contributed in terms of mus;cal effect to the 

creation of aesthetic delight ( rasa ). This explains their r elation to 
rasa and also presents the perspective in which the jati-songs must 
be viewed. 

It is notable that Sari"1gadeva, in addition to the jati-lakia1:a-s 
(characteristic features of jati-s) also invariably mentions the commence­

ment of the murcchnnii. as an added essential feature. In Bharata's 
system it was understood that the fundamental note which is also the 
initial note would be the commencing note of the miircchana. So, in a 
way Sari1gad,' va is r ecording a departure from that rotion , and it seems 
that it is based on Matai1ga's twelve-tone ( dvadasa-svara ) murcdzana-s, a 

concept brought into being by such ancient authorities as Kohala and 
Nandikesvara ( as quoted by him vide Br. D. p. 32 ) and elaborated by 

him, As eachjllti has more than one fundamental note ( as capable of 
being used), Bharata's system of seven-tone (sapta svara) mftrcchana-s (also 
otherwise spoken of by Matai1ga) could easily be worked on stringed 

instruments of the harp type, that had as many as twentyone strings, 
but it was n ot suited to the frett ed instruments of the lute type with 

fixed note positions . It is conjectured that when such instruments 

appeared during the times of Matai1ga and others, it was found difficult 

to work out the seven-tone murcchana-s on them, s ince every time the 
fundamental note of a j il t i was changed it required a different tuning 

of the instruments. Therefore a system comprising notes of three 
registers such as two of the lower, seven of the middle and three of the 
higher was inveu ted to obviate this difiiculty and to obtain the structure 
of a raga or a bhasa , etc. within the r ange of twelve notes. So the 

very purpose of mftrcchana was extend ed to include the comprehension of 
the t onal structure ( outline ) of a r"O.ga and so on ( see S. Chint"iJ.mani, 
p. 66 ). 

However Kallinatha ~eems to h ave iden tified the seven-tone 
murcchan"a-s of Bharata with the twelve-ton<-! murcchana-s of Matanga 

q uietly accep ted in this context by Sari1gadeva, without mentioning 
them as such anywhere else. But such an identfication is obviously 
erroneous. The expression dhaivatadi of the text ( i. e. commencing 
wi th dhaivata ) is borrowed from Malar"1ga and r efers to the twelve­
tol'le mfi.rcchana -s innovated by him, The twelve•fone rnurcchana-s of 
Mataf1ga are illustrated as under : 
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l. dha ni 

2. ni 

sa 

ri 

ri ga 

ma 

ma pa dha ni sa ri 

ga 

ga 

ma sa ga pa dha ni 

3. sa ri ga ma pa dha ni 

4. ri ga 

ma 

ma pa dha ni sa 

ri 

sa 

ri 

5. ga 

6. ma pa 

pa dha ni 

dha m sa 

7. pa dha ni sa ri 

Madhyama-gr'/J.ma 

ma 

pa 

sa 

ri 

ga 

pa 

ga 

ga 

ma 

ma pa 

dha Ill 

dha ni 

I . ni 

2, sa 

3. ri 

sa 

ri 

ga 

ri ga 

ga ma 

ma pa dha ni sa 

sa 

n 

4. ga ma pa dha ni sa ri ga 

5. ma pa dha m sa ri ga ma 

6. pa dha ni sa ri ga ma pa 

sa 

ri 

ga 

ri 

ga 

ma 

ma pa 

ma pa 

pa dha 

dha ni 

pa dha ni sa 

ri dha ni 

sa ri 

ri 

ga 

ga 

ma 

ma pa 

sa 

ga ma 

ma 

pa 

pa 

dha 

dha ni 

pa dha ni 

dha ni sa 

sa 

ri 

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

(CJ Brihaspati: Bharala kil Sang'ita Siddhanta 1959, pp. 51, 52) 

It will be noticed that, whereas the seven-tone murcchana-s are 
formed in descending order, these twelve-tone milrcchanil-s are formed in 
ascending order in succession. Our comments on S. R. I. 4.9 may also 
be referrrd to i~ this context. However, the concept of twelve-tone 
milcchanil-s is a significant development in the history of Indian music, 
since it is linked with the advent of fretted stringed instruments. But 

it may aho be noted that it was not able t o hold ground for long and 
was later abandoned by such writers as Kumbha. Even S11rl'1gadeva 

did not find it necessary to expound it. 

Technical terms with regard to the practice of Tata will be dealt 
with adequately in chapter V entitled Taladhyaya. (60 64b) 

With respect to the final note in the iarfji, 'K' elaborates the idea: 
"in the modified form of fllr/ji despite the non-applicability of the rule 
(of suddhata) with regard to the initial note and so on, the denominative 
note is the final note in the suddha as well as the modified forms." How­
ever, the statement of the text that, gilndhara and pancama are the semi· 
final notes, applies to its modified forms only, since in the suddh-a. state it 
is :ar/ja, the denominative note, that has to be the semifinal note. 
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The expression var'IJ.[l drsyate suggests, according to 'K'. that at 
places :arfjt appears to be varafi (raga) and he says it happens when 
ka.kali is employed in the modified form (of rar}ji). 

Prasta.ra, in this context is defined by 'K' as "the arrangement of 
notes in the (different) kata-s", The prastara given here pertains to the 
scale of standard notes in the tat/.ja-grama. There are, as already pointed 
out, twelve kala.-s with eight laghu-s each. Single notes are written with 
a long vowel and more than one notes with a short vowel are put 
together, with the same time-value. The lower register is indicated 
in the text by a dot (.:.) above and the higher register by a vertical 
stroke ( !. ) above. The couplet ( or the verse) represents the literary 
composition, the text of the song and is said to be composed by Brahma 

with its syllables set to the tones distributed in the ka!a-s as indicated. 
The purport of the verse is as under : 

Obeisance to that extra eye-lotus in the forehead of Lord Siva, 
the product of the amorous sport of Parvati, the bearer of the ointment 
of the moist paste of unguents of the tilaka mark and the fire of the fuel 
of the cupid's body. 

The number of notes used in it, counted from the point of view of 
assessing their relative profusion or rarity, is as under: 

$arf ja - 36 Pancama - 8 

/J.tahha - 12 Dhaivata - 16 
Gllndhara - 20 Ni1'1J.da - 12 
Madhyama - 8 

Total : 112 

This is the prast'IJ.ra of 11.trfjz with tarfja for its fundamental note. 
The rasa or the aesthetic delight in all the jati-s is declared to be in 
accordance with the fundamental note. Other prast'IJ.ra-s of .rarfji with 
gandhll.ra etc, as its fundamental notes are similarly to be conceived on 
this pattern. 

t 

2. a11'lj~1 ~r@: 
3fT'f+Q'T g 7"lf) s. ~T: ~~fij~qth~ihf(:n: 11 ~ ~ 11 

fal!.l~q-): ~rrfa: ~~~~ qs:"~ li:I' t 
~ ' 

~ '-R,~)q;:r ~~fq~,~~cl''f ll~~t I 

~.:fl q~qrf({~;!I' 
~, cfi~T ~cfi=ff~ 

20 

a,~~~) ~: t -

f~fijq-)~~ ~~~ t t ~~It 
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~tmti-;lftitlSf'+l'T ~T~ ~ 1 

" 
ai°TIT C{cfTq;ttmt: l it"Utf(~q"'t 

~~a' l 3l~lft: Sf~~T"{:-
" 

~. 3lT'f+fT 

~. ~T '1T ~T f~ff ifl f~q ffT f~f~ 
~ 11f ~• :q .:tT fer 

~- ~T ~l' f.:fct f .:rct ff T f~ ifT 
~ q .:( ;a ii q 

qfi{ 
"( 

~ , i:t'T 'ell .:fl 'ell qr qr ~, m 
el lf 

". 
~-
Tt• 

\3, 

i:;. 

q ij{ '( 1{ 

~, etf" ~, itft ~~ itf~ "{t ~t 
1{ ~ ti 

~"'t 'l'T itf~ ~et ~« f'( f~ff qq 
fq f~otf Sf 11f m 

f.:tet 'll ~, ~l' 
f11f ~ ;i­

ftq- ffft ~et ~T 
q 1JfT 

f~~ f~~ f'(it f~ff qr 'TT i:fl 
~ 

q 

ttfr 
~ f.:r * 
qJ 

+f 

ft{ ~, 

q ~ 

"' qf"( ~el qf~ ttf"( 
~ ti 

c a:;lf ~,~(:>~.:{ tf~lflG{ill 1 
[ ~T:;:.f.:fTfetefii:t"t{;ai:rq~G{~qell{i!~l(~ ' 

Sf1Jfmfq f~0ttltf1Jf~-totTif~f-tifi~ '+l'qiti:\°tf~ , , ] 

(ii) A.riabhi : 64c-66 
In arfabhi, however1 , there are three fundamental notes, 

viz. ni$ada, dhaivata and Habha; gandhara and nirada are in 

1. The use of the inc.leclin '" ble tu, as pointed out by 'K', distin· 
guishes the orner of ll.rfabhi from that of f1J.dJi. 
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concert
2 

( sangati ) with the rest ( of the notes ) , and paiicama 
is to be ?verstepp~d 3

• The elimiz:1ation of farjja (causes) the 
hexatomc ( form ) and that of $arj;a and pancama, the penta­
tonic one; its murcchanli commences with pancama and caccatpufa 
is accepted as its tlila. It has eight kala-s and its proper 
application is like that of $ilr}ji4 

( lit. as before) ( 64c-66 ). 

In this5 iirfabhi the final note is uabha, the fundamental 
notes

0 
are the semifinal notes, and deii and madhukari are 

sein ( in it )7. Its prastara6 : 

I. ri ga sa ri-ga ma ri-ma ga ri-ri 
Gu tza lo ca na dhi 9 

2. ri 
ka 

3. ma 
ma 

4. ni 
ma 

5. ri 
Pra 

ri 
ma 

dhli 
ja 

dha-ni 
je 

ma 
rza 

ni-dha ni-dha 
na 

ni dha 
ra ma 

rI ga-ri 

ga-ri sa-dha 
mil 

ga ri-ma ma pa-ni 
nta ma ma ra 
pa pl:i Sa ga 

k1a ya-
sa-dha ga-ri rI ri 

yam 

sa-sa ri-sa ri-ga ma-ma 
mi di1J.Ya 

6. ni·dha pa rI rI ri-pa ga-ri sa-dha sa 

7. 

8. 

ma i:ii da rpa r-a ma 
ri-sa 
la 

pa 
bha 
-
2, 

3. 

4. 
5. 
6, 

7. 

8. 

risa 
ni 

ni 
va 

ri-ga 
ke 

rI 
ma 

ri-ga 

mli 
me 

ma mli ma ag-ri 
tam 

ga-ri sa-dha ga -ri ag-ri 
yam 

'K' elucidates that each of them is separately in concert with 
the other notes. 

'K' takes lang!zana in the sense of alpatara, ' being very rare' and 
'S' takes it in the sense of i fat-sparfa 'slight touch'. This is 
applicable only to it5 state of completeness. 
That is, in the naiikr'(J.miki d!zruvil, 
The one that has been described above. 
That is, tzif'(J.da, r1ab!za and d!zaivata. 

'K' says ariabhi gives the impression of desi and madhukari when 
T[ab!za is dominant. ·· 
T he number of difforeut notes employed can be computed 
from the prast"/J. ra, and the prastllra-s oriented by other funda -
mental notes of ilf,Fablti (i. e. 11i and dlta) can be worked ou t 
on the above pa ttern. 

T he purport of I lte tex t is as under ; 

Obeisa nce to Bhava (Siva) having the three gur;a-s for his 
eyes, the endless, immortal, undecaying, indestructible and 
invincible, the pure abode of mirror-like divine jewe'Is and the 
immeasurable (one). 

9, 'I(' reads adikam instead of ad!zikam, while presenting the text 
of verse as a whole. 
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(iii) Gandhari : 67-70b 

Gandhari has fundamental notes1 barring uabha and 
dhaivata, and its final and fundamental notes 2 are in concert 
(sangati) with the rest of the other notes. From dhaivata one 
should proceed to uabha. 8 The hexatonic and the pentatonic 
(forms) are (caused) by the elimination of uabha and dhaivata 
respectively. Paiicama is incompatible4 with hexatones and 
nirlida, IarJja, madhyama and pancama as fundamental notes are 
not conducive to pentatonic formations. (Its) kala-s are said 
to be sixteen, (its) murcchana commences with dhaivata and the 
tala is accepted to be caccatpu[a. (I ts) proper application is 
in the dhruva songs of the third act. (67--70b) 

In this gandhari, gandhara is the final note, ;arJ,ja and 
paiicama are the two semifinal notes, gandhara-pancama5

, desi 
and velavali are seen. 6 Its prastara7 

I. That is, sa, ga, ma, pa, 11i. 
2. G11,ndhara is its final note; so, ga or sa, ga, ma, pa, ni when any 

of them is the fundamental note, these two notes are in con· 
cert with notes other than these two. 

3 'K' infers from this rule that perhaps in the state of complete· 
ness of g11,ndhari, riabha and dhaivata may be in concert. 

4. 'K' here, comments : "when pa11cq.ma is the fundamental note, 
gandhaTi is naturally complete, i. e. no other forms are possible 
with ni, sa and ma as the fundamental notes; and hence it is 
only when gandhara is the fund amental note that all the t hree 
formations, viz. complete, hexatonic and pentatonic are 
possible." 

'K. R .' rightly points out that, "this is a madhyama·grama 
j'ati. In the madhyama-grama pa has ri as its sarhvildi (conso· 
nant), and in this jilti, the acj.ava is by dropping ri. But 
sarhvildi (consonant) shall not be dropped. So there is n!l 
111,dava when pa is tt-,e arhsa. For the same reason, when pa IS 

arhsa there can be no au,fuva (pentatone) which is effected by 
dropping ri and dha. As for there being no aurj,uva when the 
other svara-s are amsa-s it is based on the words of Bharata." 
(S. R. Vol. I, Chap. I. p. l04). This observation is based on 
Kallinatha's comments. 

5. G11,ndh1J,ra-pancama is a gTllma-riiga. 
6. That is, they partly appear. 
7. This represents the prastara of g'lJ.ndhari with gilndhnra as its 

fundamental note. 

The purport of the verse is as under ; 
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1. g!i 

E 
ga sa nI sa 

tam 
ga ga gll 

2. g!i 
Ta 

ga-ma 
ja 

pa 
ni 

pa 
va 

dha-pa 
. . dhu. 

ma ni-dha ni·sa 
mu kha 

3. ni-dha 
vi 

pa·ni ma ma-pa-ri 
bhTa 

ga 
ma 

ga 
dam 

mil ga 

4, g!i ga-ma 
slJ. 

pa 

ma 
pa dha-pa 

va 
ma 
TO 

ni-dha ni-sa ni ya 
TU 

5. ni-dha 

bha8 

pa-ni 
va 

m!i 

mu 
ma-pa-ri 

kha 
ma 
vi 

ga 
la 

mil S:i 

sa 
6. ga 

va 

sa 

pu 
g1i 

sea 
ga 

TU 

ga ga·ma 

ma 
ga ga 
ma la 

7. g!i 

mr 
ga-ma 

du 
pa 
ki 

pa 
ra 

dha-pa 

~a 
ma ni-dha ni-sa 

8. ni-dha 

ma 
pa-ni 

mr 
ma 

ta 
rna-pa-ri 

bha 
ga 

vam 
ga ga ga 

9, rI ga 
}a 

ma 
ta 

pa-dha 
gi 

rI 

ri 

10! 

Ra 

ni 
ma 

ni 

~i 
ni 
sa 

ni 
ka 

ni 
la 

ga 
si 

ni 

sam 

Sa 
kha 

ni 

S!i 

ra 

ni 

kha 

Listen, 0 maiden with beautiful thighs!* I bow down to 
this moon which presents as it were the illusion of being the 
face of the night appearing as a bl'idc, which is beautiful on 
account of its being the embodiment of the lustre of Siva's 
face, which emits pure and soothing rays, which is the source 
of nectar, which (shines) like the crystals of the crest of a 
silver mountain, a conch-shell and a streak of (pearl)' teeth of 
a beautiful damsel, and which enhances (the charm of) the 
noise of sportive amorous quarrels. 

8, The Adyar ed. of S. R. as well as 'K' read lava mukha (meaning 
'your face') but S. Raj reads it as Bhavamukha, i. e. Siva's face, 
This has been taken as an error of the scribe and the reading 
bhavamukha has been adopted in our text for that is more cogent. 

• Comp. S. Raj (Vol. T, p. 21 l) which reads ni!atamo-apanudam 
(meaning, 'the dispeller of the darkness of uight'J instead of 
nisamaya varoru as printed in the Adyar ed, of S. R. and also 
followed by 'K'. The reading of S. Raj is definitely better 
and more befitting in the context of a prayer. Obviously both 
are deriving from a common source of tradition. 
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11. ga ga-ma pl!. pa 
va 

dha-pa mil ni-dha ni·sa 
ti dan ta va ra yu 

12. ni-dha pa-ni mil ma-pa-ri gli gli ga g11. 
pan kti ni bham 

13. ni 

pra 

nt 
~a 

pa 
mil 

nI ga 
mi 

ma ga sit 

pra ~a ya 

14. gli 
ra 

sli 
ti 

g!I. 
ka 

gll 
la 

gll 
ha 

ga-ma ga gll. 
ra va nu 

15. ga 
dam 

pa ma m:!. ni-dha ni-sa ni-dha pa-ni 

16. mli pa•ri-a ga 

sa si 
ga g:i. 

nam 

4. il~tlill ::ill@! 

ga ga gll 

q~ qtf;f'ql?(l ~~in;etr~f.:f~Tq'qll: U\9 o ll 

~~'-1'itilTg~ rn;et1~, ~, ~ m~~ , 

tt~mtwr~1i:\.l tcftl~ ~tf~~ffl~cfi'! , ,\9 ~ , , 
~-.{Tf(ii-od.n ~ttrem~:;;~~, qa: , 
fq-f;:rtttllt ~ qf fTt;:\° f !J:nttfst~Qf -.{ita "\9 ~ u . 

~ ' 

31~~, ~'t:{l{Tl(T qi't:{q) «IHI: l 3l~T ~q;tmn: I 

:a,~~~~!flfl;etWlft ~~q;a I at~tt,: st~a,~:- .. 

~­
t. 

~. 

~-

qt't:{l{l 

ltT q1 "' ill q1 etf.:f "' e{q 
qf 9 -.{q 'l 

it1 qq "' m q1 in ~, ~, 
.. 

el ffl " " 

q'( lt1 ftq f(q' "' "' "' "' 

~ -u e 
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"· iit Ret f;:r~ f.:Jet qq qet in "' 

q fot i{ 
.. 

qf q 

~- ;:rl ;fi ~, ~, .:fl ~, ~, qf 

rft ~, iJfi ~ q 

~- .:{1 i:rq ifT ltT ~T ffl ~T ~T 

{'~ qf ~ ft:1 ~ 

\9. it .:ft ~T ill ~q q1 etf;:r ~T 

a f\jf 
. 

\ a-

t;. tfT ~T q1 f .:Jefq ltT qf JU q1 

~ filfi ~ QT 

[ a'~ fflcf\'{'~.:f q~l(~.:fT) 

[qfg ~,ct~1.:J.:rfilfi~teqfCJtriotit , 

it1~fcff~q{"~qls\~f~,af~ri ~fcfi~CJT'! , '""] 

(iv) Madhyama: (70c-72) 

There are five1 fundamental notes in madhyama exclud­
ing gandhara and ni;ada; ;a(jja and madh:Jama are profuse, 
gandhara is rare,2 hexatone is (caused) by the elimination of 
gandhara and pen ta tone by that of ni;ada and gandhara in it; 
it has eight kala-s, (its) murcchana commences with riahha and 
the tala is accepted to be caccatpufa. (Its) proper application 
is in the dhruva song of the second act. (70c-72) 

In this madhyama, madhyama is the final note, _the very 
fundamental notes8 are the semifinal notes, and cok;a;arj.ava4, 
desi and andhali are seen. 

I. That is, sa, ri, ma, pa, dha by discretion. 
2. This obviously applies to the complete forms. 
3. That is, sa, ri, ma, pa, dha. ' 

4. 'K' identifies it ith suddha-~aefava which i s a grlt.ma-raga. 
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Its prastara5 
: 

1. ma ma ma ma pa dha-ni ni dha-pa 
P11 tu bha va mu 

2. ma pa-ma ma sli 
na 

ma ga ri rI 

rdha j'fl na 

3. pa 

ki 

ma ri-ma ga-ma ma ma 

ri (a 

ma ma 

4. 

5. 

6. 

7. 

8. 

m! 

ma 

nt 
Gau 

ni 
lla 

ga 
te 

pl!. 

SU 

ni-dha 

,;ti 

nt 

ma-pa 
van 

nI 

sll 

ki 

ni-sa ni-dha 
da 

rI rI 
ri 

ma ma 

pa-ma 
rpa 

nI 
ka 

sa 

gu 

sa ga dha-pa 

pa ni-dha-pa mli 
ra ,;tam 

s. qs::qift :~=nra: 

pa-dha mil 
,;iam 

rI rI 
ra /)a 

ma 

pl 

sa 
li 

sli sa 
SU 

ma dha-ni sa 
ji tam 

ma , ml!. ml!. 

fttft'ffl'l g qs-ai:tti ~itin: 

ftif1:1): ~qra~~~~~~ 
~q'cfil ircn:' 

mf~tift~~" , , \3 ~ , , 
' 

l'iir1~it111 f.:frni1:1i ~ tift~1~cra1 i:rm , 
' 0 

91l:'l"it s·?IT~'6fefci ~~, :q cfi'ffl i:ra1: ll\3'ir u 
0 

q J;nssf~ g CJ.clictesr~vf g ~cftlf~'! ' 

5. The purport of the song is as under: 
May the mirror of the crest jewel crowning the upper 

(fifth) face of Siva• , the rays emanating from which are beauti­
ful as they are stimulated by the fingers of the graceful hands 
ofGaurI, protect (us) . 

• Comp. S. Raj Vol. I, p. ·214, which reads Bhavamilrddhajanaya­
nam meaning " the upper (third) eye of Siva''. 

Section 7 : J ati-s (Melodic types) 315 

~lfi qs~ttt qs:qq-) .=irnr: , ~f:t'itq~-aqf"1!fRT 

311Fflffl: , :q)~qs:q~~tft.=em;lft Fi~a , amn: Sffif~:-

~- qs:qq-) 

~ • 'TT ~f.:r i=fT .:ft i:t'T .=rt i:t'T tfT 

~-

~-
't, 

X· 

~-

~ ~ , ct '"r .:{ 

rrT tl T ~T ~T i:tt i:t'l qf qf 

if " ~ ?ff " " ~ 
qi qi ~ .:fl .:fl .:fl ITT ffl 

q fa- Gfl g ~ ~ 

qt ~n ~, .:fl f .=w ~ qt qr qi 

.:ri:r.=t" a 
qr 'TT ~1' 
SI' 111 ffT 

~1· ft' ~1· ~1· ~)' 
fq ~ ~ ti{ 

i:ri f;:r11 m ~tt .=it' ;:ff .:fl ;:r) 

~ lei' q ~ ~ ~, 
I I I 

\3. tfr ~r tl'T 'l'T q1 qf 'H 1ff 

~ ~ if fGf cfi'T q 

t; • ~T i:rr ~T .:f T qf qf q1 qJ 

f~ll ~ ti 

[ a~ fflcfi~it.:r 'l~lftiifill] 

[ ~i 'Jcliift~.:f i:t'~~i:fi{~llfa'ifl§"fa'l=~i=f~'! l 

a Sf"li:ttfi:r ~~~q<foT~i:t'~~fi:il'cli1'efc:1'1'1\44t U] 

(v) Pancami : (73-75b) 

In pancami, uabha and pancama are the, two fundamental 
notes, ~ar)Ja, gandho.ra and mad4,yama are considered to be very 
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rare1 , uabha and madhyama are in concert (sahgati) and in 
case of completeness one may proceed from gandhara to 
ni~ada9 • The hexatones and pentatones 8 are accepted to be 
(formed) by the respective elimination of gllndhara, and ni~llda 
and gandhara. ]J.~abha is not conducive to pentatonic forma­
tion when it is the fundamental note4, and eight kala-s are 
accepted (in it). Its milrcchanll etc. is like the previous one'5, 
excepting that it is used in the third act. (73-75b) 

In this paiicami, the final !1ote is paiicama; uahha, pancama 
and nifada are the semifinal notes; and cokfapancama, desi and 
llndhali are seen. 

Its prastara6 
: 

1. pa dha-ni nl nl ma. n'i ma pa 

2, 

Ha ram7 mu rdha ja na 

gli gli sa sa ma ma pa pa 

nam ma he sa ma ma ra 

I. This obviously applies to the complete formations. 
2. 'K' infers that ga and ni should be brought in concert with 

each other and also that this should not be attempted in the 
hexatonic and the pentatonic forms because ga and ni·ga are 
respectively to be eliminated in them. 

3. $'ll¢avaurf,uvat"il is an abstract noun indicating the state of being 
hexatonic and pentatonic. 

4. The pentatonic forms can be obtaiqed by the elimination of 
ga and ni, so in the case of uabha being the fundamental 
note, even though there is no question of its consonant being 
omitted, yet by the authority of muni (Matanga ?) , as quoted 
by 'K', pentatonic forms are not permitted. 

5, That is, like that of madhyam"il, i. e. commencing in uabha. 
By etc., is included the caccatpu(a tlJ.la and the vinryoga, i. e. 
its application in the dhruv'll song. 

6. The purport of the song is as under :-
Obeisance to that Siva whose (fifth) face ( emerges from) 

his (four) heads, the Lord of lords, the paralyser of the power 
of the chief of gods (Indra), the endless, the invincible, lord 
of Ambikl:\ who robs Vi~Qu of the grace of his countenance•. 

7. The anusvzira of Haram has been supplied to make the text more 
intelligible. The Adyar ed. of S. R. reads Haramurdhaja etc. 

• Comp. Bh. BM~ya of Nanyadeva Chap. VI which reads 
sr11TlTTfir 'i~"4+1ii+l<i1S~'!ifu~n: etc. meaning "I bow to the Being 
that bears profuse ornamentation" etc. instead of <:f srormflf 
'l~'4'1'34'>1'~~~ etc. 
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3. pa pa dha nr ni ni ga Sa 
pa ti ba hu stam bha 

4. pli mli dh:i nI ni-dha pli pli pl 
na ma nan tam 

=· pli pa rI rI rI rr rI rl 
Pra ~a ma mi pu ,u ta 

6. mli ni-ga Sa sa•dha nl nr nI nr 
mu !cha pa dma la lcimi 

I 

7. Sli sa Sli mli pa pli pa pl 
ha ra mam bi ka, pa 

8. dha mli dh:l ni pa pl!. pa pa 
ti ma je yam 

6 ~ " R · '=i~Hn ~1 ij ! I 

@t ~q(llt fte1Fi~fr ~~'tf=rmu~,f~1 ~1 , t\9~l, 

q-~)'TT~T~ci Sft~1~ 
"' 

~q-~)qa: ' 

l;i[rnllf~ii~~;,r fll@T~t 'flit~ tftcflf: ll\9~ II 
" 

fqf~ttt'l~ "''~ijffcR~~, in~ tfi'Tfaa,: , ... 

3lf7.tt ~q(lll ~cf RT ;:7.tHl: ' 
.. 

l;i[f:{'+flftlti:tel'cl'cfl 3tq«11m: I 

~)~riif~cfi'~~rf«~~ltt ~'!llf;:~ , atftrT: m:ar~ :--

~- ~cfar 

~- el'T el'T f.:tel q-q i:rT 'TT i:rT 'fl 

a ~ UTT i:r ~ ~ 
I I I I I ~. el'T el'T f~q f~~ m ~T ~T ~, 

i:r flJT ~ f'{ oT i:r 

~. ~q el'T tfT lfel' el'T f~q qf~ el'T 

~ fu '{t ~ 

~ . m ~, f'{tT f~ m fttT ~, m 

~ '11' 
"' "' fq q' cli 
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qi ell .:f1 qt qt qi i:fi 1,i 

~ ~ ~ fq- ~, « 

qi 'c(T qi *' qf ~ eifi:f 'c(T 

ii a :u) +{ 

'c(T 'c(T f;r~ f.:ra- f;rq qy qf qy 

.=t' q ~ 3 ~ ~'{l 

f~q ~T ~, ~T .=t'T -=IT ;:ff ;fi 
a: ~ ~ fq fl!.l 

~T f"{lf f ~'l ~T .:t1 ~T 'c(f qf 
a' :u "{t' i. 

'U qf"{ qq q-f "' 'Ii qf iJi 

ST 'OT i:t'T fq 1 a 

.:JT .:ft 'c(T 'c(f 'TT f"{q ~T f"{q 

q) a) q ~T "{ 

q"T 'c(l ~T l=fT 'c(T .:fl 'c(l 'c(f 

q f"{ 9 tsi 

[ a?f ~?cfi~ttrf tfG~liil•H] 

[ ~'OlT~-=~fiJrif'faTit~f1ll~Ti 

~~tnf tl'lcfi~Q~~f ~~Ht'lia~)tt~ I 

.:rrr,3~~i:ft~~~fitfl!.la-1<T~t~ 
Sl'O'fi:t'Tfq 1:tifta)q~r~qf"{g!Se''{ 11 ] 

(vi) Dhaivati : (75c-77b) 

In dhaivati, Habha and dhaivata are the two fundamental 
notes, fat)ja and pancama are to be overstepped, while in 
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ascent1
• hexatone is said to be by the elimination of pancama 

and pentatone by that of fat)Ja and pancama; its murcchanlJ 
commences with uabha and its tlila, margaJ giti and its proper 
application ( viniyoga ) are like those of N,t)ji 2

• It is known to 
have twelve kala-s. (75c-77b ) 

In this dhaivatiJ the final note is dhaivataJ the semifinal 
note is dhaivata, rfabha and madhyama; and cokiakaisikaJ desi 
and simhali are seen. 

Its prastara8 
: 

I. dha: dha ni-dha pa-dha mli ml!. ml!. ml!. 
Ta ru ti11 ma !en du 

2. dhli dhli ni-dha ni-sa sa sli sa s14 

ma '}i bhfJ. si ta ma 

3. sa-dha dha pa ma-dha dhli ni-dha dha-ni dhli 
la si ro jam 

~ ~ sli ri-ga ri-ga sa ri-ga sli sa 
~ fa g'il dhi pai ka 

~ d~ d~ ni pa dha pa ma ma 
kurJ rf,a la Vt la sa 

I. 'K' interprets that sa and pa arc to be overstepped in the 
ascending pattern of tonal movement and draws the impli­
cation that, the purport is that, "in the state of completeness 
they have to be very rare, and thus in descent they (sa and pa) 
have to be rare and not very rare." 

2. That is, "tiJ.la is threefold pancapa ,;i, which is ekakala etc, as res­
pectively set in the citra, vartika and daktir:ia milrga-s and also 
in magadhi, sambhavita and prthulll. giti-s in due order. Its 
proper application is known to be in the nai;krll m1 dhruvll in 
the first act." 

3. The purport of the song is as under : 
Obeisance to (the Ardhanarlsvara, Siva) whose glisten­

ing hair is decorated by the pure jewel of the new moon, 
who appears beautiful by the dangling of the lone ear-ring 
formed by the king of serpents (Se~a) , whose body is conjoint 
half and half with the graceful frame of the daughter of the 
mountain (Plirvati) and who is delighted by the presentation 
of songs by (his, devoted creatur:es. 

4. Cf. Kallin~tha S. R. vol. I, p. 218 as well as K. R., p. 140 who 
omit the t'llra sign upon all the sa-s of this ka[lJ.. Two of the 
MSS. of S. Raj. agree with this rea(\ing (see S. Raj vol. I 
p. 199 f. n). These signs are given in the text, 
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6. dM 
kr 

7. dha 
Na 

8. ri-ga 
de 

9. sli 
ta 

IO. ri 
pra 

dhli 
ta 

dM 
ga 

sli 

h'il 

ri-ga 
sa 
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pa ma·dha 
so 

ni-sa ni-sa 
SU 

Sil Sll 

ri-ga sli 
rl 

ma-ga ma 
mil 

dhll 

ni-dha 
nu 

ni 

rdha 

ni 

ma 
mi 

ni-dha dha-ni dhll 
bham 

pa pa pll 

la k11lll 

nI nI DI 

mi I• 
sri 

sli dha dha 
ram 

ma ma ma 
bhu ta 

11. nl 

gt 

ga-ri 

tza 

nl dha 
to 

dha pa. ri-ga sli , ri-ga 
· ra 

12. pli 
pa 

dhli 
n 

Sli 

tu 
mll 

pa ha 

dhli nI 

7 .· ijqJ~T :a=i T@? 

dh:i dha 
ifam 

if'{lffl fi=ff'(fft amT 31;:f~TTGl'gffl: ~'!ffi: ll\9\911 

'tl~cO~q(',fs~tQT: ~: ~qlcfftfillfli'ifl=I''{ I 

:et~a-: tt)~m~ cti~T inf~ ~~;:n ll\St;II 

31~t .%1sn'1t fil'{tq) ilft«: 1 ahrr ~cflq;:lfnn: , ;J(tei­

ffleltf~o~w,~tq~lf) if~lf;a , 31'flfr: sr~t~=-.. 

'9. 

~-
~-

;:rqJql 

.:fl il) il) ilf ~T ~H .:fl .:fl 
a ~~ ~ fcto 

"1 irt «T ell i=l'T .=rl i=l'T ;:fi 
if f~ q if ~T !! '{ 

~. m ~T in tTT ill ill ell ;:ft 
q ~ rf,ifl q' fa 

"'. m m m ilt .;) rl'l rl'l .:ft 
~) , it ijri 

~-

~-

\9, 

t;, 
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mmrnminini:t'fqt 

" rr !! cf ctiT fq "' 
;ff qt eli qt in i:ti in i:ti 

~ ~fcrm- "en" 
~,· rrr ~r m '{t' m .:ft .:ft 
, :q'cfi'~ ~-=I'~ 

.:ft i=l't q't elf ;r "' ;r) ill ilT 
q 

.. 
" ur 

. 
en' 

\. ~T «T tTl «T '{T '{T 'ff '{T 

31' f~ ~ ~ ir- fur ~ f:q 

~ 0 • itt '{T itt itt .:rl efT qf qt 
a) ~cf ~ "- ~ ~ 

~ ~ . elt ctr .:rr ill ~) in qt qt 

Gl'T ~ ~ ~ if q 
"' 

~ ~. itt irt qt elT •=rT .:rl •=rT .:rl 
~ er en" for a 

~ ~. qt qt .:fl .fi ~, ~, ~, '{f 
?:' o 'f f~ ~ GIT fq 
"' 

r~. '{f qr "' "' ~r m m «T 
w ~ ur it f;:r f~ cf 

~ ~ • cTT it'T ~) m «T ~T il) ill 

q'T q ~ it f{ en' 

~ ~- 'ff iit ~,· qr "' i=fl ilt "' 
iii' fcf (',fl ~ 

2i 
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[ a'?if ~Tcfi~.:f ~lfl~i=f T] 

[a ~Raqf~t{i:f~TS~"{q~.:r12it1ttfa +ftrrWf' 
;:rrr~actTTfi:f.:rtftf0ltfc{Wtfqi~:q'tfi~+f.:rlcfri~i:r , 

atf~1llcfi:ffQ'flcffi:fa~iiq~'!~"{ilT~~'1frri:f"{qqif~ci 

~a-qf+f~Tfi:r ~~Q'fqf.=r~~a,:ncf~i{t(~ iilftfffi~i:r , , i.s,, ] 
(vii) Nai{adi : (77c-78) 

In naiiadi, the fundamental notes are nirada, Habha and 
gandhara and the rest of the notes (lit. non-fundamental 
notes) are known (in it) to be weak1 (lit. not profuse). The 
hexatone, the pentatone and the notes to be overstepped are 
like in the previous one2

, as also its proper application. (The 
tllla) is caccatpu/a; it has sixteen kala-s and its murcchana begins 
with gandhara. (77c-78) 

In this naiiadi 8 
J the final note is niiada, the very funda· 

mental notes are the semifinal notes and cokfasadharita, desi 
and velavali are seen. 

I. The expression ''anamfobalzula" of the text is interpreted in 
two different ways by the two commentators, 'S' reads i t as 
"llnamsa-t-bahula" which means the non-fundamental notes, 
viz. sa, ma, jJa and dha are profuse. But 'K' points out tha t 
this reading is in contradiction with the statement of 1\fata1'!ga 
-"in the state of completeness sa, ma, pa and dha are weak, ill 

the hexatones sa, ma and dha are weak and in the pcn tatones 
ma and dha are weak" and also author's own statement-"the 
non-fundamental notes are not to be repeated." He therefore 
reads it as "atzamsa+abahula" which has been adopted in this 
translation . Both the readings are grammatically possible, 
but the latter seems to be technically more appropriate. 

2. That is, the hexatone is by the elimination of paiicama, the 
pentatone by that of rat/Ja and pancama, sa and pa are the 
notes to be overstepped in the ascending movement; and it~ 
prnrier application is like that of rar/.ji, i.e. in the naitkramik! 
dhruv'IJ of the first act, 

3. Naitadi is the last of the seven suddhajllti-s described here, 
Their actual formation in practice has b<'en demonstrated in 
so far as the arrangement or notes in different kalll-s set to a 
definite time-measurP in a particular to.la etc, has been indi­
cated . Thei r modifi~d forms are not similarly illustrated but 
may be worked out on this patterQ. 
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I ts prastara4 

I. nr 
Tam 

2. p!I. 

ma 

3. sa 
ma 

nI 

m!!. 
hi 

sli 

tha 

nr 
SU 

sli 

.fa 

ga 
na 

nr 
ra 

S!i 

van 

dh!!. ni 

ma ha 

gli nl 

mu mil 

dhli 

nI 

ni 

ni ni 

di tam 5 

ni nI 

su ra 

dha nl 

pa tim 
4, S!i sa dh!!. 

ga 
ni ni ni ni ni 

bho 

5. s!!. 

na 
Sli 

ga 
ga 
SU 

yu 

g!!. 
ta 

tam 

m::t 
k'lJ 

mli ma ma 
mi nz 

6. ni 

di 
pli dhli 

vya 
p!I. 

vi 
ma 
se 

ma ma ma 
.fa ka 

7. ri 
sii 

ga Sa 
ca 

sa rI 

ka su 
ga 
blza 

ni nI 

na kha 
8, ni ni pa 

rpa 
dha-ni ni ni 

9. 

IO. 

da 

sa 
A 

ma 
to 

sa 
hi 

ma 

ga 
mu 

ma 
ffva 

!la kam 

sa 

kha 

ma 

la 

ma 
ma 

ni 

nu 

4. The purport of the song is as under : 

ma 

!IZ 

db!!. 

nr ni 

ma m!!. 
klw ci 

ma m!!. 
pu ra 

I hasten to take shelter in Him, who is adored by the 
gods, who vanquished the great demon Mahi~a, who is the 
lord of Um!!., who is associated with serpents•, who reflects in 
the mirror of his auspicious nails, the special mark of extra­
ordinary excellence (tilaka) borne by the most beautiful 
maiden, the daughter of the mountain (ParvatI), who' puts on 
the young serpents that by their hissing sound like t he anklets 
(as it were) shining with inlaid jewels (extracted! from the 
mouths of snakes, and who is endowed with fhe grace of 
the praiseworthy lotus feet. 

* Comp. S. Raj (Vol. I, p. 201) which reads i3+rrqfbft-r~a- meaning 
"associated with the enjoyment of Uma's company" instead of 
'3'i:Jrqfa- ~Til&if of the Adyar ed. of S. R. 

5. The anusvara is supplied editorially to make an intelligible 
reading of the text which as per the Adyar ed. of S. R. reads as : 

tr ~\cffrzremfipnnu s~ur~Wtrqffr ~r,r~if etc. 



~-

"
' 

A
JJ

 
. 

. 

~
 
~
 
! 

~
 
3

'!
 

~
 
~
~
 

~
 

3J
 1

 

....
, 

....
, 

""" 
/C

 
. ~
 -

~
 

=!
, 

~
 

u.1
1 

=!
, 

- ~ 
:9

 
-'

I 
- ~ -

J:
I 

-'
I 

J:I
 

.!a
 

<J
:I 

-'
I 

-
-

.!a
 

!iii
 

-'
! 

-
.ii

 
.!a

 -
~
 

-'
I 

.1
!; 

.!a
 -

J:I
 

;;r
, 

.:a
 

,..
(J

 . J:I
 - .t
i - :f.
 

:f.
 """

 
~
 

~
 

J:I
 -

~
 

J:I
 -

J:I
 -~

 

.t
i -

3P
 3

1' .c: 
~
 

-'
I 

J:I
 

.1
!; 

t.,
11

. 
.t

i - ~ 

"""
 

.n
 

. :9
. 

S1
 

G
 

0 
.,

0
 

"""
 

.-
.0

 
....

, 
....

, 
,V

J
 

...
tJ

 

-
0 

. 
. 

. 
. 

~
 

:f
 

""'
 .1

!; 
~
 
~
 

i'
 J:

I 
-· 

-
~
 
~
 

;;r
t 

J1
I 
~
 

31
' 

.c: 
~
 

~. 
-

~
 
~
 

.11
 

:9
 

~
 
~
 

'2!
f 
~
 

-
-

.a
, 

=I 
-'

I 
~
 

~-
-

;;r
, 

;;r
t 

,c
f 

:f.
 

.R
I. 

.1
!; -

,c
f,

 
~
 

.1
!;~

 
~
 

.%
11

 
~
 

.1
!; 

-· 
-

~
 

3P
 :

!. 
-

:f.
 

~
 

~
 

:f.
 

-
.:a

 
u.1

1 
=!

, 
-· 

=I 
i'

 ~
 -· 

0
0

 
. .,

.0
 . 

t.,
11

 
:f

 
~
 

,c
f 

=I 
t.,

11
 

J:I
. 

:f
 
~
 

j 
01

 
ue

, 
=I 

.Q
 

~
 
j 

~
 -· 

.1
!; -

.R
I 

.1
!; 
~
 

-

::,
 - ::,
 - !'

 .c: - .c: - -'
I - .1
!; - .1
!; 31
' 

.1
!; - .1
!; - .1
!; -

::,
 .... <J
:I .. -'!'.
I 

llJ
:I !iii
 -· ue

, 

"'-
.., 

I:
. 

..
. , 

G
 . ~
 - ~ - ~ - ~ - ~ - ~ - ~ ~
 -

"1
 ... ,
 

.(
fl

 . 
31

' 
.c: -

(J
.Q

 
.c: -

-9
 

-'
I -

.t
i 

.c: 31
' 

~
 
~
 - -'!'.

I - -'
I - :!
 

..
..

 
0.

. 
-·

 :
:r 

11
)1

 

::,
 ... ,
 

g iii
' 

,c
f 

.R
I .:a
 

~
 "- . ! -'!'.

I - -'
I - ~ ~ J:I
 - J:I
 - :!
 

-'
I -

r:n
 

"' ("
) ... c· ::,
 ....,
, 

c..
.t ""' ... 7·
· 

"' .....
.., 

!,;
>'

 
..::

., 
~
 

0 0
..

 
;;·

 ... ~
 "' ~
 

0 .., C/
2 <
 e: Ill
 



326 Treatment of Svara 

[ a''SI' ~r.t;r q~),if.:JT ] 

[~q;m~~uf.af~~ f~qfu 

f;:r~i:rfff ljlet~!~~fqeq~mfi{ I 

~~q~q)q'.fetf-=t.:rtq'.i:f:q~ q~~~Qtc1fi:rf9..1cr~1~)~ 

SfQ"('frf i:r ai:rQi:r3cti:r~~~i:r~~ , , ] 

(viii) SarJjakaisiki : (79 80) 
In ~at/,jakaisikt1 the fundamental notes would be ~ar}.Ja, 

gandhara and pancama; uabha and madhyama (will be) rare 2 

and dhaiuata and ni$ilda somewhat8 profuse. Caccatputa will be 
the tiila and there will be sixteen kala-s in it; its proper 
application will be in the pravesiki dhruva (song in the second 
act). (79-80) 

In this $ar;/ja-kai$iki, gandhara is the final note, ~at/,ja, 
niiada and pancama are the semifinal notes and gandhara-pan­
cama, hitJ,dolaka, desi, velavali, mentioned before, are seen. 

I ts prastara4 
: 

l. sa sa ma pa ga-ri ma-ga mli ma 
De 

2. mli ma mli ma S13. sa sa S13. 

vam 

I. $a4ja-kaisiki is the first among the associate modified (vikrtil 
sarhsargaj'/1.) jn.tis which the author is now going to describe. 

2. Sa, ga, pa being the fundamental notes, ri, ma, dha, ni have to 
be weak, but of these ri and ma are provided to be rare. 

3. Of the non-fundamental notes, viz. ri, ma, dha and ni, ri and 
ma are declared to be rare and therefore as compared to them 
dha ni are profuse, but as compared to the fundamental notes 
they are at· the same· time weak and therefore relatively-they 
are said to be somewhat profuse. 

4. The purport of the song is as under : 
Obeisance to that Hara (Siva) who is the God that bears 

the imperfect moon as the tilaka mark, who has the gait of an 
elephant, who is of a sharp intellect, whose innocent lotus face 
is radiant with extraordinary lustre, who (in his speech) 
sounds like the clouds and the ocean•, whose body is conjoint 
with the frame of the daughter of the mountain (PllrvatI) and 
who bears the matchless lotus face . 

• Comp. S. Raj, Vol. I, p. 204 which reads !Wlol~N meaning 
"the ocean of nectar" instead of ~a:"t.s:M of S. R. 
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3. dha dM 
a sa 

4. rl rI 
kam 

pli 
ka 

nI 

5. dM dM pa 
dvi ra da 

6. dha dha p a 
ni pu tia 

7. sa sa sa 
mu gdha 

8. dM dha pa 
ru ha di 

9. sli sli sa 

Ha ra mam 

10. ma dha pa 
dhi ni 

11. rI 
a 

rI 

ca 

nll. 

ga 
la 

12. dha ri-sa rI 

de hil 

13. sli sa-ri rI 

ta .fa r! 

14. ma ma mll 

pra tza mit 

15. nI nI pa 
a nu pa 

16. ga gli ga 
lam 

pa 
la 

nI 

dha 
sa 
nI 

dha 
si 
nI 

dha-ni ma ma 
ga tim 

dha-ni dha dha 
ma tim 

sa sa sa 
mu kham 

dba dha-ni dha 

vya kan 

ri- ga sa ri-ga 

bu do 

pa dha dha 
dam 

sa 

va 

sa 
ra 

sa-ri rI 

rdha 

sa-rI ri 

ram 

sa 
SU 

sa 
mt 

sa 

ma ni-dha pa-dha 
mi tama 

pa-ma pa 
ma mu 

ga ga 

pa-ma 
kha 

ga 

ri 

ti 

nI 

pa 

pa 

sa 

dha 

dha: 

nI 

sa 

sa 

Sil 

mli 

ham 

pa-dha 
ka 

g:i 

9. ~~l~l~ql ~t@: I 

aim: «iff.:rtlt: ~~~~1~ttqtqi Sf~tfac:n: , 
' 

ft:f~ ~rramt f~~rrt~r~,f~a, l l t; ~ l I 
~~~1 1f~an::1 ft~ttrtc~T~ct i:ra'! ) 
at°'\Tci RtR-r)tt;r '4qa' s°W .:f ~l~qi:f 11 r; ~ ll 

~ ' 

§27 

ri-ma 
la 

nI 

pa 

pl:i 

sli 

bu 

, aha 
tim 

dha 
-da 

nI 

ga 

nu 

S[ 
I• 

srz 

sa 

ma 

ri- ga 
ma 

ga 
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~~~Tcf'{'Ttfffi:n~fq'. '11nll'Ufm ~.:fl I 

fe:a~ ~~Qf in;\' ~ cTI'~ fcff;r~):j(.:f'f I I c; ~ I I 
"' ' 

~t ~~Titl=st{qlt(T $1..t+tt ;:tntf: , ~qc{ffic(q;t{ttf1 1 
' ' 

amn: SffflR:-

~­
t• 

~-
~-
~-

~-
,. 
\3. 

i::;. 

~-
to. 

~;;ncf1:attc:n 
' 

~t m m m irt irt 1tt 1tt 
i ~ 

rrt 'fl q'T 'fl ttl 'ft irT ett 

tr , i 
m m m ttt q'T q1 .=t1 ctr 

~ -
.. 

tr ~ ~ 2 
etl .:fl al ~T etl .:fl qT 'fl 

SI UT tt SI ~ tt 

~t m m m ~, ar ~l ttt 
~fcl~T ~~ ~ 

etT etT q'T qr qr .:fl etT etl 

i{ fq .:fl ~ 

~l ttt ttT ttt ttt ttt m ~T 

3l fq cfi' 

;:r) ql qT qy qr qr ql etl 

, ~ g 

m ffl 'fl ttl qt qi i=IT qJ 

3t fitcfi' ~ ~ g 

qf ifT m m qt .:r1 q'T "' 

if tt ;t if m fi:r 
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~ t. ttt ~, m ~l ~r ~r m rrt· 
~ qt !!~ ~ 

I I I I 

~ ~- qr qr 'tT qr i:rt ~, m 'fl 
a cf ~ f~ ~ 

ir~s~~n=ttt Sf~i:rr faattn g tr~~ift , 

a: q~f~fa'a'llU fttl~~ai:r1 ~cffetcfi'T~: I lc;'l!ll 
C. 

~~ifl S~itT ~~t t:t~f~@i{cfi:fT cfi~t I 

[ a~ ~t cfi~if q"c{ttl~i=l'T] 

[ ~~~~~Sf'IJJlf~~il~fcf~lij'~~;:rfq;:J)ij~ ' 

atfqcfi~~;:!~;i if'fTfif ~cfl!J;~~ acf ~f~~ 11 ] 

(ix) SarJjodiryava : (81-85 b) 

a2:~ 

J ' -~ 

-~t-· : D) 

ti·-,~~ 

" 

.r 

In farjjodicyava the fundamental notes are said to be 
rarJja, madhyama, nifada and dhaivata which are mutually in con­
cert with each other; there is a profusion of the low gandhar~1 

and high farjja and uabha2
; the hexatone is accepted to be 

( caused) by the elimination of [fabha, and the pen ta tone by 
that of uabha and pancama; no hexatone is (possible) . with 
dhaiuata as the fundamental note 8 , the giti4 and ta/a etc, · ar; 

1. Even though gandhara is not a fundamental note in taef jodicyav.a 
yet it is profuse in the lower register as laid down by Bharata 
who says : "$arj.ja, rtahha and g'ilndhara 'have to be strong" (cf. 
N. S , G. 0. S. Ed. XXVIII 109 p. 57). 

2. $ar/ja and ,tahha are profuse in the higher register; for, 'as 
observed by 'K', uabha is the maker of the hexatone and the 
pentatone, and therefore in the state of completeness, it is. rarer 
along with pancama according to Matar'lga (as quoted by liim). · 
Thus the statement of Matai1ga is valid, according td 'K', 
with regard to the low and the middle registers; anq. tl,;iat q~ 
Bharata (quoted in I above) with regard to the high re~ister: 
$aef,a is one of the fundamental notes and is naturally profuse, 

. but the provision with regard to its profusfon in the higber 
register shows that it is comparatively more _prqfuse there, 
than in the other two places. _ 

3. Because uabha, being its consonant, cannot be eliminatec:i'~ 
4. The Adyar ed. of S. R. reads gtta, which has been changed 

here to giti, as for P.xample is the case in the following 1at!ja­
madhyam'lJ.. Moreover, dhruv'lJ.-g'lJ.na is -mentiqned _s._eparately in 
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like those of IlJ,dji, its murcchana commences with gandhlJra, and 
its proper application is in the dhruva song of the second act. 
(81-83) 

In this farj.jodlcyavii, madhyama is the 
faq.ja and dhaivata are the semifinal notes. 

Its prastara5 
: 

1. sli sl sa sll ma ma 
Sai le 

2. g!l ml 

sa 
3. sl sl 

sai 

4, dh!i nI 

pra ~a 

5, ga Sil 

sa vi 

6. dhli dhll 
na r,i 

7. s~ gll 
A 

8, nI dbl 
mu 

9. sll sll 
a dhi 

10. dha nI 

11.a ya 

11. . ta Sil 
(U ' 

12. dhA dbl 

pli 
sil 

mll 
le 

Sil 

ya 

sa 
la 

pa 
no 

g!l 
dlii 

pa 
khen 

mli 

ta 

sll 

nam 

sa 
oa 

pa. 

m::i. 

gll 

Sli 

g~ 

pa 
SQ 

dha 
pra 

sa sli 

sa 

dh!l pa 

gll g!l 
ka 

dh!i pa 

ga pa 

sll 

Sil 

mu 

dh!i 
na 

S!i 

SU 

dhli mll 
ta r,a ru ei ram 

ma 

pll 

fil 

nI 

san 

Sil 

khe 

nI 

ga 

dh!i 

pll 
khen 

nI 

ma 
sli 
re 

ma 

final note, and 

gll gll 

ma 

nI 

pli 

sa 

dha 
dam 

sa 

dhli 

nl 

pa 

sa 

ma 

dha 
nu 

d'1a 
nu 

mll 

ga 

gli 

la 

dhli 

sl\ 

dha. 
du 

dh!i 
du 

mli 

mz 

gli 
sa' 

ma 

this same verse. The reading g!ti is surely more significant in 
this context. The interpretation of 'S' also supports this view. 

!Ji 

5. The purport of the song is as under : 
0 ! the lord of the gods as well as the demons, I bow 

down to that beautiful extra (third) eye of your moonlike face 
which is the means of amusement in the midst of the graceful 
love-sports of the daughter of the mountain (PlirvatJ). 
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The first kala is (sung) by the two syllables sai and le 
and the second by (the three) sa, sa and nu, while the third 
is by these five. Similarly, the seventh is (sung) by (the 
three) syllables a, dhi and ka and the eighth by (the three) 
mu, khen and du, while the ninth kala is (sung) by these six 
together. (84-85b) 

It will be observed that certain portions of the text of the song, 
in the above kala-s are repeated. Here the pattern of repetition is eluci­

dated. 

The text of the first two ka[lJ,-s is repeated in the third and that 
of the seventh and the eighth kala -s is repeated in the ninth kalzt. 

The autho! has given specific instructions regarding the distribu­
tion oft he syllables of the song among the kala-s in this particular case 
only, in view of the repeated portions. 

10 ~q'!~JH ~T@: . ..._ 

af~T: ~ta" ~cf~f: ~~it'~"lfq'flfT fit'~?a:l ~ llt:.~ll 

tjq:;;~;a f.r~l-q) S. Wll{ffl~~ cfTf~t fcf.:rT t 
._ C 

f~)qf ;:rq~ )qn-'tft ISl'ficf1s_,, fira i@ 11 t:;, 11 

tfricf~_,, ep;fl: ~@t fi~cl'T g fcn:)fet;ft 1 

'ltfffiflw.fifflSSa"Tf;:r ISl'f~fcf;:,~;:rT ~: I lt:;\911 

it'C:l.fiflf~f~ ilff 9:~Tcffif.:flfliit'~ I 

atflft ISl's ~ittlfi:rT llt fil'i ~if~trlf1 ~,~1 1 ~{cf mt 
' ' 

3tq;:lfHtT: I ~T: smn~:--

~ o, 

~-

~-

'"'' ~glfqr 

it'T 1'TT ~q q"f cf q ifT Ref f.m 
~~f;:rcf~ ~. 

I I I 1, I 1 I 

it'T ifT ~l fm '{tT f.:fcf qcf qi 

fcf ~T ~ ~ :el' 
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. ~ 

·1 
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,n 'fl ~, 'fl i:rr i:n ~n m 
;t 

'" 'ff{'{ '" 'fl fife{ qc{ qq qqq 

Sf fq cfi' f« ~ ~ ~ t 

ell q'c{ qf~ f ~tt 

a: ~ ti if 

i:fff f~q ~« «T 
~ fif 

f~ m ~, irrrir ir, "' '" 'fl 
;i 

irt irt ~ i:ici ciq qci qi:( tjitii 

cfi'T f 'f \if .:f .:f l1 it 

'ell q''cl qf~ f~ff irtt rot Q'clQ ffi 

~ ~ lll f ~ ;i f ({ 

'" 'fl 'clf.:r 'cl~ 'clq' '{q' q'f qf 

;;f 

~ 0, qi i:iiii:i qi f~ qci qqtj ttt 'ft 

Sf 111 "1 fl=f ~ ~ 

t t. 'cl T q''cl qft fm 'f'l fttt «cl« «T 
~ ~ a:T fcl qt f« 

1·:: ·>t~. f.:r'cl e'T ~T 'I'~ in "1 'fl "1 

;:f 

[ ~ Qicfi<.>2''1' ~lfl\if.:fl] I 

[ ~\if~~fif~«~~ 
Sffqtfi'fua'~~tq~lhif 4R~'{ 1 

cfi'Tfira;i.:t'-4.:t ~ ~fu;rf;q;:f 

Sf1J11nfq il:~ ~~f'clcftfflit'{ 11] 
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(x) SatJja-madhyama : (85c-88b) ' · '· 

In $ar)ja-madqyama, ( aJI) the seven notes are th~ f~nda­
mental notes which move in concert with each other, ·riifada 
is rare1 except when gandhara is the fundamental ncite9 or 
when it (niillda) is the sonant8

; the hexatone and the penta­
tone are accepted to be ( caused) by the respective elimina­
tion of nifada, and nifada and gandl!ii.ra; both these (ni and g(') 
are adverse 4 to the hexatonic and pentatonic formations; 
giti, tala, kala, etc. are like those of $li.r}ji; its mflrcchana is 
known to commence with madhyama, while its proper ~pplI­
cation is like that of the previous one. 5 (85c-88b) 

' ,,.,,, 

In this f arjja-madhyama, ~arjja and madhyama are the final 
notes, and (all) the seven notes are semifinal notes. Its 
prastara6

: 

1. mli ga sa·ga pli dha-pa mli ni-dha ni-ma 

Ra 

2. m!i 

vi 

ja ni 

ma s~ 
l1l 

va dhu mu 

ri-ga ma·ga ni-dha pa·dha 
sa lo 

kha 

pli 
ca 

I. Ni{n.da is rare in the state of completeness. , 

2. Even in the state of completeness, if gandhara is the funda­
mental note, then the rarity of ni f'ada which is its comonant is 
not desirable. 

3. When, however, nitada is the vad'i (sonant) it cannot at all 
be rare. 

4. The two bi-srutic notes (dvifruti of the text), gandhara and 
nitlJ,da are not conducive to hexatonic and pentatonic forma­
tions when they are the fundamental n otes, as observed by 'K' 
because of the very fact that they are formPd by the elimina· 
tion of the ni{1J,da and gan:lhara, and also because the same 
note cannot be the fundamental note as well as the note to be 
eliminated. Thus, the purport is that while ga and ni are the 
fundamental notes, there are no hexatonic and pentatonic 
forms. However according to the in terpretation of 'S', in the 
case of hexatonic and pentatonic forms tak ing place, ni and ga 
are dissonant (vivo.di). 

5. That is, 1arj,jod'icyavlJ.. 
6. The purport of the song is as under : 

Obeisance to Lord, the presiding spirit of the white water­
lily (i, e. the moon) which is, as it were, the graceful eye of 
the bridal face of the night, (shining) like the froth (collectea) 
upon the petals of the white water-lily in full bloom and 
which is pleasing to the heart and the looks of the loven. 
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ga mil ma sa sa 

,4! . riia: ma-ga-ma ma ma ni-dha pa-dha pa·-ma ga-ma-ma 
· · pra vi ka si ta ku mu da 

5,, dh!i pa-dha pa-ri ri-ga ma-ga 

da la phe na sam 

'6, ni-dha sli 

.hham 
rt ma-ga-ma ma 

ri-ga sa-dha-sa 

mli ma 

sa 
ni 

mil 

· 7, mll m!i ma-ga-ma ma-dha dha-pa pa·dha pa-ma ga-ma-ga 
K'fJ. mi ja na na ya , na 

8. dha pa-dha pa-ri ri-ga ma•ga 
hr · da ya hhi nan 

ri-ga sa-dha-sa sa 
I di 

9. mil ma dha-ni dha-sa dha-pa ma-ma pa 
nam 

IO. m1!. ma-ga-ma ma ni-dha pa-dha pa-ma·ga ga 
pra T}a m'fJ. mi de vam 

pa 

ma 

I I. dha pa-dha pa-ri ri-ga ma-ga ri-ga 
ku mu da dhi va 

sa-dha-sa sa 
si 

12. ni-dha sa rt ma-ga-ma ma ma ma ma 
nam 

11. ii1;'et1it~}~t1::lfT ~ tf~t 1 

in.=f.TT~tcfl:;;tf cfltd g ~Tci~t tt~'1f'f~lfl=fT II t; t; 11 

f<\11qfffifT~ci ;fllf 'clot~~ s·~~~•~ita1 , 
~q1 f"etttrrJieflU! t'tl~q~~ Sfcfitfoa1: I l t; ~ I I 

ft~): ~fffoi~H e{qfflf~~ 'J:~-iifT l 

oH-l'~~f~) ~tf: cfi~T: tt) sw tfitfaar: , , ~ o 11 

fctf~)rr) ~ f.fTrfTif =tlfg~ialJT 'fa: , 

~ ffr.:f.TT~)~):;;qqttfi '{tl(l={) nfl9: l 
" ~ . 

q;:l(tm I ~r: !ffifR:--

.. 
~eTc@Tq-

' 
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t t . m.:atRt~~tfql 

t. m m 'tT "1 'tT ~q tfl "1 ~, 
~-

~-
"it. 

~ lfT "1 "' ~1 ~, m m 
i:q 

f.TT if T «T 91 "1 l=fl qt qy 

111 ~r , ~t i 

;ft if'r "' ift "' ift "' ift 
ti ~ fq sq fa ~ cti 

~. i:t'T i:t'l ~1 f9'ff 9'1' ifT ifl 9'T 
ff h:;:i f;fa'T f~ 

"' 
~. i:t'T q1 i:t'T qf~'l ffT ITT ffT ffT 

a~"' ~ 
\3. rrr i:rit "' 'fet l=fT etf.:r q-1 -"' 

sr f q cfi f 9 a ~ i:r 

t;. ~, rff 91 flt{ ;:w-) ;:it ell ell 

i'.fi i:r ~ f;:r +i 

~- m f~q ~, flf;:r m f~it "' m 
3' fa ~ f~ . ~ tfit fff 

~ o. "' flT a, ir1 itf9' ~f;:J ifT ;:w-) .. 
.:f ~ ~ q Qfl " 

I I I I I I I t I I 

~ ~- i:rt "' itT qf'{q ITT tTT a, m 
~ f.:r ~ ri 

I I I I I I l I I I r~. itT a, ill m in qy "1 tifm 
q.,. fff:fl w~~ 
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( xi) Gandharodicyava : ( 88c-9 lb) 

In gandharodicyava, however, there are only two funda­
mental notes, viz. $a(ija and madhyama; the hexatone is 
(caused) by the elimination of r~abha and in the state of 
completeness the notes other than 1 the fundamental notes 
are rare, while in the case of hexatone nirada, dhaivata, 
pancama and gandhara are said to be rare; 2 uabha and dhaivata 
may be comprehended to be in concert, 8 (and its) murcchana 
commences with dhaivata; the tala is known to be caccatpufa 
and the kala-s are said to be sixteen; its proper application 
is accepted to be in the dhruva song of the fourth act. 
(88c-9lb) 

I. Amsetara, i . . e. other than _the fundamental notes, viz. other 
than sa and ma, i. e., ri, ga, pa; dha, ni-these are said to be 
rare in the state of completeuess. 

2. In the hexatonic forms only ni, dha, pa and ga are said to be 
rare, beca1,1&,e ri is eiiminated. No pentatonic forms are 
possible hem as ordained by Bharata. (cf. N. S. Born• 
Ed. p. 450). 

3. This applies to the state -of completeness only, for ri is elimi· 
nated in the hexatonic forms. 

Section 7 : Jati-s (Melodic types) 

In this glJ.ndhll.rodicyavlJ. the final note is 
[aija and dkalvata are the semifinal notes. 

I ts prastara4 
: 

I. s!i. 

sau 
s::i 

2. dhli pa 
m,1a 

3. dh:i nI 
gau 

pa 

m!i. 

sa. 
ri 

ma 

ma 

Sli 

pa. 

sll 

ma. 
mu 

dha•pa 

S!i 

ma. 
kh'fJm 

4. nI nI nI nI nI nI 
ru ha di irya ti 

5. ma mll dhll ni•sa ni nI 
pa ri cum bi t'fJ 

6. mil pa mil pa-ri-ga ga gli 
ta su p-a dam 

7. gli ma-ga pli pa-dha ma. dha-ni 
pra vi ka si ta he 

8, rI 
ka 

9. ga 
A 

IO. sa 
na 

ga. sll 
ma la 

ri-ga sl\ 
ti ru 

sa sa 
kha da 

sa-dha nI nI 
ni bham 

sa-ni gll ri-ga 
ci ra kll.n 

mil ma-ni dha-ni 
rpa {l'a 

11. ma. 

la 
pa. 
ni 

ma. pa-ri5 -ga ga ga. 
ke tam 

12. gll sll ga s!i. m:i pli 
ma na si ja sa ri ----------
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madl!yama, and 

pa ma. 

Sli 

pa 

ni 
la 

nr 

Sll 

pli 

dh:l 

S!i 

ni 

sll 

ma. 
ra 

sa. 

pli 
bu 

nI 
ka 

nI 
rci 

Sll 

pa 
ma 

dha 

sa. 
ti 

nI 
ma 

sll 

pa-ri-ga 

4. The purport of the song is as under : 
Obeisance to the auspicious feet (of Siva) that are 

worshipped as they are kissed by the divine ti/aka mark on the 
gentle lotus face of Gauri and that ( caused) the destruction 
of the mind-born (cupid); and also to the two matchless feet 
of GaurI that are (resplendent) like the golden lotus in full 
bloom, that are the abode of pristine purity of the mirror­
nails that reflect fascinating lustre. 

5. Ad. ed. of S. R. reads pa-ri-ga, but ri has been marked tilra 
(high) on the basis of 'K' and K. R. for it seems their inter­
pretation is technically sound. 
22 
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13. ga ml:i g::i. sa ga 

nam 

ga g:i Sli 
ta efa 

14. ni nt p?i dha n'i 

mi 
ga 
gau 

ga ga 
pra ria mil rl 

15. n'i nI dha pl!. dha 
ga 

pli 

ma 
ma pa 

ca ra {la yu nu pa 

16. dhll pa sa sa ma ma ma ma 
mam 

12 ~mitl;:~1ft ~T@l • 

at~n: ~ ~mrrr.='cl'Tll'T 

f~qfa~ «m.ft: 

qs::q qti~f;;fa'l: '' ~ ~ ' ' 
ctmi ~f .:rf 'clin-ri\° , 

ft~)qf~q~).:n.trt lSfl'scf T~cffqtSq~ l I ~ ~ l I 
~ 

q~ f.:r'clq)tu: qs:~q) if6e t. lscf'{ ,. 

fe:t!f.:cll't~fqcf ~;;ff;:rqqr: ~hra-1 «IT1 11 ~ ~ 11 

~CTTVl:flf~ ~~fef<!t':f+l'lf~g ,~ill I 

aa)lf~!WJTrttt~ cfltft fcff.:rlft;;frfi:t" , 1 ~ 't, 1 
e ~ , 

ar~t1t ~m111.:'cltlfT m.:e1r~, ill'T«: , qc:qq)sq.:t1Hr: , ~ 1.:n: 

sn=at~:-

~~. 

~. 
~. 

~-

""I. 

~ffirr1.:e1,~) 

1H i{f «r ~T ITT «r 'TI i{f 

a "" ~ " '11' r" 
I I 

~r «r qr qy in irt rrt tTT 

~ ~ fa ~ cfi , 1Sf 

i:t"T 'tT 'ell t{l qr 'TI 'clt{ qrr 

1Jf fcf , 

i:t"T qr ill itT i:t"l itT in lfT 

fa 
1 
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~. 'clT .=r1 qt *i 'ell ;:ff qi qt 
0 

~. qt qf qt ~f~ qt qf qi qf 
0 

\9. ~) ITT itr 'tl 'TT 'fl irT 'TI 

sr 1Jf in f q tt1 ~, 
t;. ~, m iir 'l1 qr -iT in rn 

~-
~ o . 

~ ~. 

F~· 

cf qi{l ~ f~ 

'TI 'tT q'f tfl WT 'TI 'tT 'TI 
q 

lT rrr ~, ~l ~, rrt rrr rrt 

srr fa ~ ~ 
t I I J I I I I I 

m irr "' qi:r qr f ;:rq qr qr 
0 

iiT -i, ii, rif~Jf ~ if irr ~r 
0 • 

[ a~ ~,~~tt.:r qqq)~.:rr ] 

[ ~ ~T~~;;ff;:r~~fo~~ilSf1Jffcf,f°'! I 

Sf1Jfi:JTfq rr)~m;:rr~f~stTfa~ I I] 

(xii) Rakta-gandhari : (91c-94) 

339 

In rakta-gandhari, the fundamental notes are five,' i. e. 
(the notes) other than dhaivata and uabha1 ; ;arjja and garzdhara 
should be brought into close contact (sannidhi) and in coordi­
nation (melana) with the other notes excepting uabha2 ; the 

I. That is, sa, ga, ma, pa and ni. 

2. Here the a uthor is talking of two differen t relationships of 
fai/ja and ga ndho.ra, viz. sannidhi a nd melana. 'K' defines the 
former as the continuity of the two notes of different laghu-ka la 
(i.e. duration of t ime in terms of laghu-s) and the latter as the 
continuity of two or three notes of identical laghu-kala . The 
purport is that these relations should be effected. 
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hexatone and the pentatone are formed by the respective 
elimination of Habha, and nabha and dhaivata; ni;ada and 
dhaivata are profuse 3 and pancama as the fundamental note 
does not admit the hexatone4, while ~af,ja, ni;ada, madhyama 
and pancama ( as fundamental notes) are not conducive to 
pentatonic formation 5

; ~aefja and gandhara are in concert with 
each other6

; the pancapaTJ,i etc. are like those of rar;lji and the 
murcchana commences with rsabha; its proper application is in 
the dhruva ( song) of the third act. (9 lc-94) 

In this rakta-gandhari, gandhara is the final note and 
madhyama is the semifinal note. Its prastara": 

I. 

2. 

pa 
Tam 

sa 
ka 

nl 

sl:l 

ra 

Sa 
ha 

pa 
ti 

sa 

pli 

la 

g!!. 
la 

ma 
ka 

sa 
ra 

mli. 

bhu 

pa 
ja 

gll 

nI 

nl 

gll. 

1a 

3. Nirnda and dhaivata are profuse. 'K' comments on this state­
ment as follows. Nif'iJ,da is a fundamental note and, as such, 
is naturally profuse, and yet if any specific mention is made 
about it, obviously it has been done to indicate that it is very 
profuse, i. e. more than can otherwise be expected in case of a 
fundamental note. Again dhaivata is the maker of the penta­
tonic form, and as such its profusion is out of question in the 
pentatonic forms, while in the hexatonic and complete forms 
as well it must ordinarily be weak. So its profusion is ordained 
as an exception by Bharata: 'Whaivata and nitada will be 
strong" (as quoted by 'K' and N. S. Born. Ed., pp. 449, 450). 
However, in the critical edition of G. 0. S. the following 
reading is found which seems to be quite appropriate. 
"Dhaivata is strong here, though it becomes weak when 
eliminated (N. S. XXVIII 116, p . 58). 

4. This is ajati of madhyama-grama in which pancama and rsabha 
are consonant. If pancama be the fundamental note, rtabha 
cannot be eliminated, and the hexatone is formed by the 
elimination ofri, consequently it is not formed. 

5. Similarly, sa, ni, ma and pa as fundamental notes do not 
tolerate the elimination of ri and dha for forming pentatone 
forms, which are therefore possible only with gandhara as the 
fundamental note. 

6. The sannidhi and melana of sa and ga with other notes have 
already been spoken of; their sailgati spoken of here, as 
observed by 'K' is between them 'a mutual relation'. It see~ 
that in Kallinatha's view sannidhi and melana are forms 0 

sailgati. 
7. The purport of the song reads as under: 

Obeisance to that (Siva) who is decorated by the ornament 
of the new moon for his tilaka mark and who is delighting to 
the lotus face ofGauri, 

3, m!i p!i 

vi 

Section 7 : :Jati-s (Melodic types) 

dh~ 
bhu 

pli mli. pa 
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dha-pa ma·ga 
tia 

4. ma 
tim 

5. dM 
0 

6. mli 

0 

7. rI 

Pra 

8. rr 
Da 

9. pli 
da 

10. rI 
pri 

ma 

ni 

pli 

ga 
tia 

gli 
da 

pa 

g,li 

mli 

pli 

ma 

mli 

mil 

mli. 

nil 

pli 

sa 
ti 

mli mli 

ma-pa dha 

dha-ni pli 

p!i p!i 

pli. 

pa 

sli 

ka 

mi 

p!i 

ra 

pli 

rI 

ram 

ma 

nI 

pa 

pli 
gau 

pli 

vin 

pa 

g!i 

m!i 

pli. 

pa 

ma 

m!i 

pl!. 

gl'i 

II. gli 
0 

g!i pli dha-ma dhli ni-dha pli 

12. mli. 

0 
pl!. mi!i. pa-ri-ga gli gli gll 

13. ~~~ :s=t"T@: 

~f?ll'cflflt:r~~T~ S. 'UT f.=t"qf!f?lfi l.fq'T tfqf I .. 
nrt~: ~~t:r ~ ~Tq";:lfqf fa,ffi' i:ra1 11\XI I 

at;it g f~qq1n=lfrmf~~lfti?ll'lf)fcf1: 1 

fu=f)qft~~)q.:r l'il'leqiefc«i irair 11 ~ ~ 11 
0 .., 

ft~q) fifqill~'UT.=t'T ~qfafirit: I 

iit:rk4s:-air~craT ll \ \$ 11 

•~~Tw.nR m.=~RTfq'f~ ,~~;:r, 1 

l'il'm{~ f~: 

~q'ij&l'Ofr@~ cttlli fqf.=t'lft~i:r 11 \~I I 
0 ' 

ma 

pli 

pli 

pll 
ri 

p!i 

pli 

ga 

p1:.8 

g!i 

8, Ad. ed. of S. R. reads pa p'{J, which_has been modified as pa pa 
with tilra sign on the basis of 'K' and K"R. since tl!at is 
technically sound. 
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31'flll ~fUcflfT ~rots~fiil!fTqt .=lfT~fT! l f~i:f~f: ~ 
«ta" cfT ~~T 3lq'-=lfT«T: I an=ll'T: Sf«n~:-

t ~. tf!ff~t 

i . tfT elf.; q"T elf.; rn itT rn ltT 

~ a, ~ ,· a 

~. tf T qT in f .;~ f.;~ q'T tfT q'T 

col " 0 3 
~. ~, .=ft ti, «, ~r ~, ~r ~r 

fq ~ if fi:faT ~ 

¥. «T «T «T ~t ill -'fT 'fT 'fl 

fc1 a ~ ~ ff 

~- i:rt ell .;1 ~t qt ell i:rt qf 
1J ell c:ci ill a 

~. ill ~, «1 ~rif ~, ~r ~, '(t 
~, " f il '+i 

\9. rn ~, ~T ~, ell ell "' 'fl 

! ~ ~ " a 
t;. rn rn ttT in i:n f.:f~f.:f ilT ill 

3l « q ~T • ~ 

~- m rn ilT ill rn rn rn m 
cfi' « '() '7f 

~ o. 
I I I I I I I q I m m .;r .;r .;1 el q'T q1 q1 

~ fq ~ lei' ~ 
I I S I I I J I 

~ ,. i:fT q1 i:fT q1 q'T qt +fl i:fl 

Sf vt in fir a) =q 

' 

\' 
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~ ,. ~T i:ff ;rr f.:ietf.=f ;:r)' i=l'T
1 

i:fl m 
i=f fer t q 

[ a~ m~tt;:r q~lfT-s:f.:fT ] 

[~a1~ct~Tira3fq-~qfi:f~T~ fctacfi~a- ~~1eiiift~)qf.:fmt , 

J{_c{cfi~"f«'fQlecfi~n:)~ ~f~ ~~~ Sfvt+nfir a)=q~f~"'! , 1] 
'II 

(xiii) Kaisiki : (95-98) 

In kaisiki, excepting riabha1, all are fundamental notes; 
when however, ni$ada and dhaivata are the fundamental notes, 
then only pancama 2 is the final note, otherwise8 niiada and 
gandhara are accepted (as the final notes). Others, however, 
think that in case ni$ada and dhaivata are the fundamental 
notes nifada, gandhara and pancama can be the final notes.' 
The hexatonic and the pentatonic formations are accepted 
to be (caused) by the respective elimin~tion of ' nabha, and 
uabha and dhaivata. lf-fabha is rare5

, ni$lida and pancama are 
profuse 11 and the fundamental notes are in concert with each 
other. Pancama and dhaivata are repugnant 7 respectively to 
the hexatonic and the pentatonic formations. Pancap~,;i etc. 

I. That is, sa, ga, ma, pa, dha and ni. . 
2. This is ordained by Bharata who says: "Gandhara and nitdd~ 

are the final notes. When dhaivata is the fundamental note 
as also ni.{tJda, the final note is desired to be pancama" (as quot· 
ed by 'K' and also Born. Ed., pp. 452, 453). 

3. That is when sa, ga, ma and pa are the fundamental notes. 
4. Such as Matai1ga who says : "When dh-aifata and ni1ada are 

-fimdarriental notes, paiicama is also_ a -_ final note." Thus in 
this view also -the special position of paiicama _in relation to 
dha and ni as the fundamental notes, is retained in addition to 
ni and ga as the final notes, 

5. That is, in the state of completeness. 
6. Obviously they are very profuse since they are also included 

in the fundamental notes. 
7. That is, pnncama is repugnant to the formation of the hexatone 

and dhaivata to that of the pentatone, 'K' explains that it is 
so because ri and pa are in consonance in the madhyama· 
grll.ma . So ri cannot be eliminated while pa is the funda· 
mental note and dha cannot be eliminated while dha is the 
fundamental note. 
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are like those of ~ll</.ji, the murcchanll commences with g llndh?J,ra 1 o. gll ga nilO ni ni-dha pli pll pa 

and the proper application is in the dhruvlJ. (song) of the fifth hr di SU kha dam 

act. (95-98) II. mli pli mil pa pa pa mil mli 

In this kaisikl, gandhara, pancama and nlfada are the final pra !7G mil mi lo ca 

notes and six notes leaving aside uabha, or even all the seven 8 12. sll ma ga ni-dha-ni nI nI11 ma gll 
1 

notes, are the semifinal notes. .. na vi se ram 
I ts prastllra 9 

: 

: j i:f\."?:li:fl~l~tfql ~Tm: I. pa dha-ni pli dha-ni ga ga ga gll 14. 
Ke li ha ta 

. -
ni-dha ni-dha 

i 
qSi{'llffi ~ ~vri i:{'f;tfl={RT~T ira1 1 

2. pll pa ma pa pa pll 
k1'1 ma ta nu ~&+r tti fqffl.:rn:m: rn;:~1~) ~);;qqtmf'{ 11,, 11 

' 
3. dha sli ri rr 

.. i:{'f;t{t:{lfq: ~ffil~~~e) ira: 1 nI Sa rr ri 

' 

i:1'~1 
bhra vi l~ 

~ 

vi ma sam .. ' ~ qtl{f fqf;:Jlf)~i:r l l ~ o o I I ifg~ttf Sf!HVfttf 
,:, 

4. Sa sli sa ri g!l ma mli mil ~f ' ~t ~lfiffql:;stfqTlfT t=f'f;lfi:fT ;:qr«: l oftlfT: RfflT~:--ti la ka yu tam 'l 

5. ma dha nI dhli ma dha ma pll r~. t=(t"l{i:{fqf;itf cfl 
mil rdho rdliva bil la 

dha-ni 
~ ~- q"f ~f;:r "' .:ff in q'f -lf q"f 

6. gll rJ s!l rI ri rI rI ,., 
) 

ni bham ~ 
.. 

so ma ~T er ~ q 

7. gll. ri sa sll dhli dh1i ma mll ~1 ~f ~, f~rr Mu kha ka ma lam ~- rrT ~T rrT '" 
8. ga ga gli ma ml!. ni-dha-ni nI nr i:r fcf cot fa t=f ir ~ 

a sa ma It-a. {a ·, ~. ,, ~, ift ift ift ;ft .:ff ift ;:r) 
9. g1 g!i nl nI ga ga ga gl!. 

J 
i:r i:r 

..., 
ct ~ I ~ 

ka sa ro Jam 

The alternative for the seven semifinal notes has been provided "'. ift ;ft ~ i:t"T f.:rer f.:r~ q'T q'f 
8. 

by the author in view of Bharata's statement that, "sometimes I , q fif ;i 
even uabha becomes the semifinal note" (as quoted by 'K' 
and also see N. S., G ., 0. S. XXVIII 138, p. 63). 'K' presents ~. q"f lll ~, ~f it ~f ~f lt another view as well according to which the expression '~ome• . 
times' refers to the state of completeness. ·ii ifT i:r) cfi tj I 9. The purport of the song is as under : i! 

Obeisance to the lotus face with the tilaka mark on the 

.~ 

~. i:t'T f~tt m ~ .=t'T ill ;ff ;ff 
forehead resplendent with the new moon on the head, graced 

li ~ f~ cfrt ft{ by the amorous perturbance that playfully destroyed the ct{ 
physical frame of cupid, having a special eye beautiful as the 

IO & 1 I, S. R. reads ni but it has been modified to re'ad as ni with the unparalleled golden lotus and bestowing comfort to the 
heart. tarasign on the basis of 'K' and K. R. as it is technically sound. 
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\9. i:i1 ttT "' m qi- qi- if T ifr 
Sf q "{ if Q'f ~ f ijf 

t;. if1 qt aj f~ci .;1 .;1 «T «T 
c{i:f~ , li 

~. qt qt i:it ~f~ qt qf qt qi 

!I ~, f'+f ~ a " f-f ~ 

~o. i:it qi"' h:if ill if1 in ifT 

·" "' ~ q ii I 
~ t. ifr qr "' qr "' .ff .;f ;:rf 

r~. 

t ~. 

r,. 

~l· 

,~. 

qf I q' f et f .:f .:ff , , q' 

in qr i:fT qf~q ifT if1 ifl tTT 

i:f fa ~T ~ 

m tTT ifr ~r ii, f;iei 
-m ci ?fft a " 

;:r)' .:ft' 

!I ~ 

"' "' etq "' f-fet Aet qi- qJ 
i=.( , '~ -~ ii 

I I I I I I I ~,, m -m ~, i:i1 f.=tetf.=r ;:r)'. .:ft1 

" ~ j _ ~, 'fll' 

;:r)' .=t'T
1 

... ell . qf . ell . ~T .l=fl l=fT 
.=r a :q ~ "OT 

T a~ m~tt.:f tfttrt~.=r, ] 

[ ~~fcfcfTTFai:ii:i~i:rq~W~f~q"f.:r+i 
:q1i:fTifiU~~~0tfifiTf;a's:rcR:tTQ'f~f~~tf'i 

~f~ai:ff.=r~.:r,~~q'tqfetf.=r.;t~fa~~ 
, I 

11 
!O , I f?ffcf ?l(fct'f~i=.(~i=f q;:i ~fcttf.:@i=.f~'i ll] 
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(xiv) Madhyamodiryava : (99-100) 

347 

Madhyamodicyava is consjdered always to be complete1 

with pancama for its fundamental note. Its other features 
may be understood to be like those of gandharodiryava. 2 Its 
marcchana commences with madhyama, tala is accepted to be 
caccatputa and its proper application is in the dhruva of the 
fourth act. (99-100) 

The final note, in this mad4yamodicyava is madflj!ama. 

Its prastara8 
: 

1. pa dha-ni nI 

h11 
ni ma 

rdha 
pll 

TU 
ni pll 

De Pa 
2. ri rI ri 

kan 
g!l. sa 

ti 
ri-ga 
_ma 

gll gll 
ma ti ma . la 

8. ni 
ma 

4. nI 

ku 

5. pa 
ell 

6, ma 
ru 

7. ma 
pra 

nI 
ma 

ni 
mu 

pa 

ri-ga 
ha 

pa 
Va 

nl 

fen 

.dha-pa 
da 

ri 
mi 

ga_ 
di 

ni 

ra 

nI 

ma 
m 

ri 

sa-dha. 

Sa 
ga 

ni ni 
du kun 

ni-dha . ni-dha 
bham 

ri rI 
ka ram 

ni nI 

pli 

~a 

vya 

.. . pa 
pu 

ni nI 

da 

pa . . pa 

rI ri 
hu 

ni DI 

kan ti 

. __ g~-- _ga 
,:) .. · 

ji 
. r • -' I•' r/ ,, ~ "' . 

I. That is, no hexatonic or pentatonic forms are poss~ble in it, 
2. Other features · -imply . the- rareness arid . the: ·profus10n~ the 

sixteen kala-s and so on-these may be - understood to be the same as in ga.ndh"tJ.rodicyav'{).. . • . . . . ' . . ~.:: _·.,·· -,---:_, . . : 

3. The purport of the song is as under : 

Obeisance to Siva in His Ardhanlirrsvara form ~hich is 
extremely bright, pure and resembles (in its whiteness) the 
clear moon, white jasmine and the white water lily:,-who is 
worshipped by the chiefs of his troops, extremely resplendent 
like the golden lotus, who is invincible, is adored by the gods;' 
has the speed of the wind and of the mind and the sound of 
the clouds and of the ocean a nd has the tumultuous laughter, 
who is peaceful , the vanquisher of the army of demons and 
whose feet are worshipped by all the three worlds. , 
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ll. ga pa ma ni-dha nt nt sli sii ) fr Section 7 : Jaii-s (Melodic types) 349 

ta ma je yam 
~~- r.filffi~T 

9. pa pll m!l dha-ni p!:i pll p!l pl£ 
, 

r Su r11 hhi $!U ta ma ni la t • 'U '{f '{{ '{t '{t ~t '{t '{t 

IO. ma pll ma ri-ga 
a ~~ 1Jf ~ f~ a 

ga ga gll. gll. I 
,.. 

ma no Ja va mam bu l ~- 'IT t(l ~l rn ~l .:tr .:t1 .:tt 

11. ga pli ma pa nl nt ni nt I efl qt f( ~ ~ 

do da dhi ni nil da • ~. ;fi qt .:t1 qt qt qt ITT f(l 
12. ma pli mll pa-ri-ga gli ga ga ga I 

A ma ti ha sam " fcf a ij{: Sf " ~ 
13. gll ga g:i. ga ma ni•dha nl nI JI "· f(l l:rT 'IT ttl .:t1 .:t1 if l -ti 

si vam fan ta ma SU ra ~, ell llil fcf ~ 

14. nI ni dha-pa ma ni-dha ni-dha pa pa • •. I 

'{Y m "' .:t1· m ~,· I 

I ~- ft' ifl 
ca ma ma tha nam fQT q fa 

. 
q; ~ ~ 

15. rt g!1 sa Sl!i. ni-dha-ni 
,, 

ma nI nt ' 
van de trai lo kya ,. ~1 m '{t m .:tt elfif q1 ttT 

16! nt nI dhll pa dha pa mli ma4 Ji 
~ '{t fq ~ l-1 ~, q 

na ta ca ra tiam I 

\9, ifT 1tT 'fl crfi'f f(T rrt ttT ,rr, 

iifilirt~~ :s:t'lffl': 
. ' I ,., t i ~ f.:r t ~ 

15. 1'\, ,, 
~) ~) f(l «i:r ltT in qy ttl 

·· '-l\1¥1h.6Qi ~~~, f"ffiffc(N'.qt(qffi: ' 
,, 

I 
t;, 

f~ a 
. "" 

~ '' q " if ~ 

if~'(fS.-d<¥11~~: qftcfi'Tfffirt: I I t O t I I 

~~-~~: ~q,~~uitfct: , 
I 

~- ifT qy i:n ttf'{it it tTT "' "' 
"'"'~~: tn'nrN ~~:, ~~fq~"'' '' t O ~ l l 

- 1 

" fa ctit a 
q'S:~l{~ Sl'R~lf ~efllfT ferf~tiiAir , to. ell .:tr ttt ltT ell .:ft ~, ~, 

.. . I 
I'{ Q!}; ~ fer .:tt <[ 

~ ll"T~i q~) ;iJHf: ' aim ~Tq'Nffm: l affl(T: ; 

smm:: .... ~ 
...... t ~- q) i=fl' .:fl i=f( i=f t i=ft .:ft .=rt 
y-
..: r.fi '{ q' ('~ eft g 
~ 

4. Ad. ed. reads ma which has been modified to read as ma with ·~ I 

~ qt ell ;ft ~fi=ffi=f ~, qi qi the t~ra sign on the basis of the interpretation of 'K• and the ,. ~~. 
surmise of K. R. which is technically sound. fu: ~ ~l r.fit « i=( 
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~ ~. in 'fl i:JT qf~q itT itT itT itT 
~ fq .:r) ~ \ J 

rl(. ;:ft ;:r) q'T ~f;:r rn tl'T itT tTT 

Sf QT i:JT fq ~ cl' 

~~- ~, ~)' irr m ;:rt' ;:rr' ~r· ;:rr· 

tf fi) ' q cl't a 

t ~. ;:r)• ;:r)' ~if efl 'tT 'tT 'lT 'll 
!ti 

[ a~ ffl~.=r qqlf)iit~] 

[ a ~~TQj~f~ae1ri:r1w«ffii:r@a-~ :-sr~~~1~tycm~a-qifQT1tfa­
~~~)fc1"?«m~f.:i~ f«a~:a-s:rfacm.:a'! 1 

qq~fcl'.=t)q~q~~efT~ .. ~f~fef~Tt-r.=f~)~ 

Sf"Ti:t'Tf q ~cl'lf ~)q-qfffcfi'! 11 ] 

(xv) KiJ,rmaravi : (101-103b) 

In karma:ravi, the fundamental notes are nifada, uabha, 
pancama and dhaivata. Due to antaramarga the non-fundamental 
notes1 are said to be profuse, gandhara 2 is very profuse · and 
all the fundamental notes are in concert with each other. 
Caccatputa is the ta.la and there are sixteen kala-s in it. The 

I. The non-fundamental notes are sa, ga, a nd ma, and as such they 
should be weak, but they are said to be profuse because of 
antaramarga (see verses 52-53 for tLe definition) . 'K' raises 
the question, ''If the fundamental as well as the other notes 
are characterised by profusion, what would be the distinction 
in·between them ?" and he answers, "the fundamental notes 
are used by way of sthayi (stable pattern of tonal movement) 
and other notes, even though frequently repeated are employed 
as saiicari-s (circulatory). Moreover, this is provided in view of 
Bharata's statement, "The non-fundamental notes are always 
strong because ofusage" (as quoted by 'K'). 

2. Because gandhara is in concert with all the notes as stated 
by Bharata; "Gandhara specifically moves everywhere. (i. e. 
among all the notes)" Cf. N. S., G. 0. S. Ed. XXVIII 136, 
p. 62. 
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mflrcchanll commences with far)ja and its proper application 
is in the dhruvll of the fifth act. (101-103b) 

Pancama is the final note in this karmaravi and its funda-
mental notes are the semifinal notes. 

Its prastllra8 

I. 

2. 

3. 

4. 

5. 

6. 

7. 

rI rI rI ri rI rI rI rI 
Tam sth1l tzu la li ta 

ma g!i. S!i. g!i. sa ni ni nI 

Vil man ga sa kta 

nt m!i. n'i ma pa pa ga g!I. 

ma ti te jal} pra sa ra 

g!i. p!i. ma pa ni nI nI nI 

dham I kan ti sau SU 

ri ga s11 ni rI g!i. ri ma 
' ti kham pha ryi pa mu 

rI ga ri s!i. ni dha-ni pli pa 
u ro vi pu la s1l ga 

ma pa ma pa-ri-ga ga g!i. g!i. g!i. 

ra ni ke tam 

3. The purport of the song reads as under : 
Obeisance to that sacred thread of Lord (Siva) which is 

attached to the graceful left side of His and is extremely 
resplendent, rediating the splendour of its silvery rayu having 
the king ot serpents (v1lruki) as its mouth (knot), which has the 
ocean of the vast chest (of Siva) for its abode, which is 
(made of) the white serpent of extraordinary brilliance and 
which serves for the amusement of $aomukha, who, in his 
graceful play, engages his artful fingers in toying with it. 

An alternative interpretation : 
Obeisance to the hood of that king of serpents (Vasukr}, 

the lovely white sn;i ke, who, like the sacred thread of the 
Lord, as it were, is attached to the graceful left side of Siva 
and is extremely resplendent, radiating the splendour of 
its silvery rays•. who has the ocean of the vast chest (of Siva) 
for its abode, and who amuses $ai:imukha engaged in toying 
with it by the sportive movement of the fingers of his graceful 
hands. 

" Comp. S. Raj (Vol. I, p . 235) which reads cfifqTfr.r!ilf.cJ (i.e. 
the splendour of the fire of anger) instead of ~lliff~lf.Q of the 
Ad. ed. of S. R. 
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8. rI rI ga sa-ma ml mli pl ' 
Section 7 : !]'/1.ti-s (Melodic types) 353 

pa ' I 
si ta Pan 

I 
' ~. ~ ;:ft ~T ~T llT 'l'T na gen dra qr qr 

9. mli pli mli pa-ri-ga ga cfT 
... 

~ ga gli gli 
q c1fi" ~ 

ma ti k'lJ.n tam 
¥. ill' ;:r) ;:r) ;:r) .=ff ;:r) ;:r) .:rr 

10. dha nI pli ma dha nl Sa Sli 

$a kha 
-, 

~) 
,;imu vi no da Sf ~ llT ;:r 

11. nI nt nI nI nI Di nl nr ~- .=ff ;:ft qq 'fl f;:rq f.:rq q'f qT 
ka ra pa lla Ditti gu 

c1fi" " ~ fif .t 
12. mli mli dhli nI sa-ni-ni dhli pa pli 

li vi ['/1, sa kl la ~. ~, ~, q'f 'fT ~, ~, ~, u 
13. mli pli mli pa-ri-ga gli gli gli gli f'+{ 

vi 
q ~ § ~ '1 ' " na no dam 

14. nI nI pli dha-ni gli ga ga gli '9. Ill ftq tl'T tfq ;:r) ;::r) ;:r) ;::r) 

pra t7a mil mi de Va ~ fq cfT qT f« 

15. sli rl ga. sli nI nI nI nI 

ya jno pa vi ta 
t;. ill' .:fl ~T fti ~)1 

~)' ~)' ~)

1 

16. nr ni dh::t dha pli pli pli pli 
a q ;::r) :if 

kam 
I 

I \. ;::r) 'fl tl'T f;:rit tl'T ;::rl ;:rl I ;:fl 

16. tll;:'ElHq~q1 ~l@: l I ;::r " ~, ~ ~ 3 

atu) in;:qy~q°«i:tti q°«i:f:, tj;rfa: ~: , , ~ o ~', r 
to. .:rl qf .:rl qf qi tfi 'TT 'TT 

<fiaclfT ssnfq qy;:qy~)q°«i:lrlf~cf llf~f'+f: I 
"{ fa ~T " ~ '+{ ti' 

C\ 

:;J(=ilift~: q-)sffl:Jif lli"~T 'fTfctN" iJ:;;~iff I I t o ¥ I I t ~- "' qf "' qf .:rl .:rl .:r1 ilT 

gll~~vr~i:-~q~~ cfT'fTif f ;:p~ )~;::rq ' 
~ ~, '1 ~ ~ 

.. 
at~lfi m;:qy~q°«i:lfi m;:qy~) ;:r:ntr: 1 7iflq"'+f'l'°«i:fTef'l;:lfTtr1 , 

r~. 'fl 'fT Ill qf~q 'fl 'fl 'TT 'fl 

at~in: SffflR!- . 
~ ~, ~ a 

t ~. rrr.:~r~q~q) 1 t ~- ;:ff ;:fi 'TT q f .::rl l'TT 'TT 'TT 
I 

Sf 

t- tfT i:fq' i:fef ill qq "' qr .:r) I 
UT llT fq i ~ 

c1fi"i ~"- .:r1 ;fi .=r1 ;fi .=r1 ;fi .=r1 .=r1 

~- trAf.:r qr "' "' qr I ~ ~, ~ 

" r~ 
'fT 'fT 'fT 

q 

cf \ ~ ~- m ;rt qt .:ff ~r.:rr.:r ~ 'lT "' 
a fcf ~T Q'lfif ~ 

2$ 
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~ ~. i:r, ITT i:rT qfm rn rn in rn 
~ -fcfifl '- f{ 

[ a~ m~~tl°if tf~l{tiififT] ' 

[ ~T~ cfl'{~~~~&l~q"Tif1'ii:T~f.:f.i cf~,~fi{~,i:ffli't{lf't{­

cfTf«oi:fiflffiftt~Tiil,~~fa,Ttt~i{«~~T~il~~T~'J_ , 

a Sl'Ofq'lfi:f t~ :q;:~Teli:fPJ~afeJ~T~llit~.:ffefijT~f{ l 1] 

(xvi) Gandhara-pancam! 

In gandhara-pancami, the fundamental note is pancama 
and like gandhari and pancami, here too, many notes have to 
be brought in concert with each other1

; (the tala is) caccatpu(a, 
there are sixteen kala-s, its murc~hanll commences with gandhara 
and its proper application is in the dhruvll song related to the 
f~urth act. (103c-105c) 

In this gandhara-pancami the final note is gandhara, and 
uabha and pancama are the semifinal notes. 

Its prastara 2 
: 1 

I. 

2. 

3. 

pa 
Kan· 

ma -pa ma-dha 

sa-ni·ni dha 

dha 

v11 

Ill 

pa 
tam 

sa 
mai 

Ill 

pa 

sa 

dha-pa 

pa 

ma 

ka 

ma 

pa 

ma 
de 

dha 

pa 

pa 

ni 

pa 

pa 
sa 

l. In g11ndhMi, the fundamental and the final notes are in concert 
with the rest of the notes, so here too likewise, gandhara and 
pancama are deduced to be in concert with the rest, viz. sa, ri, 
ma, dha and ni. In pcincami ri and ma are in concert, so may 
it be understood here as well. 

2. The purport of the song is as under : 
Obeisance to that beloved Lord who is like the swinging 

lotus in leaning towards his left side alone (Plirvatt being 
seated to his left), who is sportively making love by briskly 
and playfully holding the breasts of the beautiful daughter of 
the mountain (ParvatI) scented by the perfume of the m

05t 

fragrant flowers and who takes delight in sporting the half 
moon for his embellishment, 

4. 

5. 

n! 

pren 

DI 
ka 

6. pa 
va 

7. ma 
gan 

8, nI 

ta 

9. nI 
na 

10. ni 

ra 

I I. ga 

12. 

ke 

ma 
ha 

13. ni 

pra 

14. ni 

can 

15. ma. 
ta 

16. ma. 
na 

ni 

Section 7 : :]ati-s (Melodic types) 

nl 

kho 
nI nl 

la 
nr 
mil 

nI 

nI dha-pa 
ma la 

ma. 
ni 

ni-dba ni-dha pa 
hham 

pil 

ra 

ri-ga 

ni 
ma 

ga 
ga 

mli 

ti 

pa 

pa 
Li 

nr 

tza 

ni 

ma 
vi 

pa 
vi 

ri rI rI 
su ra hhi 

sa sa-dha nl 
dka dhi 

sa ri-sa rl 

nr, jna 

sa ni•ga sli 
,-a ja 

ni ma pa 
r11 ga 

ma pa ni 

li ku 

m!!. 

lam 
pa-ri-ga ga 

tam 

ri 
ku 

nI 
tJll 

fl 

nr 
SU 

pa. 
ra 

nr 
ca 

gll 

pa 
ma 

dha nr ga 

ni 
dra 

dha 
lil 

ma. 
no 

mi de 

n1 nI ni 

rdha mau 

ni sa-ni-ni dha 
sa-kl la 

pa-ri-ga ga 
dam 

gl:'i 

17. ~r~ ~T@: 

rI 
SU 

Ill 

ri 

nr 

ga 
bha 

nI 

gli 

gli 

nr 

pi'l 

ga 

3lT~~·~:niiwr f.:rfrrrq-1 f~lllltfifqt1)fa ~n 11 ~ o ~ 11 

~'Tfa~lfit1'ql.f~aiiur3tiqa) ~~~! 

l:{T~ci tt~~~Tti'if ~~r.«tnf~f~ ~~ill 11 ~ o ~ 11 

~ief~ · lli~ra,~fcff-l'lfTfTT: s:r~tfaa,: ,1 
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nl 

na 

pa 

rr 

ma 

n! 

si 

rI 

DIS 

nu 

ga 
sa 

nr 
gra 

ga. 

gli 

vam 

nI 
cli 

pa 

ga 

~ -----
3. Ad. ed. of S. R. reads 1ii which has been modified to read a~ 

n"i with a dot above i~ conformitv with 'K' and K. R. 
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3l~Tq-r.:~=qi ttli~T~T .:tfHt: \ atffl ~cfttf«fT~T: l ~T: 

Sffi{l~:-

~\3. 

~-
~. 

~-

"· 
Y,.. 

~-
\9. 

i:;. 

~-

~ o. 

~ i. 

i~-

m;:~l 

"' ~l ~l '{l '{l 
a ~ ~ i 

~l ~l '{l 

I ~ it 

'{l "' '{l flt ~l ~l '{l '{l 
~ fi:f a ~ i 

'{l ~l tTT tTT '{I' ~T i:tt qt 

f~fqq ;:r ~,~ for~ 

'{l tTT ~T qf;:r ;:f1 -11 -11 -11 
q1 a 1l ~ 

-11 ~, -11 '{l eif;:r ~fol qf qi 

-l " ~ 3 Sf 'GT ~ 

qf qi qf f'{ff tTT tTT tTT tTT 

~ q'. f;:r f~ 
'{l '{l tTT ~« qy qy tf T Ill 

tf f'{ 'CJTT ~ ~ f~ ;r 

qf tti lit rot tTT tTT tTT tTT 

it ~ ~ t 
aj ;:(1 tTT tTT tTT tTT tTT tTT 

31q a "+ref 
C. 

tfT tfl in f~tt tTT tTT tTT tTT 

~ 'GT ~ r~ a 
.:fl .:fl .:fl .:fl '{l '{l ~l '{l 
a it q f-t '{ fcf ~ f~ 
'{l ~, ttt r1r ~, m ;:ft ;:r) 
~~ ;:r i5f ~ q q ;'{ 
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t ~. qf 'ff i:rr f-t~ ;fr m iir m 
" " .:f a ~-

~"· 

~ ~-

t~-

~T
1 

'{l• m t{q f{T 'lT tit 'fr 
~ ~ ~ i;f i5fT fq 

i:fT 1"4T -11 ;:fi m ~)' ;rr 'tT 

~ '+f q fa rti a f;:r ~ 
I I I I I I l I r 

r~i-r m i-rr m m m i-rr ;rr 
~ 

[ a~ ~Trfi~~;::r qq'.Qt~.:r,] 

[ ~ui;:!~~fi:fa~i f?ffqq;:r~)~f~ef@~~ 

.:rrr~3srQfr.i ?f~f;:rf~ qf'{QftfQgfQifif~~~'! , 

a1,a '+fci ~-~:f~~ aqc{f;r~fcf~f~~~;:r~~qcf.:tttrr.:ta1 
mQf ~tfq ~'+fi:tfoiicff.:t~~ , , ] 

{xvii) Andhri : (105c-107b) 

357 

In andhri, the fundamental notes are ni$ada J uabha, 
gandhara and pancama; riabha and gandhara as well as niiada 
and dhaivata are mutually in concert with each other. 1 From 
the respective fundamental notes one may proceed up to the 
final note. 2 The hexatone is (caused) by the elimination of 
$at/.ja, the mfJ.rcchana commences with madhyama and the kala-s, 

I. 'K' interprets this to be a relation of sannidhi and melana spo­
ken ofin raktag'll.ndhari (verse 91 ante). 

2. 'K' interprets arhhJ.nukramatai} of the text to the following 
purport : Of the four fundamental notes, viz. ni, ri, ga and pa 
one may sing that one which is employed as such and then 
proceed to sing the non-fundamental or co-fundamental notes 
in order to come to a close with the final note. This provision 
is based on Bharata's statement : "GlJ.ndhn,ra and uabha are 
related to each other in their movement and ni/lJ.da and dhai­
vata as well are directed towards the final note'~ (as quoted by 
'K', and also see Born. Ed., p. 451 with a slight variation of 
the text). 



$58 Treatment of Svata Section 7 : JtJ.ti-s {Meiodic types) 359 

the tala8
, and its proper application are said to be like those l 10. pa pa ma ri ga ga gi ga ga 

of the previous one. 4 ( I 05c-J 07b) gu ,:ia ra hi tam 

In this andhri, the final note is gandhara and the very IL rd ni Ill Di ri rI ri ri 

fundamental notes are the semifinal notes. ta ma va ni ra vi sa si 
12. rI ri ga ni sa sa nl nI 

I ts prastara" : Jva la na Ja la pa va na 
1. ga ri rI ri ri ri rI rI 13. pa pa ri-ga ma ga ga ga ga Ta ru ,:ien du ku SU ma ga ga na ta num 
2. rl ga rI ga rI ri rI rI 

14. ri ri gli sa-ma mli ma pi1 pa kha ci ta ja {am sa ra ~am vra ja mi 
3. ri rl gi1 g:l rI rI ma ma 

15. mil ma nI ni Sil ri ga pa tri di va na di sa Li la 
fu bha ma ti kr ta ni la 

4. rI gli sa dha-ni ni ni ni nI 
16. ri-ga 

kham 
ga ga ga gli ga ga ga dhau ta mu 

yam 

5. nI rl ni ri dha-ni dha-ni pa pa6 

na ,t;a sil nu pra ,:ia yam I .:J;:~(J.:a't ~nra: 18. 
6. ma pa ma ri-ga ga ga ga ga 

Vt da ni dhim .;.:~q-~qt q11q) s',rr) tff.:efl'~t=g 1X~: f'3:cf: II~ o\SII ( 
7. rI ri gli sa-sa ma mli pa pa 

q;f~~ q'1fff: Sf)m) ~) pa ti nit hi tu 
' 

hi na l St=lft tfTff~R f1{: I 
j .. 

Gll~~lj tfl~ef t{~iif\'l'Ncf: II ~ 0 ti It 8. mil pa ma ri-ga ga gli ga ga 
J 

f{.:stt{~flf 
sai la gr ham 

~'5qcfi'T ,:a~.:rl cfT\'I': ~cfT~ l 1. f ~Q'fl: ~\'fl: I I 

9. dha nl ga ga ga g!i gli ga 11 
~f.:fq)•it ~ cfl'lli=l' SNrietcrr ~~c!_ II~ o\lt A mr ta bha vam 

"' 

3. Kalakala is the reading of text in Ad. ed. 'K' does not comment 3{flfl ;:r;qq~qt 'lf.:eTTU .:lff«: I i:{t:lff{q'1f q1qq;:trr«) I 
on this poi·tion, but 'S' seems to read kalatlJ.la (i.e. kallJ. and 

om{l: ~r~:-tala). Obviously his reading is technically better. 

4. That is, Gandhara-pancami. 
11 l • ,I" • I ~ c:; • ;:r;:~q~r 

5. The purport of the song is as under : 
I take shelter in that (Siva) who has the earth, sun, moon ~- tTT rrT rrT tfl f{l 'tT elq' ffl fire, water, air and the sky for his body, who has placed th_e 

r «1 
, 

flower of the new moon in the locks of his hair, whose face 1s 
washed with the waters of the Ganges, who is the beloved of I the daughter of the mountain (Parvati), who is the treasur_e ~. ell ell ell ell ell ;ft «f.:rf.:r ell house of the veda-s, who has the vast snow-capped peak for h~s 
abode, who is the source of nectar, who is devoid of all quah• 0 
ties ( gul'J,0,-s) and in whom all wisdom abides. 

I qf 6. Ad. ed. of S. R. reads pl), pl), which ha~ been modified to read ~- qi qi qi qi qt qi qt 
asp-a. p-a. with a dot above, in conformity with 'K' and K. R. ,.&l, 

~ 
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~ o . ~)' ft' tt I ~t I '" "' 'ell tfl 
a ~ fcT ~ ~ 

~ ~. ;ft ;:r) ;:r) ;:r) 'ell q'f '" '" if fa ~, 

~~. irr qf~rr rrr m rn rn ifT .rt 

f~ 

[ ~ ij'fcfl'~~;:r tf q~fiil'.=t'T] 

[ ~~ ~ij:T~~~cn'{~q)f~ o'ft~iil'tfqcffiifa ~ 
~coll~,~ fllt~ WT~ ~f~~w;:r~ 

~~~,~~itw~,rr~T~~~~'!,~, 1 

3{~~qfffiJ:3i:n~~iil'T'ffflqffi~~T~.:f fq;:r)~ 
~'lira~ll~tiil'of«a~~~~e:i'T~tctmrr~:f.=rcnT!fll! 

~fm::~·:n~'!,~liil'.:f q;:~ ~~~ 

~~'f~ll,~~;:r~aiil'tsfercli~rrfaq)f.=r~ 11] 

(xviii) Nanda-panti : (107-109) 1 1 

In nandayantl, the fundamental note is paiicama and the 
inij;ial note is known to be gandhara1

; but however pancama 
is said to be the initial note in this by some vocal masters. 
There is a profusion ' of low uabha<J, the hexatone is ( caused) 
by the elimination of far)ja, hruaka is the 'miircchana, tala is 

I. It may be observed that even according to Bharata, as also 
Sarngadeva the general rule for all the j ati-s is that the funda• 
mental note is also the initial note; this however, is an excep· 
tion made by Bharata himself, "in a particular jati, gandh'/J.ra 
may be used as the initial note" (as quoted by 'K'). 

2. Here 'K' elucidates, "Since nandayanti is a j ilti of madhyama· 
grilma, it is not ordinarily accessible to movement in the lower 
register upto (iabha, yet because it is based on huyakn. 
milrcchan-n. which commences with the low pancama that has 
uabha as the only consonant note, it becomes permissible to 
make a profuse use of low r 1abha, Moreover, Bharata has also 
said, "There is a profusion of ,sabha here, and that pertains 
to the lower register" (as quoted by 'K'). 

Section 7 : J'llti-s (Melodic types) ~6, 
like that of the previous one8

, the kala-s are twice as many¼ 
and its proper application is in the dhruva (song) of the first 
act. (107c-109). 

In this nandayanti the final note is gandhara and madhyama 
and pancama are the semifinal notes. 

Hs prastara5 

1. 

2. 

3. 

4. 

5. 

6, 

7. 

8. 

ga ga ga ga pa pa dha-pa ma 
Sau 

dha dhll. dha dha dha ni sa-ni-ni dha 
0 

pa pa p~ pa pa pa pa pa 
myam 

dha Ill m:l pa ga ga ga g:i 
ve d id 1 ga ve da 

ma rI ga ga ga ga ga ga 
ka ra ka ma la yo nim 

ma ma pa pa dha ni-dha pa pa 
ta mo ,a Jo VI va 

dhli ni Intl pa gli ga gli g!l 
TJl tam 

ga-ma pa pa pa ma ma 'gli ga 
haram 

3. That is, like that of -a.ndhri, viz. caccatpu(a. 
4. That is, twice sixteen, viz. thirtytwo. 
5. The purport of the song is as und~r :-

O beisance to Hara (Siva) who is gentle, who is, as it were, 
Brahma in the manifestation of the Ved anga-s and the Veda-s 
and who is , devoid of inertia and activity , (tamas and rajas), 
the liberator of the phenomenal existence, having the lotus 
for His abode, benevolent, tranquil, . begil!:r:t}ngless, . _the, 
promulgator of law and order, sporting with ornaments, 
extending in virtue by the brilliance of his sports with the 
chief of serpents (Vasukr), enjoying the pure graceful play 
with the lotus hands of the daughter of the mountain 
(Parvatr), and (obeisance) to His body which is (sparkling) 
like a crystal, jewel silver, a (piece of) , white new cloth and 
the ocean of milk, which has made a vessel of the skull of the 
goat-headed (Daki,a), which is brilliant like the purity of 
Madhusudana (Vig1u) and is the cause of the highest state 
of being. 
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9. dh!i ~1r Section 7 : J'llti-s (Melodic types) 365 
nI ma pll gll gtl. g!i ga 

bha Va ha ram6 ka ma la gr 23, s!l sll dha-ni dha p!\ pa pli p!l 

kti roda Sit ga IO. mli m!l m!i mll mll ma mli 1 I 
ml'i. I • 

ham .. 
mli pli ma pa·ri-ga gli ga Sa sll ~-

11. ra ni kil sam 
rI gli ma pa pa-ma pa pa nI ,. 

ian 

' 
rI rI ga gli ma rnli pli pli SI vam tam san ni 25. 

I ! 

A ja ii ra~ ka p'd la 
12. rI rI rI rI pa pli mll ma -~. 

'" ' ve sa na ma pu rvam ·J 26. ri rI rI gli mli ri-ga ma ma 

13, dM PT thu bha ja nam 
nI sa-ni-ni dM pll pa pa pas ,, 

Bhu fa ,;a ti lam 27. ma ni pll ni gli gll gll gi:!. 

14. dhll ni 9 van de SU kha dam 
ma pli gli ga g!i gll 

I 
u ra ge ia bho ga 28. m!i mli pli pa dh5. dha-ni ni-dha ma 

ha ra de ha ma ma la 
15. gli pli pa p!i dhli ma gll ma 

hha SU ra 
, 

SU bha Pr thu 29. dha dha sa nI dM ni p!i pli 

16. dha dha dhli 
ma dhu sfi. da 11a SU 

nI p!i pli pa pli 
lam 30. rI rI rI ri ma pa dhll m!i 

17. rI gll m!i pll pa-ma pa p!i , fe jo dhi ka SU 
ni 

A la pa ti sa 
I 

dhli ca nu 31. nI nI nI ni pa mll mll 

18. rl rl rl ri pll pa pll p!i ga ti yo 

ka ra pan ka ja ma 32, mli pa-ri-ga ga gli ga gll gli ga., 

19. pl pll pa pli dha mll ml 
nim 

ma: 
la vi la sa kl la 

.~ 

• 
20. nl pll ga ga-ma ga ga gll gll 

, ~- ~q~~T~: 
na vi no dam 

21. rI rI ga gli mll ma mli · mli ; (i) ~l@~tf1.tefiT: ~:ni:n;:qf;ri~T: 
s/Jhfl t . ka ma r;i ra ja ta ;id • t ··~ 

I ,. 
at3~fq~ flflk~eticfiifl~Ssf~ili: I 22. nt pa nI mll nr dhli pll I• p!i { a'T~: 

si ta na va du ku la .1 ifT'lT! iilltf:;;:qsteffTiq"f!HUTT 1 'lla'lf! ~;:r: "~ ~ 0" C. 

6. The anusvara has been supplied to make the text intelligible. ;Q 

ifT'l'elt' ~hnfeJcn :q- '!,~~f~at: 7. 'K' observes that this is the last of the associate modified 
,:;.· llifla' I 

' j'lJ.ti-s to have been demonstrated in the state of completeness • j lfl~T sntTf+r: cfi~~llT ~T ~f~Ufq~ ft~ffi 11 ~ ~ ~ 11 
with one of their respective fundamental notes, and their other 
forms with the other of their fundamental notes and so on 

efTfTI~ f~OTT ' ~ 

fi:l~ 
.. 

can be worked out similarly. ~llt ~q :q~~ UTT I 
8& 9. Ad. ed. of S. R. reads pa. pa pa and ni which has been ~ctiiflf~ ~r.:ihni~ffcf~tfa 'ffll{ ll~t~II 

modified to read as pa pa /J'll and n'i with a dot above in con· "' 
formity with 'K' and K. R. · ~a ~ll'(l'llfflfa'~~~fflrcf, I .. 
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D. Concluding Remarks : 110-1 ISb 

(i) General remarks with regard to jllti-s : (110-l 13b) 

Wherever not specified, the tllla would be threefold, 
viz. ekakala etc. 1 set in the citra, vrtti and dak#na marga-s and 
the mlJ.gadhi, sambhavitli and Prthula giti-s respectively. 
(I 10-111 b) 

The number of kala-s as introduced by us, pertains to 
the dakii'f)a mllrga, which should be known as double in the 
vartika and quadruple in the citra. (I llc-1126) 

The aesthetic delight (rasa) may be understood to be 
determined by the fundamental note 2 in all the jati-s. 
(l 12cd) 

The elements of ihe derived raga-s are traced8 by the 
specialists among the parentjlltius. (113ab) 

The author having described the individual characteristic features 
of the eighteen jllti-s is now offering some concluding observations on 
this topic. 

\,Vherever no specific mention of tala etc. is made in the above 
description, the author Jays down a general rule with respect to tllla, 
milrga and giti to be applied in all such cases. 

Theprastilrn-s of joti-s have been modelled on dak1i,y,a milrga. T he 
author is here laying down the rule for singing in the other m'iJ.rga-s 
and gHi-r as well. If, for example, {a¢ji has twelve kaln-s of eight 
laghu-s each in daktir;a miirga, it will have twenty-four kalil-s of four 
laghu-s each in vilrtika and fortyeight kalll-s of two laghu-s each in citra 
milrga. In any case the time taken by the song is the same. 

I. That is, ekakala, dvikala and catuikala caccatpu~a. 

2. Such as, sa and ri as fundamental notes are said to be condu· 
cive to heroism and so on. 

3. It has been mentioned in some of the jati-s as described above, 
that such a rilga is seen; varll!i for example is seen in {ilr!jt . 
Rll.gllthsa is defined by 'K' as "an integral part of another 
r'll,ga." Such elements of the other raga-s are seen or perceiv­
ed in the jii.ti-s because they are derived from them either 
directly or through the gril rna-rliga-s. 

Drsyante (lit. 'are seen') is Interpreted by 'K' as udhhil'l!)lante 
which may be rendered as "are intuitively felt." 
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(ii) :~n@itF{~1.J q:;~~ @: 
~ 

~Sf~rri°: ~l=lf"SfT~~T: U~~fgct) 11 ~ ~ ~ l l 
31fq ~~Qf 'lT'tl~~Tcttf: Sf~/f~'J: l 

~:q) tniflSf minf.:J fiitt;:a- .:fl;:tfq"T tfq"T 11 ~ ~ ~ ' I 
"' 

aqT mq~~+Jctt ~m~) ~q~fi:ra1: , 

(ii) The esoteric value and nature ofjati-gana : (l 13c-l 15b) 

These (jati-s), if properly sung with the verbal texts 
formerly composed by Brahma in the euology of Lord Siva 
(can) redeem even the sin of slaying a brahmin. 1 (113c-114-b) 

As the hymns of the f!,igveda, the Yajurveda and the 
Samaveda are not otherwise uttered (except according to the 
rules), so also the jati-s 2 that have originated from the 
Samaveda are in conformity with the veda-s8 (I 14-115b) 

The author here is trying to bring out the importance and the 
value of ja.ti songs. In the first instance he points out (vide l 13ab) to 
their historical value from the point of musicology; and this constitutes 
a perceptible benefit ( dpfaPhala), since the study and practice of j'ati­
songs and their music is helpful in understanding the contemporary 
rilga-s tliat are derived from them. Secondly, he also points out an 
imperceptible benefit (ad(l(a-pha!a) also, viz. its potency for accruing 
religious merit and for absolving one from the greatest of sins. 

The author is varticular in pointing out that by his time jati-gilna 

(singing of j ati songs) had crystallised into unalterable forms, and was 
cast in rnles no longer open to amendment. This may even suggest 
that jati-gana was already out of date in his time. That is perhaps 
w by he sanctifies it in association with the vedic hymns as an ancient 
tradition. 

I. Considered to be the greatest of sins; if that can be redeemed 
through jllti-gilna, what else cannot be accomplished. 

2. That is, in contravention of the rules or in the violation of 
their characte1istic feature~ described above. 

3. The implication is that, it is sinful to sing the j'lJ.ti-s except in 
the form in w bich it is ordained by tradition. 
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It is well known that the vedic hymns are chanted strictly in 
accordance with the rules for pronouncing the vowels and the conso­
nants in them and with the specific accent, and they cannot be changed 
in contravention of those rules. I.likewise, jati-s are also to be sung 
according to their rules since they are derived from the S7!.maveda; what­
ever tonal structure, tZt&a and literary text (pada) etc. are prescribed 
for them cannot be violated in j ati-gilna. 

s.J;f~l~ ii ift@~ef;~, ... 
...... 

(i) ~ql<il-~ij<ilitf~tf;r 

(qi) ~ql<Ritl;Jl~ 

~:a~rfa«12~p~atflttt~l .:lf ~.:rt 
um ~.:rtfl~rn-1.:rt ac~llt~l':T 

"' 

<i~ ' "' 
~flfctt: II ~ II 

1. q~~-~~ijl';J 
....... ..__ 

l':T~~) ~~) s·~, sq.=tft~T ift .:ln ~) sfaif~ rr.:r) 1 

at~ttr ftqf.:rert ~s-ttft ft:, tfl~T e:fq~)f~cn: 11 ~ n 
' 

lifti:r.:llft~GfT~qf~ a~ ilf~ct irtct~f~f~: 
' ' 

Section 8 
Giti-s 

{i) The kapala and the kambala songs : 1-146 

(a) The kapala-gana : (1-10) 

Now, I am to describe the kapala-s t hat have originate~ 
from the suddha jati-s. The raga-s of the p aren t j ati-s bear a 
rcsemblauce.1 to their respective kapala-s ( 1) 

(I) Sa(l.ji-kapala 

Sarfji -kapala is declared by the experts 2 to be that in 
which the initial, the fundamental and the semifinal note 
is ~adja and the final note is gandhara; gandhara and madfryama 
are very profuse, uabha, pancama, nifada and dhaivata are rare, 
rfabha is to be overstepped and the kala-s are said to be 
twelve. (2-36) 

1. 'K' interprets 'sammitiJ.{1' of text as "sadrsakllral} prat'iyante", 
i . e. they appear to be similar in form. 

2. Gitavedi literally would mean those who are the masters of 
vocal music1 but it seems to be used in a wider sense. 
24 
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2. 3l{q~-cfiql~l=I 
"\ 

tt':ilti~) s · '{ft sq«{1~, q) s.:cf t ttfilq~n;l:fcn , , ~ , , 

m ~q) stSacfi{4 a«:tTTctfll:fT~ ccnti+11ttai:t , 
' 

3. i('fi'E(l~-tfiql(!fif 
"" 

~tti:tT s'~) ~) .=ttlffl Sl:fitllttl ~ e{cfT ~g: ',~,' 
tl':illt-1:fl! ~f~itl ~)q1f~qt(t~l~ef +f~c{ I "' ... 
~if 1.:~Httfll:fl~ ~tt1~~1stSacfif e1fi=ffqaq , , x , , 

' ' 

4 i:1~qq1-~,:n~;r . "' 
q~tfi:tl s·'{(t f-=ff~ip:n: ~eft-tfT ti~ cfi~T .=fe{ I 

a.:qttti:ttcfiqT~ tttTf~fa fil:~~~n{o'!_ , , ~ , , 

5. ~\'qifl·cfiqlijl'f 
"' 

~'{+fl~ ~«t ~ f;:r~t{~iiflli{l('l:felll={ ' 

ctiqT~ q~i:ttiiftfaiifraqtS~Jfi~ fcfJ: , l\9,, 

(2) Ar$abhi-kapala 
The kapala in which the fundamental anrl. the semifinal 

note is r~abha, the final note is madhyama, and gandhara, ni~ada, 
pancama and dhaivata are rare, fa(ija is very rare and that 
which has eight kala-s is related to 1irfabhi. 3c-4b) 

( 3) G11ndhari-kapa la 
Where the fundamental, the initial, the final and the 

semifinal note is mad~yama; dhaivata is profuse, fa1ja, Habha and 
gandhara are rare, the pentatone is formed by the elimination 
of nabha and pancama, that is gandhari-kapala composed of 

eight kala-s. ( 4c-5) I 

I I 

(4) Madhyama-kapala 
In the view of Sarngadeva, the madhyama kapala is that 

which has madhyama as the fundamental note, where nifli da, 
Habha, gandhara and pancama are quite rare and where the 

kallJ.-s are nine. ( 6) 
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6. ~c@l-cfiqfijfif 
"' a«ll~+frn.:~t l:f.:llr« "~~r~ ~ , . .. 

tSfl«tlT ~ cfitfT~ o.aef?ttT: ~cfi~TS~ 11 ti 11 
' ' 

7 · i)q1{t-~qfijf'f 
" 

~~T~lfHflSf~~ 

f.:t~#~cfi~r.fi' 

~ f~m~i:tfa~ftf+£: , 

~i~ISfT~Tcfitfl~cfi~ 11 \ I ' 
' 

8. ~ql~iflif'f;(jfq .__ 

~fa ~Cct' tfitn~tf.:r q· .=l:f~~)fcr~: qi: 1 

~el~~ q1~at<fiTrofgoT ~~lfT'OT+lTt+f~ , 1 ~ J , 1 

15) Pancami-kapala 

371 

The kapala with Habha as the fundamental note, ra(lja 
as the initial note, nirada, iar/.ja, giindhara and pancama as the 
rare notes and having eight kala-s is known to be derived 
from pancami jati. (7) 

(6) Dhaivati-kapala 

The kapala with very rare uabha and gandho,ra, with 
pancama as the final note, and with profuse madhyama and 
dhaivata, which is like ~atJji (in other respects) and h as eight 
kala-s belongs to dhaivati. (8) 

(7) Naifadi-kapa la 

The kapala pertaining to n1ifadi has Ia¢ja for its initial, 
fundamental and the final note, rare rfabha and gandhara, 
very profuse nifada, dhaivata and madhyama and eight kala-s. (9) 

(8) The value of kapala-gana 

Thus, singing (these) seven kapala songs as composed in 
Verse and set to tune by Brahma in the eulogy of Lord Siva 8 

~ne attains the supreme good4 • (10) 

3. Lit. the consort of Parvati. 

4. Karyiltza lit. means good fortune, prosperity, happiness, good 
and so on. Incidentally, it indicates worldly prosperity and 
spiritual good as the reward for singing kapilla songs. 
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(~) ~~~illill=I ..... 
lt~ ~') s·?ill sq-.:lfHf: q-s:~t-11 ~'§~f~ f~: , 
«l .:l{T«l i:f cttfF~::fl~T~~C{T~a~tfil=is(~ t-1at-1 ' ' ~ ~ 11 .. 
qo=~q)mfa~o=mat-1~'«lt~9atef?ilTq , 

fq~TV(T ~~eft ;(rl'T@ftf ~i(~c{tf'{aT: l I ~~I I 

st1a: ;.Jii:~rn~.:r ;.Jil=~~Ttr et~ tl'"qt , 

~~T ~Tf~'{~Tf q- >tltf~ a-~a: f?ilq: l l ~ ~ I I 

(it) efiQlijfil~q~tfif 

f.fiftt~t.:rt iii:n~ ~t-11 ~~srtmt q-~pit~Tf!. , 

iRO~ iR'1J~ 11 ~ I I ~~efllf~~ 11 ~ 11 ~6~f;.Ji~l~ 11 ~ 11 

(b) Kambala-gana: (11-13) 
Where the initial note, the fundamental note and the 

semifinal note is pancama, nabha is profuse, ~ar)ja is the final 
note and madhyama, dhaivata and gandhara are rare, that is 
accepted to be kambala. It has originated from the poncaml 
jati. The ancients have spoken of many of its varieties based 

on the rareness and the profusion of notes. ( 11-12) 

Sometimes in the past Lord Siva, being propitiated by 

the kambala (song) bestowed a boon upon kambala" (naga), 
and therefore even today, he is propitiated by them (i. e. the 

kambala-songs). ( 13) 

(c) The verbal text of the kapala songs: (14ab) 
We shall now speak of the verbal text of the kapala 

songs as originated 6 in due order. (14ab) 

1. The ~adji-kapala song 
JhaTJ,tum jlzatJtum 7 ( 1) khatvangadharam (2) damftrakaratam 

5. Cf, S. Raj, Vol. I, p. 659 for greater information regarding 

Kambala ed 
6. Brahmaprokta lit. 'spoken or sung by Brahma' who compos 

them. ·ng 
7, Jhar;(um is one of the sufk'lJ.kfara-s (syllables devoid of m~an:ess 

said to have been spoken by Brahma. These meaning 
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;:=rf~~~~fiil~ I I~ 11 QT ~1 QT ~,. QT Q1 QT QT , 1 x 11 ~g~'te{c{;'f 

Q.:{Qtvttri 11 ~ u ~T QT ~T Q1 Qr ~1 Q' Q' 11 \911 i i ~t 
~, QT ~1 QT Q1 11 i:; 11 1~tJ~qfq~~~ 11 \ 11 ~ ~ f.fiQ f-fiQ ~ ~ 
II~ 011 !ia"f~i.fic~\H~ 11 n II .=ri:nfq ~<f .i~q~ II~~ II t fff 
f:{l~~T1'iq'l~q'~Tf'1' I I ~ 11 

" 
~~ iR'IJ~ ~~cfllfcl~I=! 11 ~II ~tS~Tr.fi~l~+f 11 ~ 11 afl~~-

~Ufiile!i~ II~ II ~1 ~1 ft ~T ~T ~1 ~T ~ft 11~11 q~~~f~­
~~q 11 X 11 ~f~ant~~ I l ~ 11 tfi'll~Qfcfi! 11 \9 I I .=ft-1Tft-1 ~~f!_ 

11 i:; I i ~flnthft<ii'Cfl~'tcfTf.:r I I ~ I I 

tarjitsadrsajihvam (4) hau hau hau hau hau hau hau lzau (5) bahu­
rupavadanam ghanaghoranadam (6) hau hau hau hau hau hau hau 
hau (7) un uh lzran raun haun haun haun haun (8) nrmu,:ujamanditam 
(9) hfln hun kaha kalza lzfln hu n ( 10) krtavikatamukham ( 11) 
namami devam bhairavam. 8 

( 12) 

2. The arfablzi-kapala song 

Jhar)tum jhar)tum khatvaii.gadharam ( l) damitrakaralam (2) 
ta¢itsadrsajihvam (3) hau hau hau hau hau hau hau hau (4) varasu­
rabhikusuma (5) carcitagatram (6) kapalahastam (7) naml1mi devam 9 

(8). 

syllables form a part of an ancient tradition and even Bhat'ata 
mentions them at various places (cf. G. 0 . S Vol. IV, pp. 107; 
l 08, I 12, I I 8, et<:. and XXXIV. 32). All such words are 
recounted by S:trngadeva in Taladhyaya (cf. S. R, Ad. 
ed. Vol. III, p. 129). These are also called stobhaksara-s. 
Onkara and h in <'onjunction with vowels or consonants is also 
included among the stobkaktara-s ( cf. Brihaspati, Bharat k'lJ. 
Sangit Siddhanta pp. 25 I, 252). 

8. The Sanskrit text purports as under : 
Obeisance to Lord Bhairava, holding a club with a skull 

on the top and having terrific teeth, a tongue resembling light­
ning, a face with many forms and a tumultuous sound, who is 
decorated by human skulls and bears a terrible countenance. 

9. The Sanskrit text purports as under : 
Obeisance to the Lord holding a club with a skull on the 

top, and having terrific teeth and a tongue resembling light­
ning, whose body is anointed with the best of the fragrant 
flowers and who bears a skull in his hand. 
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~~-w n ~ n .ts:,~~i:t n~n a1~1.ol'I! n~ n ftfs:~ 
!! "~" ~,~i: ~f~ ~ 11~11 .:flg ~~,.:f "~" ~~~ 
i:rt f~~f'+f: 11 i:; 11 ifa ttr.=etl'U<fiqrt=rqq:Tf.:r , , ~ , 1 

~1-oq@ I I '; 11 qff'llf~~~fcf;=nf :rr I I~ 11 ~~~~TftOfl:{ 
11 ~ , 1 ftif.:rlf;rf ';l~{=I''! 11" 11 mta,irlfT ~fQ 11 ~ 1 , ct q~~ 
n ~ 11 '!' '!' '!T Q'l '!l Qt '!' '!' 11\911 eIT ~1 '!' '!' ~1 '!T ~1 ~ 
I It; 11 ;r)ft::r ifijT~ef'! I I~ I I tfa ff ~lf'flcfiq'l{=l'qq"Tf ,{ I I" 11 

iifl1 f etr:riJ.:rlf.:r , 1 ~ , , iJa-;ra2a-~.:r 1 1 ~ 1 1 ef ~eff:l'+f ffir.:r 
~ 

u ~ n fiif~ij.=r n" n .:ra~cfi~~cf.:r n ~ 11 f~acfi'f~ 

ll ~ ll '+fq ii° '+flf ~~QT II \911 '+fc{~~l'Jf '! ll c: II ~faq~r-
cfiq'T~lta-tf .:r I I ~ I I 

3. The gandhari-kapala song 

Calattaranga (1) bhanguram (2) anekarevu (3) pinjaram 
su (4) rasurai~ susevitampu (5) natu jahna (6) vijalam (7) mam 
bindubhi~10 (8). 

4. \ The madhyama-kapala song 

Salakapala (I) pavitripuravinasi (2) sasankadhari1;am (3) 
trinayanatrisulam ( 4) sata tamumaya sahi ( 5) tam varadam ( 5) 
hau hau hau hau hau h'au hau hau (7) hau hau hau hau hau hau 
hau hau (8) naumi mahadevam11 (9). 

5. The pancaml-kapala song 

Jaya vi$amanayana ( 1) madanatanudahana (2) varavuabha-

10. The Sanskrit text purports as under : 
Let the water of the Ganges, tremulous with the moving 

waves, tawny with the innumerable particles of sand and 
partaken by gods as well as demons, purify me with its 
drops. 

11. The Sanskrit text purports as under : 
Obeisance to Mahadeva (the great God) who holds a 

_
1 

spear with a skull on the top in his hand, who destroyed 
, Tripura and who bears the crescent of the moon, whose thr1 

eyes are his tridents, who is always in the company ofUma an 
who is benevolent. 
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aTft.:r;s=cf i~T I I ~ I I f~\Cf'Tef~ I I~ I I ifT~lfltfut~ I I ~ I I 
.ttfiil'f.:r II a~,f~ II XII fut f;:ritf~ 11 ~ 11 ~ii~ U\9 ll 

ilifl~g ~ I I c; I I ~fci' ei'c:f eflcfiq'H;PlcfTf-t I I ~ I I 

~~~rt , ~iiqeir 1 1 ~ 1 , ~Tit~-s:irtitTi=f;g::jfe'! 1 1 ~ l 1 'fi~­

cfi'~~!ifafet!iff ~\C{'! I I ~ I I ;,q a f !fl~ ~~i:Jf:jfa, I I 't I I ~l'J~­

g"'i~lf'! I I~ I I cfi'(fl{=l'i:f firg(i'~~ef{ 11 ~ 11 cfiti~({'lfcf'c:~~cfi~, 

111,911 .," a ~'i qr.~f~el''! 11 t; 11 ~fci' .:i''fr~)~qf{=l'q'c{tf.:r 111.S" 

~fa ~Cff cfi'f H,qa-rf.:r 11 

gamana ( 3) tripuradahana ( 4) natasakalabhuvana ( 5) sitakamala­
vadana (6) bhava me bhayaharatJa (7) bhavasarat;am12 (8). 

6. The dhaivati-kapala song 

Agnijvala (I) sikhavali (2) mamsasor;ita (3) bhojini (4) 
sarvahari (5) 7Ji nirmafnse (6) carmamuv(le (7) namo-astu te 18 (8) 

7. The nairadi-kapala song 

Sarasagajacarmapa(am (I) bhimabhujaftgamQnaddhajaf am 
(2) kahakahahuflkrtivikrtamukham (3) nama tam sivam haramqjitam 
( 4) ca1J,rjatur;rJamaJeyam (5) kapalama1)r)itamukutam (6) kamadar­
pavidhvamsakaram (7) nama tam haram paramasivam1 f (8). 

12. The Sanskrit text purports as under : 

Victory, 0 ! the three eyed one (Siva), the burner of 
cupid's body, the rider of the bull, the destroyer of Tripura, 
saluted by all the worlds, having a white lotus face, liberator 
from the phenomenal involvement (thou) be my shelter. 

13. The Sanskrit text purports as under : 

0 ! the fleshless Carmamuoc;ll!. (Durgli), the incessant 
succession of the flames of blazing fire, the devourer of flesh 
and blood, the destroyer of all, salutation to you. 

14. The Sanskrit text purports as under : 

Make obeisance to that benevolent unconquered Hara(Siva), 
who is attired in a fresh elephant hide, who has braided his hair 
with a huge snake and has disfigured his countenance by the 
hunkrti (nasal pronunciation) of (the sound) kaha kaha : make 
obeisance to that supremely benevolent Hara, who is (like) the 
fierce dart, invincible, bearing the crown of skulls, and the 
destroyer of cupid's pride. 
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The word kapala literally means the skull bone, a piece of a broken 
jar, a beggar's bowl, a cup, a jar, etc. Kallinatha explains this name with 
reference to the first two meanings. Technically, kapala is a modifica. 
tion of a suddha jati from which it is derived. It has the characteristic 
feature of reflecting the r'(J.ga as derived from its parent jati, because 
it bears a close resemblance to it in form. In a way if a jati can be 
said to be a melodic type giving rise to many raga .. s, kapala is a cross 
section of a particular jati that embodies the sectional features of a 
particular derived raga. Therefore, kapala is explained by 'K' firstly on 
the analogy of a broken jar which points out to the jar. Secondly, he 
relates a mythical story : "Once Lord Siva, while he wandered as a 
mendicant, was singing in .(flrjji etc. and he was so blissfully absorbed 
in it that the crescent of the moon on his forehead melted releasing 
nectar, drinking which the skulls (kapala-s) of Brahma that he was 
carrying fastened together in a garland around his neck came to 
life and began to sing along with him; that is why these songs are called 
kapMa-s." 

There are seven suddha jati-s and correspondingly there are seven 
kapala songs. Though the chapter is entitled 'Gtti-s' in accordance with 
the synopsis (see Section I) the Kapala and the Kambala songs are dealt 
with to begin with. 

(ii) rnfaijf~~, ij~.._~1?{:q 

qtJTffl~s-._iiffT itT.:ffwilfT q-~~qTf..cfffT II ~ ~ 11 

tttfaf~~:aqa- m ~ ~~~T ~gfefetT I 

itTilelT ST~itT ilfT fg:1:fhn ~Tclt:fTll~T 11 ~ ~ 11 

~~Tfefat =et' i,~ei{ar~i ~~" ~~r:t~ 

I 1. ilt1l'=ll if I@: 

1tteq1 tfi~Tlflitl~TlfT fef~fl=qff~lf q-~~ 11 ~ ~ 11 

fgffilltlfi 
~ga)qqij 

if~"Q'~li cl~q'qf ;a"~~~ai:r I 

a ~ garlf~t ~ ~i:\' 11 t\S11 

tfa" f~~Tef~q"tj ... 'l'Trret1 
.. 

i'il'1T~etT: l 
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(ii) The definition and classification of giti-s: l 4c-25 

The act of singing1 embellished by (various) patterns 
of tonal movement ( var1J,a) etc. 2, and couched in verbal 
phrases8 set in musical speed (tempo)\ is caIIed giti. It is 
said to be fourfold by the enlightened ones5

• The first is 
known to be magadhiJ the second is ardha-magadhi, (the third 
is) sambhavita and ( the fourth is) Prthula. We shall describe 
their characteristic features. (14c-16b) 

I. Magadhi 

Having sung a verbal phrase (pada) in the first kala in 
the slow tempo, and then in the second6 the same., along 
with another phrase in the middle tempoJ if in the third 
they 8 are sung along with the third phrase in the fast tempo, 
such (a giti) that thrice repeats a verbal phrase9 is called 
magadhi by the enlightened ones10

• (16c-18b) 

The j a ti songs are meant to be sung in particular giti-s, so the 
author now introduces this topic and gives first of all a general defini• 
tion of g'iti and then goes on to define their particular. forms. 

Giti is defined primarily to be a gana-krfyll, 'the act of singing' 
which is moulded and shaped through the use of particular patterns 
of tonal movement such as ascending, descending, stable and circu· 
latory (i.e. -aroh'i. , avarohi, sth"(),y'i, and sancari vart_?a-s) and is enriched 

I. Q"(),na-kriya in this context is restricted in its . 'connotation to 
mean an act of singing. _ _ . 

2. The suffix '(J.di (etc.) is meant to · include, according to 'K', the 
sixty-three alankara-s spoken of in Section 6·ante, such as 

J1rasann'fJ.di and so on. 
::i . Pada, in this context, is a meaningful word with grammatical 

terminations . Thus, a pada is not only a word, since it also 
is qualified to indicate a relation, Pada is therefore more tbart 
a word and yet not a sentence. As such, it has been t:r:ans· 
lated as a verbal phrase to distinguish it from a ton~i 
phrase. Technically, pada signifies the verbal structure 
of melody. 1 

4. Laya is tempo, i. e. relative musical speed. 
5. This refers to the earlier teachers of the subject. 
6. The second kaln . 
7. The phrase of the firs t ka['lJ, . 
8. That is, the phrases of the first two ka['lJ,•s. 
9. Viz. devam. 

10. The ancient authorities of sangtta-!nstra. 
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2. a1~~1tNt ift lit I 

'lcllft: q'qt()~i =q~~ fa~q)f~ ' ' ~ t;'' 
~l St-ti:flf(el1 Sil~: 

For example : 

(i) ma ga ma 
De vam 

(ii) dha-ni dha-ni sa-ni 
de vam I ru 

(iii) 
I 

ri-ga 
I 

n-ga ma-ga 
devam rudram van 

2. Ardha-milgadhl 

dha 

dha 
dram 

n-sa 
de 

When the latter half of the previous11 pada-s (verbal 
phrases) is sung twice, then it is called ardha-magadhi12 • 

(-18c-19a) 

by certain tonal phrases (alanklira-s). Furthermore, such melodic activity 
is accompanied by literary composition and is set in rhythmic patterns 
of musical speed, Laya (musical speed) is known to be threefold, viz. 
fast tempo (druta), middle tempo (madlrya) and slow tempo (vilambita), 
{14c-16b) 

It bas been said that there are four giti·s and here, the author is 
describing the specific characteristics of each. It may, however, be 

1}. That is, the pada-s of the first and the second kala-s. 

12. Literally, half•way magad/zf. 
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For example : 

(i) ma 
De 

(ii) sa J 

vam 
(iii) pa l 

dram 

1Tl 

cf 
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i:fl 

cf 
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i:11 

cf 

ri 

sa 
ru 
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ga 
vam 
dha 
dram 
pa 
de 
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sa 

ni 

ma 

Others, (however) consider it to consist in once 
repeated pada-s18 (verbal phrases). (19b) 

For example : 

(i) ma ma ma ma 
De vam ! 

(ii) dha sa I I 
dha nl 

de vam TU I I 
dram 

I 

(iii) pa ni-dha ma ma 
ru dram van de 

13. Dviravrttapad"l}., lit. "the one that has its pada-s (sung} twice." 
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3. ~i:~1~ar i-rt@! 

~~fqaqq"T ~f~~: ~ilTfcfm lla'T 11 ~ \ 11 

lf~T- ~, "' "' h: " 
il cff~T ~, fl'T ~, ~T 
.... 

~ ~ ~, ~, ~, ~r . 
~ i 

~, ;:ir ltT ltl 

~ 
..... 
'*'. 

3. Sambhavita 

Samhhavita is considered to be with abridged verbal 
phrases (pada-s) largely1 

-:1 (composed) of long syllables. (19cd) 

For example 

(i) dha 
Bha 

(ii) ri I 

de •I 
(iii) nl ,, ' ' 

ru 
(iv) dha I 

, I 

van 

ma 

ga 

' 
dha 

ni 

ma 
krya 
sa 
vam 
sa 
dram 
ma 
de 

ri-ga1& 

I Sa 

I ni 

ma 

observed that the fourfold glti that is described here is, what is called 
paddirit'lJ. gUi (i, e. the g!ti based on the verbal structure) which may be 
distinguished from talllsrita gUi (i. e. the giti based on tltla) and svaril­
!rita-gUi (i, e. the gUi based on the tonal structure). The first two will 
be dealt with shortly in this Section and the last in Chapter II (Rllga). 

The m""D.gadhi giti came into being in the province of Magadha in 
eastern India and is therefore called mllgadhl as explained by 'K' on 
the basis of the derivation of the word given by Matanga, M"D.gadhi 

14. That is, it also admits the use of short syllables. 
' 15. Ad. ed.• of S. R. reads: ri ga (as two m1itrl!-s) which seems to 

be a misprint. 

I 
I 

I 
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4. 1.~l ii1@! 

~f~~tcf~~q~T ~~T ~lta'T ~a'l't I 

l{~-

i:n fl'T ~, itT 

~ ~ ~ a 

~T ~r~ ~T ~T 

~ ~ q ~ 

~, ~, ~, ;:i) 

~ if ~ 

q' f~qq ltT "' st Uf " a 

4. Prtlzula 
Prthula, according to the learned, has verbal phrases 

(20ab) (pada-s) with many short syllables. 

For example 

(i) ma ga ri ga 

SU ra na ta 

( ii) Sa dha-ni dha dha 

ha ra pa da 

(iii) dha sa dha nl 

yu ga lam 

(iv) pa ni-dha-pa ma ma 
pra 'fl.a ma ta 

and other giti-s are illustrated by the author with an example in which 
each kala is supposed to be of four matra s (units). This is elucidated 

below in the light of Kallin~tha's commentary. 

The first kala is to be sung in the slow tempo, which indicates 
the rest period ratio of 4: I with reference to the fast tempo in 

singing a verbal phrase (pada). In the given example the phrase 
devam is sung in the first kalll in two syllables, de and vam, each 
of which takes two unit measures (matra·s) , In the second kala the 
phrase rudram is added to the first one (viz. devam) in two syllables, 
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5. ~T~T~~T tfta~: 
~ Q'~S~ ~~ ~qf: stqqq-fti~T I I~ o 11 

~c¢ f~7finqi~ Sf~ii'lf :q'lf1JTT~efii:t I 

"17flf~f1{1~ ~f&tur r!q"cfi'Tf~ssf~f~: I I~ ~ 11 

~l{a" oU ff tfoi:i-frref)~q-f~cTTlfa- 1 

~tti ~, ~tqp;f :;~ffQ'fl~~a lfc{T 11 ~~II 

atlffl+Q'Ti:f~o~T+tti ~ 'fl7fT+lfi ~st~~a' I 

c@! ti~ ~T~'lQ'f~~ ~~ql st!P~a I I~~ l 1 

~ q"cfi'lSSf ~f+l'~eTf+l'fe:~~T;:~qgqi=(' ~ I 
"' 

au sqi:rtt'feJT a i aa~r~t.=o~ISqfq n~'l!II 

~1{lf~, 

~glS!Jfi~ 

~f~~iij'cti'~ cfTfo~ qfq I 

~f~~~i.f ~ur 1!,~r i:fffi 11~~11 

~fa 'Sf~ ~q~ffoT~"ttTQ'SISef{ rr)fastefi~'f II t; 11 
' 

tf a ~T~ifq~-f~Tfclifl~-~,!Jfi~Q'flfcTqfa-~,ara~~~~il'. 

f.:f:~P..l,m~~q-fq~r~a Rfftff{cifr!lfi~ ~q~a,~1:11q: stqi:r: 1 

5. Giti-s based on tala : 
Alternatively, if the initial two guru-s of the namewise 

( yathak:jara) caccatpufa16 (tala), having been employed one by 
one in the citra marga1 7

, are converted into ca-gat)a18 and 

ru and dram. Thus, the phrase devam is sung for the second time and 

the four syllables are sung in four matrlJ.-s (uuits). The number of 
notes taken in one m11trl1 (unit), whether one or two, is immaterial. In 
the third kalll the first and the second phrases are sung along with the 
additional third, viz. vande which is split into two syllables, van and de. 

Thus, the first miltrll of the third kal'd is sung with the phrase devam, the 
second with rudram and the third and the fourth with the syllables van 
and de making for the phrase vande. The third kala being in the fast 

I 6. Yugma is caccatpufa. 
17, Citram'iJ.rgarham seems to be the reading of the text available 

to 'K' as it is evident from his commentary which is supported 
also by the interpretation presented by 'S'. The Ad. ed. of 
S. R, reads citramarglldi which does not grammatically fit in 
the verse to be adequately meaningful. 

18. That is, each guru to be sung in four mi1.tra-s by the vartika m'iJ.rga. 
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then being provided with eight matra-s (units) are employed 
in the dakiirJ.a marga with dhruvaka 1 9

, etc. then the giti is 
called magadhf. (20c-22b) 

When, the third laghu of the caccatpu[a20 (tlila) is aug­
mented by half the cha-ga1)a 21 and is used with the initial 

tempo is the quickest in action as well as rest with reference to the first 
and the second. Also in the third ka/11 the phrase devam is sung for the 
third time. In this way, because in this giti a phrase is sung for three 
times, it is called triravrttapada. (l6c-Hlb) 

Ardha-magadhi is obviously a modification of magadhi. When the 

second half of the first two phrases respectively is repeated successively 
in the second and the third kal'a-s of magadhi, it becomes ardha·magadhf. 
The p1ocess of its formation is illustrated by an example according to 
which the first kal'a is like that of nl'{J,gadhi with the phrase : Devam 
(de+vam); in the second kala the phrase is rudram (ru+vam); which 

is preceded by the second half of the the phrase of the first kala, viz. 
vam, reading on the whole as vam rudram. Similarly, in the third kala 
the phrase is vande (vam+de) which is preced~d by the second half of 
phrase of the second kalil, viz. dram, reading on the whole as dram vande, 

However, the author quotes another opinion as well. In this 
view, just as m'{J,gadhi is called trirav(tt'{J,, i. e. the one in which a pada 
(phrase) is sung thrice, so ardha-magadhi is dviravrtta, i. e. the one in 
which the two pada-s (phrases of the 1st and the 2nd kala-s) are sung 
twice. Accordingly devam is repeated in the second kala and rudram 
is repeated in the third kala. However, 'K' points out that according 

to Matanga, some consider the twice-repeated phrases also to be charac­

teristic of mllgadhL ( l8c-l 9 b) 

Sambhavitll is said to have abridged phrases, by which it is meant 
that the pada-s used are few and far between. Moreover, they consist 

of long syllables : a syllable is considered to be grammatically long 

19. Dhruvaka, sarpi1/i, patirn, etc. are the names of the actions of 
hand to be explained in Chapter V. But 'K' gives, the follow­
ing as pertaining to the three steps spoken of above. 

1st step : Dhruvaka and patita 
2nd step : Dhruvaka. sarpir;i patak'{J, and patita 
3rd step : Dhruvaka, sarpini, krull, padmini, visarjita,vikiipta, 

pat llklJ. and patit '(J.. 

20. rathakfara is understood. 
21. That means, three m1Hra-s. 
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two and the last two mlltras2 2 and if, after that, the pluta 
(extra long) is augmented by one and half the (said) ga1)a28 

and is used with the eight matra-s such as dhruvaka and so 
on 2 4

, twice repeating the last two of them 2 5
, then it is ardha­

magadlii. (22c-24c) 

when it implies twice the effort necessary for pronouncing a short vowel 
or a consonant with it, There are q uite a few conditions that determine 
this measure of effort which need not be related here. To understand 
the given example, however, in the first ka['{J, of four m'{J,tr'{J, -s (units) and 
five notes only two syllables are taken, viz. Bha, which is long in view 
of the succeeding conjunct and kry'{J. which is long by itself. The other 
kal'IJ-s are similarly fashioned . 

Here, it may be observed that 'S' seems to have a different reading 
of the portion 196 which leadd him to take it as a part of the defini­
tion of sambhavitll, rather than that of ardha magadht as taken in our text 
as well as by 'K'. Indeed the text-variant of dviravrttapadam pare is 
recorded in the foot note of the Adyar edition as dviravrttapad'iJ,ntare 
which means : "the one in which a phrase (pada) is sung in the following 
phrase for the second time" and which is taken by 'S' to be qualifying 

sambhavita. (19cd) . 

Prthula is in contrast with sanblzavita; whereas the latter has abrid­
ged pada•s with long syllables, the former has many pada-s with short 
syllables. That is perhaps why Mata1iga# derives sambhavita as that 
in which the abridgement of pada-s is expected (sambhavyate) and prthul'iJ, 
as that which is enlarged upon profusion of pada-s; for, P,thula literally 
means large or broad. (20ab). 

Hilving described the four types of g'iti as based on pada (verbal 

phrases), the author describes them as based on tala; and thus, he deals 
with t'{J.l'/lsrita-giti. 

Detailed information regarding t'illa is to be found in the 
Taladhyaya, i. e. Chapter V, but here it is necessary to observe a few 

things, TJ;ie three types of caccatpu(a; viz. ekakala, dvikala and catu,rkala 

22. The initial t wo are dhruvaka and sarpir)'i and the last two are 
pat'O.k'/1, and patita. 

23. That means, nine matra-s. 
. 24. The eight matrlt-s of caccatpu{a, i. e. from dhruvaka to patit'{J.. 
25. In order to occupy the last four (9-12) matra-s. 

• This is based on the references of 'K' in his commentary on 
the above text. 
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These26 two may also similarly {be conceived) in 
other2 7 tala-s. (24c-24d) 

Sambhavita is accepted to be with many long syllables in 
the dvikala (caccatputa) by the vartika marga and Prthula is 
with many short syllables in the catufkala (caccatputa) by the 
dakfi'!J,a marga. (25) 

Here ends Chapter I of sangita-ratnakara entitled "Treat­
ment of svara" com posed by Sarngadeva who is free from 
doubt, the son of Sri So<Jhaladeva, the fauldess reveller of 
scholarship and the master treasurer. 

have already been mentioned. Of these the first one is calledyathak.rara 
which corresponds in terms of unit measures ( matras} to those indicated 
by its name, and that is why it is said to be namewise (yathakiara); and 
its measure is two guru-s followed by a laghu and a tpluta making in all, 
eight m'/ltr'/l·s. 

Laghu has already been explained as the duration of time required 
for pronouncing five short syllables; or, as it is alternatively expressed, 
the duration of time taken by the winking of eyes for five times. Two 
laghu-s make for one guru. Three laghu-s constitute a pluta. 

The laghu is written as (1), the guru as (s), and the pluta as (s') 
and the last letter of caccatpu(alh viz. (a~ is pluta. So, now it will be 
seen that the namewise ( yathak;ara} cacoatpu!a is written ss1s' and has 
eighi: mzitr'iJ, -s, Matr'/1 is another expression for laghu. 

Reverting to the text, the first two guru-shave the value of two 

matra-s each and as such they should, in miigadhi, be sung in the citra 
m'/lrga in the ekakala caccatpu(a. Ca-gar;a, as it will be described in greater 
detail in Chapter IV, viz. Prabandhadhyaya, is a grouping of fou~ ml1tra-s. 
So, the second step is to enlarge upon the two initial guru-s so as to 
enhance their value to four matra-s each, and thus sing the pada as 
dvikala by vMtika m'iJ,rga. The third step is to enhance the value of each 
of the two initial guru-s to eight matra-s and sing by dak1ir;ia marga in 
catu;kala caccatpu{a, Thus, the essential feature is the repetition of the 
initial two guru-s as required by the expression "triravrttapad'{J," and so 
on. The second step, as described above, is implicit as pointed out by 
'K'. (20c-22b) 

26. M'/1,gadhi and ardham'/1,gadhi, 
27. Such as pancapa,:ii and so on. 

25 
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Ardha-m'llgadhi distinguishes itself from magadhi in so far as it is 
more concerned with the latter part of the namewise (yathakiara) 
caccatpu{a tala, viz. with the third laghu and the fourth pluta (extra long) 
out of its four miltril-s, viz. ss1s' (guru, guru, [aghu and pluta). 

What is suggested is that, in order to formulate ardha-magadhf, the 
third matra oft he yathak;ara caccatpu(a, which is !aghu, be augmented 
with half of cha-gar}a, i.e. three ml!frlt-s; that is, its value should be 
increased from one laghu to four (matr1!s). And then having thus in­
creased its value to four matr'li·s it may be sung with the initial two 
and the last two (of the eight) miltrll.•s of caccatpu{a, viz. dhruvaka and 
sarpir}i and patakrJ. and patita respectively. This forms the first step 
as it were. 

In the second step the pluta that is following the laghu is required 
to be augmented by one and half the cha·gar}a. Cha•gar;.a is a grouping 
of six m"/1.tr'l!,•s. So, to the three mZttrZt·s of pluta, nine more are added, 
making twelve in all. Of these twelve matra ·s, the first eight are sung 
with the eight m'l1,tr7J.•S of CflCCatpu(a in due order, and the last four by 
repeating the last two matra-s twice in due order, i. e. with patak"lt, 
patit"D., pat aka and patita. This process forms ardha·mrJ.gadhi as based 
on t'llla. 

Sambfi'llvita and prthul'll are conceived on the same lines except 
that the former is set in dvikala and the latter in the catuikala caccatpu(a, 

This ends the Section on giti-s and also Chapter One constituting 

Volume I entitled the Svaragatltdhfaya. 

The End 

APPENDIX I 

PARALLEL REFERENCES FROM CARAKA AND 

SUSRUTA IN THE CONTEXT OF HUMAN 

EMBODIMENT (PI~l)OTPATTI) 

Sarigita- Caraka & 
ratnakara Susruta 

I.2.23-25 tr tri~UTcfTrJ: rriccrirrcr~: sr~ii mfe- tri1;{f:;;~cr: Caraka Sa. 
~cretr~~;,r~: @c~aT 4lcfcll0llffifcf~~: Stha 4.9-1 I 
tf~tft{+!crT'ffTcflfcf: I ¥I~ 

f«aTlf ffJftr q;,: tfPT~a--fqu:g: tl!'flfi~ cfT, cf~ 

fqu:s: q~tSf:, f~T tl!1TT, ~:sf~ •'flltfcfilf ,"'~l~o 
~ ..:, \;) .... 

~ci''tll' ffrfo tfi~~;:rrfur ~TWT<llfcfPl'i:f .:ft,r­
q~;:nf+If.,;icr.ia- I ¥1 y ~ 

a'.:f $1'~i{ trrftr cfi~~ ~Tlfa- I ~I~ c; Susruta, 

fe:arzr ?lTTcfftilJTfrfir{f,rnq:;;l[ffT.=fFlT if~l+JcfFfT Sa. Stha 
~·ena) 'cfrf: ~;;rrlfcT; llf~ fq~: 2;+rr~1 ~'.:f') ~c( 3. 18-21 
tf!UT <ICftfi:fi ~~i~ft:rfcr I ~I~~ 

"' "' 
~ffilf ~~qf({f!lf~tff q:s::q fqo:ScfiT f;:rcfJ~sw-
Slclf°W'fcfl'Hif!'f'q ~~if) +Jcrfcr , ~ 1 ~ o 

=q~~ tr<fl~S!clf-Wferrmr: srolffficrt) +Jcrfcr 
if~~~lfs:J0lffffi+ITcfT:;;~cr;,r · tTTg~ftT0llffiT +Jcffcr, 
'P~Tq ? cr~~T.fe~; cf~lfTi!~~~iq ifl~lf­
f+IS11lfflrRrlTT~ cp~rfcr, f~ip:ri· =q .=inr 
~~~rfTiff'qe:fij" I ~ I~ 1 

I.2.30cd-32 ~T'3ftfol~!ff~ lf~T en-~({ ~Tlf€t f~qr: 1 

af~cfilcf lf~T+JFT ~mt tfT S!'il@ 11 
ibid 3.26-34 

~I~~ 

~~~q[cfilWlf~tSfOTTf~ ~T~<Uq I 

af~cpJi:ftluf ~~ ~foci tfT 5f~lfa- II ~I, \9 

arr~ii ~i:rcrrc:in.:i 'el~~r~ 51" 1.:ra- t 
~cfffisrfa+rr:tt ~ st ~lf8" 'tT~~T!Tifi{ 11 ~ I~,:; 

~if olfT~'31'TcffilT ~ij'fllTT~ 51"'J;ll6' 11 ~I~~ 



.....
 

O
"' .....

 
0

. .....
 

.....
 

O
"' .....
 

0
. 

-....
. 

,_
. 
~
 

.... O
"' .... 0
. 
~
 

>
 

:g C1
) ::,
 

Q
. ~- .... 



~ )i I 'n 11 :.La~~.ej Jh2.ll!!t,lt :b~lil.Q J.l:J.tG:zlt~.Q 
I :.Qb~ .Qj.e.lt. :!=th h:zh~lt.Q~l:C lnh 

9g-gg )i 'X I )i 11 l.Q2ajflj.1:i 1.1:n lii!tl.t ~.e~ ~!Jlt!iih:H~ 
OOI-66 

'g 'P!q! I rn~.t,SJ:Js 1.6 !fl.elhi:::z.l:J!.hflj~lh:U.1!~ .1./i ·p!q! 
6'X I )i I ~j2sa.Q:aj!tl.t l:.h I lh2lli!t,.l.t 

~S,!tltlhllil..td:h!Hj I .ell ~ .Q:ijhc!.ltjt'S..e¥~Tu 
':..1:tfl:zJl.E.t.sJft~~!?d!t.l.t ':e ~1 .t!: ~1.e ~J 

g; ·g 'PI9! ·1.1.)h I~ ,lfllfli!h:t.s,Q1.1:i J.61.Q-:.l:t.Q!!: ~bh~.ble ·p~86 P!q! 

e e I )i 11 ~~.ej .l: l het~!th~.ft ~ Jl.o1l.11jhl.l:~.t,.lli~ 

f;S ·g 'P!q! I :rnflJlg.:t,Jb :Jfilt ~.tJl ,lh.13: .1:t ~ J.l:!2:z~ qt? ·f,6 '6'I 

e.e1)i 
I :l.Qlh~l tsa lri.ltl .lS :h.Q~1.e~1tj.l:t~ J.lsl~ I :!,E!.e 
• j~.1./i iit2J:!t.fu.fsl~ I ;jJ2_fui,h ~lgl.l:!J:t,l~J-.,1:.~ 
-h~~.2n.!!! ' :,go~.l:thl l:! Il:rP..1:21:t~l.l:!~ ' :nc!.e~~~ 
Ii~1b.!!!l2g. :11/iJ ' :11.Q.rs :-l_alli.J22si11.et.rt ':11.t~ltrn 

1t:tfl.1:!J1t.1t.:ift2t11t~ ' :rn1:t11~!/i~ln~~.e1~.!!! 

':.12.ac!.l:t :11~ hlt1'Iet1~!±dlt.13:.12lojh~it~.1:t 

• 1.lsl~ I :!,P .e1~ .11i~_go.J:tgon.ati1..el.l:!..e~.Jt/fo.fl.l:i 
-1.t1fu.&.12.l.)1lll.!!2-:1s.1aj2sast.tt.a:.& ~n fl 

:i e. I ~ I :~Jll.iih!:: 
U>82 ·g J;1s'.fo.1:i J.etrt '~l.Y. :2siJ.a.1!-l_.!!::U ':2aj.a.2sl.e:z 

'PF9! 1.1.)J.l.li Jh~ !~l.li ~ ~~.I.Ii!! faf!lh.~ .l:t 

6 61 )i I l:tl.l__}..l.li ~l:tj~~Jl..ep,!2 '!)J,le 
.ltilf!~jl.el.tlbi~b .l:J12S1.i!l.liJ:l:tlh:z:eb .l:Jl-2..e.l!J 

66 P!9! 

-lh:zlb .l!Jrn.l:'.sJlt9:i~'&..t:c!.elnJJ:t .l!Jrn 'lJl.e~.e 
I I 'g 'P!9! ~l.e~.e: ,~~Ji ~l.!2l~h:tj.e21.l:l:lli.&j.l:xJ.1:t 06·88 prqr 

6\ I~ I .1:!J~ .lt.2siS.t_h.l.li 
·!.l:tlt Jlnl.li::t ':hl.lil1='.f:t ' lhl.iil..ehb ':h.l.lil.l:tl~ qt? 

S't 'P!9F ':n.l.li1~1 \ti.1.1i!.11si~.1i ':.u.l.lirnaj ' :.a.l.lilf!l.e l8·I8 ·i·1 

£'· t ~ qJ S ~ I~ I l ~hli1 1t1.l:t.l2§}J ~~.l:t ~j~l.L'?. .llif! 

·y~ 'nm.z~ns I ~h.lii! 1~1.1:t~j hgs11g. ::r.m ~j lhh 

~I~ I :12!.u.1:t 
• :t__f!c!l.12.l.lilhlm fl,tl.e.l:tlt f!:i.a b~ 1~.!b 

lijf: I :iqpu~ddy 

Oln ·~q:as "B~ mn.11ns aag • 

e. I JI.. I .l:tl.1:! 

a1.ea.µt t1t.e:i.a '.1:tl.l:! lln~ll l~ 'ltl.l:! ~~t 
,U:t1=£b I J:tlJ:! JJ:Ufl !,hi~!!: 1 J:tlJ:! lf!~.li Jtl.\P~ I ltlJ:! 

lfl~Jl~ 112W~J ~ 1.l:!12sisjl!l>.:2og.hh.1:ts.&J llol.11.IS 
-1t11tn.~:-t.~l~ rn 'f!Jh.liil.!l?JS !hl~ 1= J.e.eJ1=:£b 

s-s ·t f!Jti.a11t..e.l:!!1n.E¥.a 1.1i '..1:t1.1: l1:!.&J1.1:t.1=s1.1:t.1tds 4.a1f! 

. ·, 

-gqls ·-gs 1 .E!->.J.e1t tehl f!J.a :1!:l?.1:J~.a ~:t:-t.~ .1i:t.1:1..1:t _ , . 

't?~nJ~ns -h:!:.b.l::t.jl.l'l:tf!.l!lj.t_.l.li!l.lli h:t~:k.lS~~~ hi~ . . =t~ : J:>!q! 
~ 16\ I f!~.2Slf!J .h~~.e.l:t}.,l}.Ili 

-.&~.& : lf!1) I: 1=,_e~ 2,& f!J,le .1:!jl.J:t~U:t~jetji 

.l:!jl~it~td .1:!Jl!Bllnsi!1! Ii,!2h ~=hl~ ~~1.t? 

· 12si.13J.lnl.e: Jh '.QJ.l.li.ej.lS : .l:t.Q 1=: 1=1 ~~titl.Q 
J.l:dg~ ~.l:?:th ~ ~Slh '1!!12Slbjlhlt1lHy~Jl~ 
• ~.h:tE:£.b I l.l:12SI.Bjl.Eltill211i~,2 !_.B~E: I j.l::J2SIJ3J 

-1.e.1::t1.1:t.a1.12!1<!J.1:ts.1t J 1.ttt!:!1 '1:-t..atfilt.e~ lhWlJ 
t-L rrqr '1m1..1!!1.e~ IH'?.!:t!.2~-1.1:daf! ':.e.e~ a ~.Iii qt? LL P!q! 

<;·L ~ 16\ 

·~tPS -~~ I lt~.1t:Jt_g,t1 f!Jtj.ejn.f!c!.1£ '!t.e,l.li-l_lllij ',L.l:!h~.a ~ q-e 
'u~nrno '~le l~-lh.li:f! I :1t11t1=j£1.td:-t.~.l.li .plkf! LL-SL ·z;·1 

~ & 16\ I l:t~h 
• .e:1f!l~B:!:f!~~~ .Et~ t.e:li.lo.l:tsa~1i .e~.el.Q 
'./111.1:tis .e~.ern .td!k:Tu '=~J.1£:!:i:!J.'llh:tg.sif!tl.1::t 

':1£~.l:t ,l!:l?Ll ';J:r~ t~ ':1.1:d&.e ll:11= 1h:t~'.& ,l:t.l.e~.e: 
'.l:d~bJ ..e:£b ': .(!)1:IS1~1i2h 1.l:d.111-l,:t.Ii .Q:i.& 

1.12:tf!loj.l_.l.li 

,l2si.1£ '~~.e:I~~ In. ,P.l:?-l_fll .t-lhl.l!ltjb:-t.l~llli~b 

:h£lk£11:!.I:! 'J.nl.1:tlS~j~:Sll.li.2 ~2iQ 'f!J,l.1:!:il.e.l:t 

-.2~.1.li.2.tg~~flbsa.1:!J -l_.1:1::t.~!:Eh-l_~ ~E~Slln.1:tsa.l_!!:2:.12 

'~ltl-2 ~~lg.lfiB ~.l:tlo~ ~flc!lt.e~ 1.h '.QJltEtl.e~ 

l~lt! ~t:?:lll.l.li!,fi ~.b!h '111.13:-t.-l,l.l.li .e.liJhdtl 

·hjlt ~h l.t~Q ~.\!l_hfljh~l.l:!sE'.&.h.tll,11 J:lh.e.l:12:Js 

9 I' l P!9! f!.l:!h .l:!,tol.1:t1SBJ1£):S!.l:!~:t ~ll.l.li :.u~.1£~1.h~.!!!}2,l_.l.li~ 

-¥-~ l'n I ••••• -~!_f!f!J:ft..t2J l,[~1.~ ~ 1.tGh 'l~llflc! 

s1m~ 'lnJUhJ@e:.tt.l?J '.,llnUS :hl.e '.l_blfl~filtj 

S,l.15l~ ':.2~!2 :bl~ ':~Jh -l,.ebjfi l'l:t.lsai£'.b .1:d.Q 

v.1e,1.g JO iuawi~a.1.1. 066 



S92 Treatment of Svara 

ibid 107 -.:i~ci'm: !fl'$~9"'!1T~H~.:crsrircrm)=o~c.rr;g. ibid, 9.4 
~~+Tcr~fa-crcfif~a~f~crrlft,: fcrntlrirf+1c.r~: 
!ll''U~ ~H~ I i:TT~ ~~ll'J:Tf~srq~rff';fE!'T 
Gflll'~€r, mff::f!/Ti:T I amt cJ cfTcrfq~cfiuowrfirrcr-
~mri: i ii cr~icrr ~w i;~~~(fir;:err;;t1~rfo · 
~~Ta-, [T'P:rt ~T'fa-, [J'P:rt 'tflf:f cfi~Tfo, [T'+ll'T 
f~fqfrr, [l'+lfT srfcr~;;ll'€f, i i:fI~<-l'Tf~ulJ), i ~cf~ 
ff~r cr~a: «r;;~f~, a- Q;cf ~ .rntr ~cf.ff· 
'+lfTitf+Tcf~cl': I cl'TH=~cnfr~wcr ~fcf+TflTT 
olfT~TcJT: 1 Q;crrfo~-eef .=rr~~~qr'!lofq~~: 

" ~ffl'cffq~cft "TT4•a- lfrtlf;:€r '<:I" I ~ I 't 

I.2.110-ll3 ~tciffitTf~ ~tf.icr cfiirfuitcrrf.r «ctw: 1 ibid, 9.5-8 
3T~Tf~ q~lJTftr ctilf amt l{qJqq'! II \IY. 
3T'efiifJJT~~ crm~~~T!if~~Hicfr~.:l!'er) cr~fiiff 1 
ffi~ fq~fllTlf"'"'"'olffijlHcfT: II ~I~ 
3TeTTlllflf~ ~cif.icr cfiirfuitcrrf;i- «crw: I 
fcrtillJT: ~srcf~lfrftr Etilf =qmt lfqllJqlf 11 \l\9 
fcr~irr.:rt ~ =.:tcf~urt erir.:rr;;ri:ticfir wcr~n' «~err 
=q)~~)~~ fcr+r-3'lf;:a- cfTfccr;g&ijlflfr:, cnf.tf~~ 

' WU°t ffcfTfo:lci fcfGJ;[llTcrcf i:f, crr;gt ~~Tfif 
~);ptcrsrfcrar;[rf;;, ~: ~~~trfacrQf..-cr ~~ :;;rrf+ratr­
lf~ .. a~fQ'!lil, cl~cf 'i::JT'+lf°W'lf~!icfiTcfffT~T~Cf.f • 
cff~TUlfi'a:wu~irf+rsrfcr~;:€r c9f"'f fqqcfcfTf.:r, 

citcf i:f f!flli ~~ir~~ err ~~rfcr, am}tcrPrtf­
aQ!'t 'cl'it;:zt: «cfTWifc:IT: ~fcf+TFTT 0lflijlffij'J; II ~It; 

ibid I 16 b i'f~ FrT~!lTalfii, ij'Ccf fiHT!lTcfTf.=r, i eliri'fT!lTa-, Caraka, 
'i:fcqff~ irwrwcrrf;:r, «ccr)~'t lTlJ!ITci', ii 1;:r: «~'if- Sa.Stha 7.15 
'!lfa-, ~wm~Qfrfur ;:rcr 'cl' '!lfarf;r ISf~q~T!lfccfiTf.r 
f~r~ir;;r;:rrtrUJ,!/T: srfcf+J-3'lfllFrT.ft ~~nrcrf~+rTot, 
crrcrf.icr '<fcf t11T!SlJSQ'~TlTFfTclfcT~~Tcl'c~~1ncr ccfcli 
sr~fu ~!llf'!, 3rn:"' q't a<flf'!; ~a~+rll'lTfcr ~ 
fcr~a- ST<!ifu-+TTcfT:;;~i)~~zr I \91 ~ X 

APPENDIX II 

THE RELATIONSHIP OF THE PSYCHOPHYSICAL 
CENTRES TO MUSIC 

The author has specifically mentioned the particular 
psychophysical centres and their particular petals that a re 
positively or negatively related to the cultivation of musical 
arts. The following chart illustrates this relationship and 
also presents the whole picture at a glance. 

Psychophysical Centres as Related to Music 

S. · 1 Name of Psy- /-No-:-

1

, S. No. ·1 Fruits atten- I Relation 
No. chophysical / of of dant upon the to Music 

Centre 'Petals Petals f petals 

1. Foundational 4 l Supreme bliss 1 
Cycle 2 Spon~aneous i . 
(Adhara-cakra) happmess I Non-cond\w ve 

3 
4 

2. Self-abiding 6 1 
Cycle 2 
( Svadhi$fhiina- 3 
cakra) 4 

5 
6 

3. Navel Cycle 10 1 

( Af a,:zipuraka-
b 2 

cakra 3 
4 

5 
6 
7 
8 
9 

10 
26 

Heroic joy 
Divine unity 

Courtesy 
Curiosity 
Cruelty 
Freedom from 
pride 
Stupor 
Disrespect 
and distrust 

Dreamless 
sleep 
Craving 
Jealousy 
Fault finding 
nature 
Bashfulness 
Fear 
Hatred 
Stupidity 
Impropriety 
Dejection 

-do-

-do-
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4. Cycle of the 12 I Freedom from , ' 1. , , 

unmanifest fickleness Conducive 11 9 The basic urge 
(Anahata-cakra) 2 Clear thinking Non-conducive < for living ., 

3 Repentance Non-conducive 10 Devotion Conducive 
4 Hope Destructive 11 Satisfaction 

I » 
5 Light Non-conducive '1 i 12 Cleverness Non-conducive 

6 W o:ry Destructive ", 7. Cycle of the 3 1 Sattva l 
7 Des.re for ward· Sl!preme Command (purity) 

ing off evil Non-conducive (Ajna-cakra) 2 Rajas (acti-
8 Equanimity Conducive vity) f Non-conducive 

. . 3 Tamas ( dull-
9 Vamty Non-conducive ness) 

10 Mental insta-

bility Destructive ·i· 8. The cycle of 6 I Dreams 
11 Discernment Conducive ~ the mi?d 2 Pa~atal 
12 Will Conducive (Manas-cakra) enJoyment 

-
1 3 Olfactory 

5. Cycle of purity 16 1 Pranava Non-conducive 4 spensatiot? ) -do-., . . ercep 10n 
( Vzsuddhi-cakra) 2 U dgitha ,, of form 

3 Humpharf.a ,, ' 5 Touch 
r 4 Vaiat ,, 6 Sound 

5 Svadha " 1 
9. Cycle of the 16 1 Grace 1 

6 Svaha ,, moon 
7 .Nama~ ,, (Soma-cakra) 2 Forgiveness 
8 Nectar Conducive 3 Straightfor-

1 Th 
wardness 

9· 5 e seven tones 4 F b . " ore earance 
$at/.Ja etc. ,, 1· 5 Detachment 

16 Poison Destructive ' , ' 6 Patience 
' 7 Cheerfulness 

6. Lalana-cakra 12 1 Arrogance !,• 8 Mirth ', -do-,, 9 H ··1 · >- •• 
2 Haughtiness Non-conducive 1 

1 , ,1 ·1 I ~ orripi at1on -' 

3 A
Lr • 1 • 'I' 10 Tears of fixed 
uectlon • . ,, "' " gaze 

4 Sorrow Destructive ' 1 ,r,a,,, 1' 1 •tLJ h> 11 Stability 
5 Agony 1

• • .i, • 12 Profundity 
- " 13 E d 6 Greed Non-conducive n _eavour , 14 Purity of 

7 Disenchantment ,, , , > 1 1: 1 • heart 
8 Emotional excite- , i .: 1 15 Generosity . 

ment ,, 16 One pointed- I 
ness J 
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I 0. Thousand I 000 Immortality Most conducive 
pefftlled Lotus 
( Sahsrara-cakra) 

It may be observed from the above chart that of the 
ten psychophysical centres mentioned. only four are said to 
be related to the cultivation of musical arts, wholly or partly, 
positively or negatively. In the terms of the chart, the 
centres or the petals not related to music positively or nega­
tively are described as non-conducive. The centres or petals 
that are helpful in the advancement of musical arts are 
described as conducive and those of them that are harmful 
are described as destructive. This has been done in view of 
the author's statement (vide 144c-145b) that concentration 
on any other centres or petals is not helpful. 

The first three centres are not related to advancement 
in music, probably because these centres are related to gross 
manifestation (cf. Sir John Woodroffe's views cited in the 
comments on 124c-126b ante). The next three centres viz. 
the cycle of the unmanifest, the cycle of purity and Lalana 
cakra are partly related to musical arts. These three centres 
are located in the heart, the throat and the back of the neck 
which exactly correspond ( except for the last that corresponds 
roughly) to the situation of the three registers of human 
voice, viz. the h bart, the throat and the head. The next 
three centres are related to the mind and its powers and 
functions, while the last one viz. Sahasrara is the gateway to 
supreme bliss and immortality; and consequently, concen­
tration on this centre is considered to be wholly beneficial 
to the cultivation rof musical arts. Thus, six of the ten centres 
are non-conducive, three partly conducive and partly non­
conducive and one wholly conducive. 

It will be interesting to observe the fruits of concen­
tration on particular petals as conducive and destructive in 
terms of the positive and the negative. 

Appendix II 

The positive and the negative fruits of concentration 
related to Music. 

397 

SL Psychophysical No. Positive fruits No. Negative Total 
No. Centre of of concen- of fruits of No.of 

petal tration petal concen- related 
tration petals 

4 Cycle of the 1 Freedom from 4 Hope1 

unmanifest fickleness 
( Anahata-cakra) 8 Equanimity 6 Worry 7/12 

11 Discernment IO Mental 
12 Will instability 

5 Cycle of purity 8 Nectar 
(Visuddhi-cakra) 9-15 Seven Tones 16 Poison 9/16 

5 Lalana-cakra IO Devotion 1 Arrogance 5/12 
11 Satisfaction 4 Sorrow 

5 Agony 
IO Sahsrara ' ' full 

Shorn of its metaphorical framework, the whole 
scheme seems to suggest that for the cultivation of musical 
arts one should concentrate on the positive qualities and 
avoid paying attention to the negative qualities as shown 
above. This abstract makes the whole idea intelligible. 

I. Hope has been described as destructive perhaps because 4.ope 
and disappointment go together, 



APPENDIX III 

THE CONCEPT OF SR UTI AS RELATED TO SVARA * 

The concept of sruti as related to that of svara forms 
the very basis of understanding the grama-murcchanil 
system, as originally propounded by Bharata, expounded by 
Matanga and represented by Abhinavagupta, Sarngadeva 
and the subsequent writers such as K umbha etc. It seems 
that historically the perception of svara is prior to that of 
sruti, and that the concept of sruti was necessitated by the 
need for an adequate apprehension, analysis and appreciation 
of tonal phenomenon, both for the sake of understanding 
and for an effective and creative endeavour. Music is as old 
in the history of civilization, as speech, if not older; and its 
significance in the development of human personality from 
prehistoric times is of no less importance; for, the revelation 
of the Vedic hymns was almost immediately accompanied 
with the need for their employment in the sacrificial form, 
giving rise to Samagana. Tracing the origin of Natysastra, 
Bharata states that the creator "extracted the Path:Ja (verbal 
text) from the Q.gveda, gita (music) from the Samaveda, 
abhinaya (action) from the Yajurveda and Rasa (aesthetic 
delight) from the Atharvaveda". And it was in the perspec· 
tive of the origin of dramatic arts, that the phenomenon of 
music and dance was first comprehended. Consequently, 
aesthetic delight was recognised at the outset as the distin­
guishing characteristic of musical sound. Therefore, when 
a scientific study of music was first made, prevalent practice 
and the natural perception of tone on the basis of delight­
fulness formed the primary data for investigation, systematic 

• Paper read by Dr. R . K. Shringy at the annual conference of 
the Madras Music Academy, Madras, Dec,, 1972. 

t-i.ifi~ q-~i::RJ: ~r ifrm 'q , 

~i:fffl~r,=r ' tffiif1!£ql1lyzjtr II t \911 
' N!!.tya S:istra K a shi Ed. 1,17. 
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formulation and adequate comprehension. It is quite in this 
context that Bharata's statement-"Tones (svara-s) are 
organised into the grllma through Jati-s and sruti-s"­
becomes significant. Thus what was spontaneously perceived 
in the jati-gana was tonal movement i. e., the svara-s, which 
after an analytical investigation were organised into grama 
on the basis of their sruti-conten t. So, we find that the con­
cept of sruti was formed as a means of precisely measuring, 
relating or comprehending pitch relations spontaneously 
perceived as tones . 

That the tones are spontaneomly perceived is 
affirmed by all the m usicologists right from Matanga who 
says, " Because it is perceptible by itself, it is called svara". 3 

Since delightfulness was already implied as the essential 
quality of tone, Sarngadeva, improving upon the definition, 
as it were, made it explicit when he said : '-'Immediately 
consequent upon sruti, creamy and resounding, the sound 
that delights the listener 's mind by itself, is called svara."88 

The essential fact is that whereas svara is given to 
spontaneous percep tion, sruti is intellectually conceived 
subsequently for organising the svara-s into a perceptible 
scale called grama. T his has been done on the basis of 
certain observable facts; but since those facts can be observed 
only by trained ears, the q uestion whether this concept has 
any objective validity or not always keeps on hanging fire. 
Another reason for the controversy raised on this point is the 
fact that the concept is not a lmost as universal as the concept 
of tone obtaining in the various systems of music in the 
World today. I t is obviously peculiar to I ndian Music, 
specially the ancient Indian music; for, even in India there 

~ -ii!rfafir: &fofffl<I' ~ \ , ~TJR:;i-irrir;r: 1 
"' N. s., K. ed. 20.5. 

~-~<t .:r) \Tiifa" lf~ ro af;JT~l:i f TT'. ~;: I 

' Brhaddesr. 
~ ~- ~ ~.:r;:ITT:;:rJcTT .:r: f~ •!fTS,J\UT.JTeit,t;: ll~'tll 

~) .:;;r~frr P..T)af~ ~ ii•f\ ifv'T~ 11 ~~II 
G Sangita-ratnllkara I. 32,4-25 
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are people who think that they can easily do away with the 
concept of sruti altogether and yet be able to explain the 
structure and the technique of modern Indian music. Strange 
as it might seem, sruti does not find any significant mention 
in its technical sense in the Pauranic tradition. Grama 

' marcchana, jati and svara etc. constitute musicological 
terminology for the Vayu Pura1Ja, Marka7Jq.eya Pura1)a and 
the Vir,7-udharmottara Pura1Ja. 4 This would suggest that 
there had ever been two different traditions of musicologists 
with reference to the concept of sruti-one considering it as 
the pivot of grama-murcchana system and the other ignoring 
it completely. 

This does not, however, mean that the concept of sruti 
has absolutely no relevance to Indian music today, but this 
view rather points out the necessity of a fresh inquiry into 
the true sjgnificance of the concept of sruti; and this can be 
done by investigating into the relationship of sruti and svam, 
and thereby determining the true function of sruti in the 
grllma system. Such an enquiry may enable us to reassess 
the value of the concept in its proper perspective. 

Indeed, a lot of work has been done to explain and to 
reinterpret the relevance and validity of the concept of sruti 
in the context of Indian music, in the recent past; but, the 
subject is so abstruse that any attempt from a different angle 
can always be considered helpful. The subject is indeed 
multidimensional, and there are many intriguing questions 
challenging our attention. For example, we find that the 
authors of medieval India have allocated different number 
of sruti-s to the same svara-s; or, there is enough scope for 
studying the outlook of ancient writers on music such as 
Bharata, Dattila and Matanga etc. to formulate the right 
opinion regarding the sruti-s being equal or unequal. These 
questions are quite formidable and merit an independent 
inquiry; and moreover, all the secondary questions~ such 

"-Alain Danielou, Texts des Pur~i;ia Sur la Theorie Musicale. 
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as these, can be satisfactorily answered only when the funda­
mental concepts are properly understood. It is, therefore, 
intended here to bring out the significance of the concept 
of sruti as related to svara by studying its function and its 
relationship to svara as expounded in the traditional works 
of Indian music. We shall first try to arrive at a tentative 
definition of the two terms and then arrive at a conclusion 
by investigating their relationship. 

1. The concept of Sruti: 

The word sruti, as it is well-known, is derived from the 
Sanskrit root sru, to hear, etymologically, by Matariga~ as 

. well as Sarrigadeva. 0 "Sru_patR-iti-sruti i. e., that which is 
heard is sruti. Now, what is it that is heard ? Does it imply 
that whatever is audible, musical or unmusical, is iruti ? or 
does iruti, in whatsoever general terms it might be defined, 
have a particular signification ? Bharata speaks of iruti in 
the context of the constitution of grama; so we have to look 
to Matanga and San'lgadeva, to answer this question; for, 
even Abhinavagupta echoes Rharata when he says : "There 
are two grama·s~ jaq.ja-garma and madhyama-grama ~· and 
twentytwo sruti-s are established here, in one tone-cycle 
(i. e., saptaka)". 

7 
Incidentally, it may be noted that he too 

considers that the function of sruti is to constitute grama. 

Matanga seems to present the concept of sruti in a 
systematic way, for obviously in his time this was perhaps the 
burning issue in the field of musicology. He begins with the 
literal meaning of the term; 'S,ayante-iti srutaya!/, the sruti-s 
are so called because they are heard. So primarily, sruti to 
him, denotes sound, the object of hearing. Then he refers 
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to the fact that sruti is either considered to be one or many
8

, 

implying that it all depends on the connotation of the term; 
for, the word sruti was quite differently understood by diffe­
rent scholars or schoolmen as it appears from his discussion 

with regard to the number of sruti-s. 
To Matanga, therefore, sruti, as undertood in its 

primary sense of 'the audible sound', is one only. 
0 

And he 
supports his contention by quoting Visvavasu who says that, 
"because it is perceptible by the sense of hearing, sound only 
can be sruti.10 But Visvavasu does not seem to be limiting 
the connotation of the word sruti to its primary meaning; 
rather he lends it a meaning which makes the word technical 
in the field of musicology; "for, he says that sruti is twofold 
according to as it is associated with the standard notes and 
the intervening (antara-svara-s) ones.11 But those who 
consider the sruti to be threefold either on the ground of 
three registers or threefold perceptual insensitivity as quoted 
by Matanga 1 2 do not seem to make an advance on the one 
sruti theory from the musicological point of view, since the 
first opinion makes no important distinction as the very same 
notes are involved in all the three registers ; and the second 
view relates to the quality of voice i. e the timbre and not 
the pitch. H owever, the theory referred to by him, that 
considers sruti to be fourfold on the basis of the different 
physiological conditions makes some advance upon the three­
fold sruti view in so far as i t affects the whole structure of 
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musical sound. But yet it does not seem to depart absolu­
tely from the primary meaning of the term sruti and there­
fore fails to accord distinct individ uality to different sruti-s. 

Bharata has spoken of three types of tones viz., having 
four sruti-s, three sruti-s, and two sruti-s, in the con text of 
wind instruments with reference to the technique of playing 
upon the!!l .18 Presumably on this basis, some flutists, accor­
ding to Matanga, consider sruti-s to be nine only. We are 
not presently so much concerned with the actual and true 
number of sruti-s as with the true significance and the actual 
function of sruti-s. It is obvious that to the flutists only 
nine sruti-s were real, for they could produce the notes of 
the octave with this understanding. Therefore, once again 
we find that sruti-s are conceived in order to produce the 
svara-s accurately and for obtaining their modified forms such 
as antara and kakali referred to earlier in the two-sruti view. 
But, however, apart from the technique of the wind instru­
ments, Bharata himself implies twentytwo sruti-s in a scale; 
for there are three notes with four sruti-s, two with three and 
two with two sruti-s each in sa¢jagrama. 

It is interesting in this context to consider the view of 
Dattila whose work is believed to be earlier than Matanga 
and who is considered to be a close follo wer of Bharata. He 
says : "Higher and higher notes in the high (tara-sthana) 
(register) are on the vii;ia lower and lower. Thus the d{/ferences 
of sound are called sruti because of their auditive perceptibility. 
With· some of these (sruti-s) one sings in all songs. Those 
(sruti-s), however, which have become notes will be consi­
dered here."14 Thus, auditive perceptibility of differences in 
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pitch forms the essential characteristic of the tonal perception 
called sruii by the ancients. And then it is also notable that 
in a given scale of notes, it is some of these very minute 
intervals that are recognised as svara-s. This view enlightens 
us regarding the relation of sruti and svara. 

Then Matanga quotes Koh ala, who is even earlier 
than DattiJa. He affirms that sruti-s are twentytwo in 
number, also considered as sixtysix by some : or otherwise, 
they are infinite.15 Thus, as far as the difference of pitch as 
determined by auditive perceptibility is concernedJ the one 
prominent view held by distinguished musicologists was that 
of twentytwo sruti-s; because all other views are either parti­
ally applicable or not based on pitch-value, and therefore 
non-musical in their orientation. The view of sixtysix sruti-s 
is only a projection of the former and is obviously superficial. 
Alternatively, if sruti is a just perceptible difference in pitch, 
there can hardly be any limit to such sounds. So, the view 
maintaining an infinity of sruti-s called for a need for a clear 
and precise definition of the term in the essential sense of 
perceptible difference in pitch. Of course sruti-s cannot be 
considered infinite, for the function of sruti-s is to constitute 
the musical scale and to determine the position of the seven 
tones in it; so if the sruti-s have to discharge this function, 
their number has to be limited; then only they tan be used 

as units of a group. 

But, how is it that the fruti-interval came to be per­

ceived ? i. e. in other words, does the name fruti correspond 
to an objective perception ? Kumbha, who is in a way, a 
commentator of Sarngadeva, has pointed out two different 
aspects of the connotation of the word sruti. He saysJ the 
word sruti can be derived from the root sru, either as an 
abstract noun referring to listening, or as a verbal noun, 
referring to the object of listening. In other words, sruti 
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also denotes a perceivable difference of pitch. This was 
derived in the first instance in the form of the difference of 
pitch-value between the Paficama of $arJJa-grama and that 
of Madhyama-grama by Bharata.1 6 And this difference of 
auditive perception was designated by him as Prama'l)a-fruti. 
In other words, in the perception of that difference in pitch 
value, he found a proof of the perceptible existence of a 
tonal factor that constituted tones or determined their posi­
tion in the scale. Consequently, Kumbha, echoing Abhinava­
gupta, points out that the function of fruti is to distinguish in­
between the grama-s. Matanga perceives in this difference 
of pitch a measure of tonal content called fruti. Thus the 
discovery of the prama1Ja sruti set the ball rolling, and it was 
found that all the tones were actually to be arrived at 
through two, three or four perceptible factors, bringing the 
total number of such tonal factors to twentytwo in a scale. 
Regarding the objective validity of the concept of fruti 
Dr. B. C. Deva has referred to a laboratory experiment 
conducted by Ellis, in England in 19th Century. The experi­
ment proved that, "the number of rough steps of pitch which 
can be distinguished in an octave are about 22 ;''17 and also 
"that the difference in any sensation which can be perceived 
depends on the sensation already present in a person." The 
effect of this accumulated sensation was known to our 
ancients, or was taken into account in formulating the con­
cept of sruti. Abhinavagupta calls it "Kramika-srutijanita­
samskiira-pisefa." Sarrigadeva is also aware of this process, 
when he himself poses the question, "Indeed if such sruti-s 
as the fourth etc. are admitted to be the cause of svara-s 
how can the other sruti-s such as third etc. be considered as 
their cause ?n, to which he answers, "Such a sruti whether 
fourth or third etc., is determined only with reference to 
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the preceding sruti-s; therefore, they too constitute the cause 
of svara-s." 1 8 

Following Matanga in · spirit, Sarngadeva too consi­
d~rs the fruti-s to be the modifications of musical sound i . e. 
n'llda. 1 0 So, sruti for him is essentially a musical sound. 
We can see the crystallisation of the concept. Another 
evidence of this process is to be found in Sarngadeva's 
statement to the effect that nii.da arising from the navel is 
differentiated through twentytwo narJ,i-s, situated in the 
region of the heart, the throat and the head. It is not 
understood in what sense he uses the term narj.i. In the 
Ayurvedic terminology, it is generally identified with veins, 
arteries or nerves etc. So, if by narji-s he implies observ­
able objects, then such twenty-two nlirji-s have yet to be 
identified by physiology. However, if he implies some yogic 
meaning, then obviously it would ever remain a subjective 
phenomenon. What is quite apparent is an attempt at 
fixing the number of sruti-s at twentytwo on a tangible basis 
to set the controversy at rest beyond all doubt. And perhaps 
he did succeed in his endeavour to do so; since no subese­
q uent writer seems to have challneged him. After him 
twentytwo sruti-s are almost taken for granted. 

It is noteworthy that Bharata enumerates the concept 
of sruti in the context of subjects related to vi~a, but not 
among those related to the human instrument.19

a This 
implies that sruti is one of those subjects of musicology that 
-can be well demonstrated and best exposed exclusively with 
the aid of vi~il. Therefore, Sarrigadeva's graphic descrip­
tion of t,wentytwo nat}i-s in order to show the genesis of 
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sruti-s seems to highlight the Tantric influence on musico­
logy, the seeds of which can be found even in Matailga. 
Tantra combined Yoga, and the concept of nada is closely 
related to the philosophy of Tantra and the practice of 
Mantra-yoga. Probably this can expfain Sarilgadeva's 
hypothesis. 

Although, as already stated, Visvavasu and Matailga 
both consider 'Dhvani' i. e., mere 'sound' to be the essential 
content of srutz", Sanigadeva considers nada i. e.~ musical 
sound to be the substance. However, it is worthwhile to note 
that he does not consider each sruti to be a musical sound; 
what he implies is that, sruti-s do give rise to svara-s that are 
essentially delightful, resonant etc. This implication is clearly 
brought out by his commentator, Kallinatha while he , 
comments on his definition of sruti viz., "Srava~at srutayo 
matill/' i. e., "sruti-s are so called because of their auditive 
perceptibility. He says : "Auditive perceptibility is common 
to such extensive sounds as well as svara and Nina etc., that 
are essentially resonant apart from sruti; so therefore, here 
indeed sruti signifies only the sound that is produced by the 
blow of wind etc. jn the very first instant, which is free from 
resonance." 1 0 Thus, we find that sruti is conceived as a 
factor of musical sound in the form of just perceptible diffe­
rence of pitch, that is free from resonance. So according to 
Sarngadeva, as interpreted by Kallinatha, "sruti signifies a 
pitch value which contributes to the musicality of tone, and 
is yet by itself devoid of tonal colour". Now, since he recog­
nises twentytwo such pitch values, as indeed they have been 
recognised by Bharata, Dattila, Matari.ga and Abhinavagupta 
before him, it is also implied that the audible musical sound 
free of resonance, that a sruti is, should be capable of indivi­
dual perception and recognition, and therefore of being 
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reproduced; for otherwise they cannot be employed cons­
ciously. This leads us to the question what the significance 
of sruti is with reference to svara. But before one can 
investigate that, one must be clear about the concept of svara. 

To mm up the deliberation regarding the concept of 
sruti, it may be concluded that, "sruti is that audible musi­
cal sound which is free from resonance and is capable of 
being individually perceived, recognised and reproduced.'' 
It also follows that there are twentytwo such sruti-s in a 
given scale which are the same in all the three registers. 

This very conclusion is corroborated by the process of 
CatufJ,sara'l)a initiated by Bharata, reshaped by Matanga and 
pedantically expounded by Sarngadeva. So also Kumbha 
has defined very clearly the threefold function of the fourfold 
string-movement called Catu~z-siirat;ia. He says, "The delimi­
tation of the number of sruti s, graduation of pitch with 
reference to tones and the comprehension of kaka!i etc. ( cons­
titute) the functions of the string-movements (saratzlis). 21 

The process need not be restated here; but it confirms, by 
actual demonstration, the number of sruti-s being twenty­
two, and also the fact that sruti·s are musical sounds just 
audible. 

2. The concept of Svara 

The concept of svara does not confront us with much 
difficulty; probably, because of the universal recognition of 
the tones, and also due to the inherent qualities that distin­
guish it . It has already been pointed out that the concept 
of svara was as naturally formulated as spontaneously it was 
perceptible. Dattila, as already pointed out, has said that 
some of the sruti-s are considered as svara-s. If this is read 
in consonance with Bharata's concept of three types of tones 
constituted by four, three and two sruti-s15 we are led to 
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think that some of the sruti-s attain the position of svara-s. 
Thus, although no categorical difference is conceived bet­
ween sruti and svara, it yet remains to be defined in what 
way they are different, or perhaps they are neither categori­
cally different nor even identical. 

Sarrigadeva has told in a peculiar way, how the svara-s 
come into being, He says, "From out of the sruti s arise the 
svara-s", 

22 
and this may be read alongwith his statement that 

all the sruti-:,· pertaining to a particular svara are responsible 
for its manifestation. 18 

Obviously he does not imply that sruti-s are the cause 
and svara-s their effect: the cause having ceased giving room 
to the effect, and the cause preceding the effect. He seems 
to suggeest that svara-s arise by the cumulative effect 
brought forward from the preceding svara-s to the 'note­
sruti' i. e., the sruti that becomes the svara; in other words, 
by samskara-pradana i. e. by the inheritance of the residual 
effect. It is notable that svara-s arise out of sruti-s in the 
groups of two, three and four; but they do so only in groups, 
in other words) no single sruti can J:>ecome or produce a 
svara. 

In fact, Sarri.gadeva's statement is rather vague in so 
far as it does not pronounce the relationship obtaining bet­
ween svara and sruti, and also because it is capable of being 
interpreted variously. One can roughly interpret that) as 
sri,ti-s give rise to svara-s, they are the cause; or for example, 
one can say that svara-s are different from sruti·s) being their 
product; This howeve1• involves the whole question of the· 
nature of relationship in svara and sruti, which we shall deal 
with presently. 

Sarngadeva defines svara) detailing its different chara­
cteristics-"Immediately consequent upon Jruti, creamy 
and resounding, the sound that delights the listener's mind 

~ ~-~fu;:q: ~1!= f<R:J: 
Sa1igita·ratnakara l . 3.23, 

28 



410 Treatment of Svara 

by itself is called svara." Resonance, softness and self-sustained 
deligtfulness are the essential features of svara. 

It is also notable that the two commentators of Sarn­
gadeva harbour a difference of opinion with respect to the 
first character of the tone-Kallinatha thinks that in case of 
$Ot/,ja, for example, tonality is derived from the resounding 
of the fourth sruti. 28 In other words, in the expression 
srutyanantarabho.vi (immediately consequent upon the sruti) 
the term sruti refers to that particular iruti which is capable 
of resounding into note, and which is technically called 
svarast!tana. Sirhhabhupala, however, would consider the first 
sruti bereft of resonance as sruti and the fourth sruti giving a 

rise to resonance J a svara. 2 4 

However, the suffix 'bhavi' in this expression is sugges­
tive of possibility and refers to possible resounding vibrations 
of a sruti and therefore precludes any interpretation to the 
effect that every sruti can resound or be a svara. The 
difference of opinion between the two commentators leads us 

to two theories. 

1
• (i) That svari manifests itself as the resounding 

vibration of the fourth sruti of farJja, and therefore 
svara can be said to be the effect of sruti and is 
therefore to be conceived as different from it. 

(ii) That the fourth sruti of farJja is itself svara, since 
it is capable of resounding. 

To Sirhhabhupala, there are four distinguishable sounds, 
the first three being devoid of resonance and the fourth one 
being capable of it. Therefore, the resounding sruti, for 
him, is not quite different from svara. 
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So, we have two types of sruti-s, the resounding sruti-s 
and the unresounding sruti-s. R. Sathyanarayan in his 
paper entitled 'Sruti, the Scalic Foundation' identifies these 
two types with svaragata and antaragata sruti-s of Visvavasu. 25 

But, it would be technically more accurate to identify the 
resounding sruti as svarasthana-sruti and to refer to other 
sruti-s merely as sruti-s. This finding will be helpful in esta­
blishing a proper understanding of the relationship of sruti 
and svara. 

Delightfulness indeed is related directly to resonance 
that brings about spontaneous perceptibility; and therefore, 
the tonality of the notes is primarily in resonance. Matanga 
derives the word svara from the Sanskrit root Ra.Jr, to shine, 
with the prefix sva (itself), meaning that which shines by 
itself' 26 i. e., which is spontaneously perceptible and needs 
no other means to manifest it. He then defines svara as 
delightful sound 2 7 and cites Kohala in his support to the 
effect that ,:colourful sound is known as tone."~ 8 So we 
have spontaneous perceptibility, delightfulness and resonance 
(i. e the overtones, the sound vibrations immediately follow­
ing the note-sruti), and softness as the four essential ele­
ments, aspects, or dimensions of svara. 

Now the question is, how many of these effects are 
shared by sruti ? Spontaneous perceptibility J resonance and 
delightfulness are positively denied to itJ while softness may 
be attributed to it since it has musical sound for its content. 
Then, how do these attributes manif~st themselves) when 
svara-s are said to arise from sruti-s ? One explanation is 
Sanskara-pradana i. e each sruti transmits its residual effect to 
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the next and the attributes of svara arise as a result of the 
cumulative effect of all the srutis of a note climaxed by the 
'note-sruti'. Thus, we may conclude that even though no 
single sruti can manifest by itself the attributes of svara, they 
are never-the-less produced by them cumulatively. Svara 
is therefore neither identi~al with, nor different from sruti. 
But svara can however be identified as the sum-total effect 
of the sruti-s of which it is constituted; in other words, a 
number of srutis together produce the effect which is called 
svara; or otherwise, a group of sruti-s in temporal sequence 
manifests svara. In that sense, tonality may be conceived as 
inherent and latent in the srutis, which manifests itself 
according to the manner of their grouping, just like the atoms 
coming together to form into a molecule. Each sruti may 
thereby be considered to be charged with the power potency 

of tonality. 
Our ancients have already considered the question of 

relationship between sruti and svara thoroughly; and it will 
be worthwhile to examine critically the views put forth by 
different schools. 

3. The relation of Svara and Sruti : 
Matariga relates five different views with respect to the 

relation of sruti-s to svara-s in the following verse :-

"Of the sruti-s (as related to svara-s) they characterise 
( the relation) as identity, appearance, resultant, trans­
formation and manifestation. " 2 9 

(i) Identity : 

The contention of this view is that, since there is no 
need for any spacial tactile relation for perceiving the two, 
both sruti and svara being perceptible through the sense of 
hearing, they are essentially identical like the relation obtain· 
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ing between the genus and the species. 8 0 Thus, the identity 
of sruti and svara, in this view, is based on the same source 
of perception and is illustrated through the relation of th~ 
general and the particular. Obviously, this view is absurd 
on the face of it, since all the objects of one and the same 
sense cannot be so related. Matanga rather points out that, 
since sruti and svara are two different concepts and are 
related as the supporter and the supported, the foundation 
and the structure, the relation of identity cannot be 
established. 31 

(ii) Resultant : 

If sruti and svara, being made of the ~ame material, 
cannot be related in identity, then perhaps the sruti-s can be 
taken as the cause of svara-s, and svara as the result of sruti. 
This view implies a relation of cause and effect, the effect 
being different from the cause. Matanga illustrates the point 
by the analogy of a pot being produced from mud with the 
help of a rod. 32 Mud is considered to be the material cause 
and the rod to be the efficient cause of the pot. Now, it is a 
well-known fact that the material cause coexists with its 
effect, and Matariga argues that sruti-s cannot be conceived 
as producing svara in this sense as srutis do not coexist with 
svara33

; i. e., in other words, svara manifests only after the 
sruti has ceased to be. This contention justifies the inference 
derived by Kallinatha that tonality lies in the resonance of the 

~ o-fcrir::rttre~l[~<fl'6~qQf~IJTl!70T I . m,~~ m~r~rf mfcralffmf~~= 11 ~ ~ 11 
Br. D. 

~ ~ -~r-n;fa'~ijrgi:r~ m~~ f~'.iT;rr , 
arr151'zwsrf ~~r,;;;;r ~le{~ Gfrf;rolffu:if~crAllt: 11 ~ ~ 11 

ibid 
\, -~~TOTT ,.;rfcrl!ir.f~crfirfcr ~f'<I~ <T<{~ f( I 

~ ' 
~f ,:qog~05'fif!Rcf ··m~~ ~l!JT '+f~ II~~ II 

~ ~-~1:Jctiro!T'+f~ ~~~).f ~~ I 
ifi'T~ f<f?Jl'.ff.r'! ~~oy~zfttr~l=~Oflq II 'to II 

ibid. 

ibid. 



I'-

414 Treatment of Svara 

note-sruti. Thus, sruti and svara cannot be related as cause 

and effect. 
(iii) Appearance 

If sruti and svara cannot be related as cause and effect, 
it is obvious that svara is not a product at all; and yet the 
phenomenon of svara is there : Can we therefore say that 
svara is only a projected image of the sruti just as face is 
reflected in the mirror? 3 4 The face reflected in the mirror is 
merely an appearance and has no existence of its own, being 
the image of the object outside the mirror; but, svara is 
perceptible by itself; svara therefore belongs to the same 
order of reality as sruti. Matanga, therefore, concludes that 
this view does not accord with facts; for, if a svara is taken to 
be a projection of sruti it cannot in any way be different 
from it essentially and moreover, the perception of svara 
would become illusory ;811 whereas it is observed in fact that 

svara is categorically different from sruti. 
As a matter of fact the appearance theory is based on 

the Vivartavada of Advaita Vedanta which is concerned with 
explaining the fact of phenomenal world as a whole; whereas 
the perception of sruti and svara is essentially relative and 
empirical and cannot therefore be explained in terms of the 
relationship of the absolute and the relative. However, the 
essential feature of Vivartavllda is that it explains change 
without admitting any modification in substance. This 
would accord with Sudhakara's view that the note-sruti itself 
becomes manifest as svara, so that svara, though appearing 
to be different from srutf, is yet no different from it in sub· 
stance. But, Matanga seems to consider the change invol· 
ved to be substantial as he contributes to the transformation 

theory. 
W- -RTllTT .J ~ ~iri;: riur, fcrctmti{ I , 

srfa-qrfcr fer~ ( ~) ir~fij51.Jcr fcrcITTffl: 11 n 11 
Br. D. 

~'\-~ f.rcr~~ 1ffi~T ~~iffl1! I 
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(iv) Transfarmatton : 
"No doubt" says, Matanga, "Sruti·s undergo a sub­

stantial ·transformation in the form of svara, as milk is trans­
formed totally to form into curds." 811 Obviously, in this view, 
svara is considered to be essentially different from sruti. It 
is only tl1e protagonists of ll.ramhhavl1.da i. e. the Naiyayikas 
who admit the effect to be different from an inherent cause 
(i. e. SamavayikaraT)a) which is the same as the material cause. 
Others admit the effect to be different from an efficient and 
aggregative (samyoga) cause Here Matanga seems to be 
advancing the view that sruti and svara are in Samavll,ya 
relation, for samyoga, a mere aggregate of sruti s, cannot 
produce svara, as pointed out by Kumbha. The sruti-s have to 
be in a particular order of succession in order to produce a 
svara. Moreover, we cannot have an aggregate of sruti-s like 
a bundle of threads, since they always occur in a temporal 
sequence. The samava__ya relation implies that "the effect 
inheres in the material cause as a quality may be said to do in 
a substance. The insistence that produced things are not only 
in time and space but also abide in dral!Jas is noteworthy." 3 7 

If, therefore, svara-s are conceived to be inherent in the 
sruti-s, they could as well be called the manifestation of 
sruti-s 
(v) Manifestation : 

Transformation implies the capacity to change, or in 
other words, a latent possibility. When the latent becomes 
active, th-e effect is called its manifestation. So, Matali.ga 
declares that, ''the seven tones called far;/Ja etc. are ever 
manifested by the sruti-s like a lamp manifesting the objects 
concealed in darkness." 8 8 Thus, what is implied in this view 
is that the svara-s exist in their own right and are highlighted 

~ ~ ~ fc[~a[ cf~t!~ll ~ij~flJQt~f!oT II n \ II 
Sai1gita-r:ija II 1. I. 136. 

~\9-Hiryanna-The Outlines oflndian Philosophy; p. 239, (1970 ed.) 
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by the sruti-s. This viewpoint is however rejected by 
Kumbha on the ground that it implies co-existence of the 
manifester and the manifest, which is in contradiction with 
the observed fact. 

Kumbha has discussed this relation from the point of 
view of almost all the schools of Indian philosophy including 
the Buddhists, but without going into smaller details; what 
is observed is that all these theories are applied to determine 
the relation of sruti and svara on the basis of change, for all 
these are the theories of causation attempting to explain the 
phenomenon of change. The concept of change is funda­
mentally twofold- one view is that reality is a flux, a per­
petual change, and the other view is that reality is eternal; 
the former view does not in effect admit any cause-effect 
relation; for it holds the dissolution of one whole to be the 
creation of another whole, while the latter view admits this 
relation. The first view is held by the Buddhist and the 
other is held by the orthodoxy of Hindu Philosophers, in one 
form or another. The Buddhist view has to be rejected for 
it precludes the study of all relations; the Hindu view is 
represented by three important viewpoints viz., i) that 
creation implies a substantial change, ii) that creation 
implies transformation or manifestation of the inherent or 
iii) that creation represents the appearance of the real. The 
last of these views cannot probably be applied to explaining 
the relations within the empirical field. SoJ we are left with 
only two alternatives viz., that of substantial change and 
transformation or manifestation. 

The theory of substantial change implies that sruti-s are 
evolved into svara-s, while that of transformation implies 
that svara-s are involved into sruti-s. This analysis resolves 
the probl;m. There seems to be no categorical difference 
in the two viewpoints that describe the same rela tion in 
different terms, from the two different ends. Therefore, the 
utility of bringing in these theories for explaining the rela­
tions of svara and sruti can as well be questioned. As a 
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matter of fact, sruti and svara are no absolute entities and 
both have musical sound i. e., nada as their substance. So, 
there is no difference as far as their substance is concerned. 
Therefore, it will be irrelevant to conceive of any sub­
stantial change taking place in-be.tween them. .Nada, as 
modified into twentytwo forms called sruti-s variously cry­
stallises to appear as seven tones. Therefore, sruti-s arising 
into different groups in temporal sequence give rise to self­
perceptible tones. Since sruti-s are not substantially different 
from svara-s, any attempt at relating them as cause and effect 
will be irrelevant. To understand the true significance of 
this relation, one must not lose sight of the fact that funda-, 
mentally we are dealing with nada. Sruti and svara are only 
two different forms of nada, related as the digits of the same 
figure, every digit contributing to the formation of the figure 
in a spatio-temporal sequence. 

Dr. B. C. Deva's definition that, "Sruti-s are additive 
measures of pitch relations in music," 3 0 seems to highlight the 
functional aspects of the relation of sruti and svara. Aspects of 
this relation can be defined, but no definition would perhaps 
be adequate; for sruti and svara are related as the constituent 
parts integrated by a temporal sequence into the dynamic 
whole, and are neither different from nor identical with each 
other, 

,~-B. C. Deva, Phycho acoustics of Music & Speech p. 121 . 
2!;) 



INDEX-CUM-GLOSSARY 

OF TECHNICAL TERMS AND ALLIED CONCEPTS 

(The references are to page numbers)* 

Abhinavagupta-9 
Abhirudgarn, a milrtchana of $ar/.ja­

gr11ma-I68, 169; as also accord­

ing to Narada-179 
Abliyuccaya, an embellishment of the 

ascendant tone-pattern-245,246 
Abhyudaya, a hexatonic combination• 

al note-series of madhyamagrama 

-226 
Aouta (unmoved) $a{ija-14l 
Adhara-cakra, the foundational cycle 

-85 
AditflJyana, a hexatonic combina· 

tional note-series of madhyama· 

grllma-225 
Agnicit, a hexatonic combinational 

note-series of madhyamagrama-

226 
Agni[!oma, a hexatonic combination­

al note-series of 1a¢Jagrama-22J, 

224 
Ajiia-cakra, the cycle of supreme 

command-93 
Akrepa, an embellishment of the cir­

culatory tone-pattern-249, 250, 

253 
Aktipta, an embellishment of the 

ascendant tone-pattern-245, 247 

Alank"lJ.ra, (pattern of tonal phrases) 
-3, 13, 16; tonal embellishment 
(the definition of) 236, 264 

Ala.pa, a milrcchana of gandlz'IJ.ragrama 
-178, 179 

Atllpinl, a variety of karur/a sruti-class 
-137, 138, 139 

Alapti (the delineation of raga)-14, 

17 
Alikrama-Alisamsrita-14, 18 sn¢astha, 

14, 18 
Alpat11 (rareness)-281, 294 
Am.fa (the fundamental note)-281, 

283 
Anabhyasa (non-repetition)-249,295 

Anahata-cakra (the cycle of the 
unmanifest)-91, as related to 

music-96 
Anahata-nada (the unmanifest sound) 

-104 
Andhati--312, 313,315,316 
Andhr't 'an associate modified jati) 

-273, 274, '2 77, 279, 21J0, 290, 
291, Characteristic features-

355-359 
Anga (integral part of a musical 

composition) 14, 18 

• In this index the Sanskrit-terms too are written in the Roman 
script, and hence it is the order of Roman alphabet that has 
been followed excepting where the order is concerned only 
with the sibilants, the Roman providing the same letter for 
all the three, for in that case only the order of Devanagari 

script too has been taken into consideration. 
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Angirll, a pentatonic combination 
note-series of iarfjagrama - 226 

Anjaneya-9 
Antal;-karar;a (the internal organ) 

-50 
Antara (giindhllra)-142; svara, defi­

nition-173, 174, 23 I, 320 
Antarabhiitll-13, 16 

Antaramarga-28 I, 282 definition of 
-295. 296 

Anuvadi (assonant)--148, 149 
AfJll.na (vi!yu)-57, 60 
Apanylisa (semi-final note)--281, 290 
Apurr;a-kil{atana (incomplete permu-

tational note-series)-) 86, I 87, 

188 
Apyayani, a murcchan11 of madhyama­

gr"llma, according to Nlirada-
178, 171 

Ardhamagadhi-giti-376, 377, 378, 
382, 384 

Ardha-savitri, a hexatonic combina­
tional note-series of madhyama­
grlima-225 

Arjuna-8, 9 
Aroha (ascendence), of notes (in 

miircchanil )-I 6 7 
Arohi-varr;a (ascendant tone-pattern)· 

-245 
Ariabhi (a suddh11 jati)-266, 273, 

274,275, 279, 280, 290, 291-
characteristic features-305-307 

Ar$abhi-kapala-370, verbal text-
373 

Asaya-s (receptacles)-67 
Ascendant tone-pattern ( o.rohi-varrJa) 

-245 
At{akapalaka, a pentatonic combina­

tional note-series of madhyama­
grilma-227 

Asthi (bone)-39, 73 
4.sthi-sant/hi-$ (bone-joints)-74 

Afvakrl1.ntn., a murcchana of ;ar!Ja­
grama-268; as also according 
to N:Irada-178; a hexatonic 
combinational note-series of; atf­
jagr"il.ma-224 

Alvamedha, a hexatonic combina­
tional note-series of rarfja-grama 
-223, 2?.4 

Afvapratigraha, a pentatonic combi­

national note-series of tacfjagriJ.ma 
-226; hexatonic combinational 
note series of madhyamagra.ma-
225, 226 

Afvatara-8, 9, 278 
Asvin-l 77, 178 

Atman, the intelligent substratum of 
self-30, 69 

Aryagnir{oma, a hexatonic combina­

tional note series of ia{ljagrama 
- 223, 224 

Aurfuva (pentatone)-282, 296 
Au{iuva-t/.ina(penta-tonic note-series) 

-182 
Avablzrtha, a pentatonic combina· 

tional note-series of madhyama­
grll ma-227 

Avalokita, an embellishment of the 
circulatory tone-pattern-250, 
260 

Avaroha, descendence of notes in 
murcchanli·s-167 

Avarohi ( descending tone-pattren) 
-235 

Avartaka, an alank"drtz (embellish-
ment)-261, 262 

Avidyil (nescience)-25 
Ayatll, a class of sruti-s-137, 138 

Bahusauvan1a, a hexatonic combina-
tional note-series of rarfjagrama 
-224, 224 

Bahutva (profusion)-281, 293 
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Barhi, a hexatonic combinational 
note-series of madhyamagrama-

225, 226 
Bhairava, a pentatonic combina­

tional note-series of madhyama­

grama-227 
Bharata-8, 9 
Bharati-91 

Bhll,ra-13, 16 
Bhatanga-13, 16 
BMskara, Grandfather of Sarriga­

deva-4, 5 
Bhava-14, 20; mental state-39; 

six substances of the physical 
body according to Ayurveda-
51; atmaja (self created)-51; 
m'lttrja (maternal)-51; pitrja 
(paternal) -51; rasaja (serologi­
cal)-51; s'{J.tmaja (self-adapted) 
-5 I; sattva-sambhava ( mental) 

-51 
Bhavan'll (motivation)-50 
Bhillama, Patron of Soc;lhala-4, 6 

Bhoja-9 
Bhukti (enjoyment) - 103 • 
Bindu, an embellishment of the 

ascendant tone-pattern-245, 
246; an embellishment of the 

circulatory tone-pattern - 2491 

250,254 
Bindur!l.ja-9 
Bitones-193, 196, 197, 198 
Brahma-8, 9, 32,33, 108,109,177, 

178; as the presiding deity of 

~a4jagrama-I 66 
Brahma-granthi, the centre of (he 

body-I, 98, 99, 100 
Brahman (Ultimate reality), the 

nature of-24 
Brahmaproktapada-3 67 
Brahma-randhra (the cerebral 

aperture)-97, 98, IOQ 

Brahmayajna, a hexatonic combina­
tional note-series of iarf.jagrama 
-223 224. 

Breath, ten modifications and their 
functions-59 

Buddhi (Intellect)-50 

Caccatpu{a (tllla}-305, 307, 308, 

310,312,313 
Cala-vi')tt (variable vif)il)-121, 122 
Candramasi, a milrcchanil ofmadhyama­

grama according to Narada-

178, 179 
Candrll, a murcchanll of madhyama· 

grttma according to N!l.rada-
178, I 79 

CatulJ,sarar)il, the fourfold string 
movement- 120, 121 

Caturmasya, a hexatonic combina­
tional note-series of ,rar!,jagrama 

·-224 
Cerebral aperture (brahma-

randhra)-101 
Cetanasthana (seat of intelligence) 

-68 
Chanda (metre)-13, 15, 153, 156 
Chandaka-gUa (song-patterns based 

on tala)--14, 19 
Chandovati, a variety ofmadhya sruti­

class-137, 138, 139 
Circulatory tone-pattern (sancari 

var~a)-249 
Citra (marga)-299, 301,365,366 
Citravati, a miircckan'lt of g'ltndh'i1ra· 

grama-I 78, I 79 
Citril, a mrtrcchanll. of gandharagr'lJ.ma 

-178, 179; a hexatonic combi­
national note-series of tatf}a­

grllma-224 
Classification of voice-I 7 
Co-fundamental note (pary'lJ.fn.msa) 

-293 
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Coktakaisika-3 I 7, 319 
Coktat'llrf.ava-312, 313,315,316 
Cokraslldkarita-320, 322 
Combinational note-series-227, 

228 
Consonant-293 
Cycle of creation and destruction 

-29 
Cyuta (lowered) faefja-141 

Dakfi')a (m'ltrga)-299, 301, 365, 
366 

Darsa, a pentatonic combinational 
note-series of tarf,ja-grama-226 

Dattila-8, 9 

Dayi!vati, a variety of Karuti'll sruti• 
class-!37, 138 

Denominative note (namasvara)-
267, 289 

Desi, a sangita in contradistinction 
with marga, characterised by 
flexibility of rules, having enter­
tainment of people in general 
according to their regional 
tastes as the objective-I 0, name 

of a raga-306, 308,310, 312, 
313, 315, 316, 317, 320, 322, 
324, 326 

DeJi-tala-14, 20 

DevatlJ, (presiding deity), of the 
notes-153, 156 

Dhaivata-l 30 
Dhaiuatl ( jati )-266, 274, 275, 

279,280, 290, 291; characteristic 
features of-317, 320 

DhairJati-kapa la-3 71, verbal text 
-375 

Dhamani (artery)-78 
Dhatu, a section of a musical com-

position-I 4, I 8-supportive 
tissue-66 

Dhatu-prakrti-62 
Dhruva (song)-310, 313 

Dhruvilg'D-na-308, 312 
Dhruua-vi')il (invariable vlf)il)-121, 

122 
Dhvani-l I I 

Dikfil, a hexatonic combinational 
note-series of madhyamagr'{J.ma-
225, 226 

Dipta. a class of sruti-s-137, 138 
Dohada-39 

Durgilsakti-8, 9 

Dvada!aha, a hexatonic combina­
tional note-series of madhyama• 
grama-225, 226 

Dvayopeta (inclusive of both, kD.kali 
and antara) a type of murcchanil­
I 73 

Dvihrdaftt (twin-hearted)~39 

Ekakala-I 4, 19, 365, 366 
Embellishment-238, 264 
Enjoyment, as the objective of 

musical arts-I 03 
Enlightenment, the objective of 

musical arts-103 

Final note {nflJ.sa), definition of-
281, 289 
Foetus-38 

Fourfold string movement and the 
No. of sruti-s-124 

Fundamental note ( ams a}, defini• 
tion of-281, 282, 283, 284 

Gajacchaya, a pentatonic combina­
tional note-series of madhyama· 

grlJ.ma-227 

Gajakranta, a hexatonic combina­
tional note-series of faefjagrama-

224 
Gamaka (shaking oftones)-14, 17 
Gana, in the context of combina­

tional and permutational note• 
series-228 
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ClJ.nakriyii-376 
GlJ.ndh'/1.ra-130, the prominenceof-

165, 130 
Go.ndharagrllma-164 
Gandharapancama-308, 310, 324, 

326 
G'l1,ndhllrapancami (an associate 

modified jati)-273, 274, 277, 
279, 280, 290, 291; characteristic 
features-352-355 

G'l1,ndhllri ( jllti)-266, 273, 274, 
275,279, 280, 290, 291; charac­
teristic features-308-312 

Gandhari-kapala-370; verbal text-
374 

Gllndh'l1,rodiryava (an associated 
modified jati)-273, 274, 275, 
277,279,280,290,291, charac­
teristic features-334-337 

Gandharva-l 77, 178 
Ga,ndharva-3, 17, in the context of 

permutational and combina­
tional note-series-228 

Garbha (foetus)-36, 39 
GatravarT},a, an embellishment of the 

ascendant tone-pattern-245 
Gavllmayana, a hexatonic combina­

tional note-series of madhyama­
grll ma-225 

Gayanal} (songster )-13 
G11yani-I 1-

Geya, the materials ofmusic-l04 
Gita-2, 10, 11, 1:2, 21 

Gftaka \song-pattern based on 
t'l1,[a}-l 4, 19 

GWznga (Melodic aspect)-14, 20 
Giti, the act of singing, comprehen­

ding the tonal, rhythmic and 
the verbal structure of a musical 
composition-13, 16; definition 
and classification of-376, 377 

Godohana, a hexatonic combinational 

note-series of madhyamagrama-
225, 226 

Gosava, a hexatonic combinational , 
note-series of ,;a<fjagrama-223, 
224 

Gr aha ( the initial note )-281, 282 
Grllma-3, I 3, 162; definition of-

160 
Grama-indicative pancama-196 
Grllmarltga-13, 16 
Group performance, definition of.-

17 
GurJa and dora (excellence and 

blemishes) of gita (vocal perfor• 
mance)--14-; of voice-14, 17; 

of the songster and songstress­
] 4, 17; of fartra (timbre)-14, 
17 

Guru (measure oftime in tilla)-14, 
19 

HariT},aiva, a murcchanii of madhya ­
·magra.ma-168, 169, 170 

Hasita, an embellishment of the as­
cendant tone-pattern-'245, 247 

Hema, a murcchana. of madhyama­
gr'/1.ma, according to Nlirada-
178, 179 

Hexatonic note-series-181, I 98 
Hexatonics-190 
HitJ.r!olaka-324, 326 
HrD-dam"lJ.na, an embellishment of 

the circulatory tone-pattern-
250, 260 

Hruaka., a mii.rcchana of madhyama­
grlima-168, 169; a mii.rcchana of 
the ;aefjagrama according to 
Narada-178 

Humpha~, a non-inflectional vedic 
syllable-91, 92 
Hunka.ra, an embellishment of the 

circulatory tone-pattern-250, 
25!1 
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lrj'/1. (naefi}-100, IOI, 102, 103; a 
pentatonic combinational note­
series of iar!ja-gra.ma-226 

Immortality-87 
Incomplete permutational note­

series-186, 188 
Indicated note-series ( udditta)-214 
Initial note ( graha), the definition 

of-282 
Intellect, functions of-53 
Immortality of the soul, inferred-

49 
Instrumental music-21 
I;u, a pentatonic combinational 

note-series of ;a<!jagrama-226 
Jagadeka-9 
Jll.la-s (plexuses)-72 
Janaka-jllti-s (parentj1lti·s )-309 
Janmabhumi (land of origin)-1535 

154 
Jati-43; as caste--13; as caste of 

notes-153; classification of 
prabandha-s-14, 18; as melodic 
type 13, 16,266,365, 366, 367; 
characteristic features -28 l 

Jati-s'ildhllrarJa (overlapping in jlJ.ti-s) 
13, 16, 233 

J!va (transmigratory soul)-26, 27, 
30, 36, 99 

Jn'/1.na (pure intelligence)-50 
Jnanendriya-50 
[/yotit(oma, a pentatonic combina­

tional note-series of taefja-grllma 
-226 

KaiJika-142, 144, 232 
Kailiki (an associate modified jati) 

-273, 274,279, 280, 290,291; 
characteristic features-341-345 

Kilkall-142, 173,174,230,231 
Kakali and antara, the application 

of-231 
K IJ.kalikalita (kakall-inclusive), a 

type of murcchanll-173 

Kakali-nirlJ.da (a modified note)-
141 

Kakalyantara-13, 16 
Kaka{Jiantarasadh1tratza-230 

Kalil (the inaudible movement Jf 
the hand)-14, 18; as a phraie 
in alankaras-243 a phrase mea· 
sured in terms of rnla-365, 3€6 

Kalata (a gelatinous substance!, 
foetus in the first month-38 

Kalopanatii, a milrcchan"{J. of madhy1· 
magrli.ma-168, 169 

Kamada, a pentatonic combinatio1!· 
al note-series of madhyamagrllrrtl 
-227 

Kambala, name of an ancient mus} 
cian-·8, 9, 278 

KambalaglJ.na-13, 16, 3 72 
Kandarpabalaslltana, a pentatonie 

combinational note-series cf 
madhyamagra.ma-227 

Kanka, a pentatonic combinatioml 
note-series of rarjjagrilma-226 

Kap"lJ.la (songs)-13, 16, 369, 372 
Kapardini, a murcchana of madhyama­

gri.ima, according to Nlirada-
178, 179 
Ki.iriri, a pentatonic combination~! 

note-series of tadjagrilma-226 
Karma.ravi (an associate modified 

jati)-273, 274, 275, 277, 279i 
280, 290, 291; characteristic 
features-348-352 

Karmendriya (organs of action)-50 
Karu~a, a class of sruti-s-137, 1381 

139 
Kasyapa-8, 9 
KauT},ap1tyana, a hexatonic combina• 

tional note•series of madhyama• 
griima-225 

Kha~rf ameru (permutation-indicator) 
-13, 15, 208, 209 

Kirtidhara-9 • 1 
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Kohala-8, 9 
Krama (murcchana-series)-l 75, 176; 

an embellishment of the circula­
tory tone-pattern-250, 251 

Kramarecita, an embellishment of 
the steady tone-pattern-238, 

243 
Krodh'lJ., a variety of ayatlt fruti-class 

-137, 138, 139 
Kietrajna, the self aware intelli­

gence-36 
Kietraraja-9 
K1iti, a variety of mrdu fruti·class-

138, 139 
Kiobhir:i, a variety of madhy'fJ. sruti-

class-I 38, 13 9 
Kula (Lineage), of the notes-13, 

IS, 152 
Kumuduati, a variety of ayata fruti­

class-137, 138, 139 
Kur;.4alini, the creative power-85, 

86 
Kurci'i (cluster)-72 
Ku{at'lJ.na (permutational note-

series), the definition of-183 
Ku(atilna prastara-204 
Laghu (measure of time in ta.la)-

14, 19 
Lalani'i-cakra-92; as related to 

music-97 
Lalitasuara, an embellishment of the 

circulatory tone-pattern-250, 

259 
Langhana (overstepping)-~94, 295, 

305 
Laya (tempo or musical speed)-14, 

19, 376 
Linga-sarira (subtle body )-28 
Lolla{a- 9 
Loka-ranjana, popular entertainment 

, or peoples' amusement-104 
Lower pitch-range (mandra), defini­

tion of-281, 288 

Madantika, a variety of karur;,11 sruti­
class-137, 139 

Madhukarf-306, 307 
Madhya (medium or middle register) 

-114, 141 
Madhya, a class of srutis-137, 138 
Madhyama-130; the prominence 

' of-165 
Madhyama ( jati)-266, 273, 274, 

275, 278, 279, 280, 290, 291; 
Characteristic features-312-314 

Madhyama·gri'ima- I 62; definition 

of-163 
Madhyam'lJ.-kapala-370; verbal text 

-374 
Madhyama-sadh'lJ. ra~ia-232 
Madhyamod!chyava (an associated 

modified jati)-273, 274·, 275, 
277, 279,280, 290. 291, charact­
eristic features-345-348 

Mngadhi (giti)-299, 301, 365, ::.66, 

J76, 377,382,383 
Mahilbhutas (great elements)-58 
Mahaurata, a hexatonic combina• 

tional note-series of ia4jagrama 

-223, 224 
Mahesvara (Siva), the presiding 

deity of the Gii.ndh'lJ.ra•grlJ.ma-

166 
Maitri, a murcchanll of madhyama• 

grama, according to N!!.rada-

178, 1?9 
Mana (mind)-50 
M7J.msadharlt (skin)-65 
Mamsarajju (fleshy band)-72 
Manas-cakra, the cycle of the mind 

-94 
Mandl'L, a variety of mrdu fruti­

class-138, 139 
Mandra (low register)-114, 141, 

lower pitch range in the context 
of alankilras-239, 240; as a 
feature ofjatis-281, 287 
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MandrlJ.di, an embellishment of the 
circulatory tone-pattern-249, 
250 

Mandramadhya, an embellishment 
of the circulatory tone-pattern-
249, 251 

Mandr'lJ.nta, an embellishment of the 
circulatory tone-pattern-2 t-9, 

251 
Mandrat'llraprasanna, an alankara 

(embellishment)-261, 262 
Manifestation, of sound in the 

body, the process of-111 
Manipura-cakra, the navel cycle-89 
Mnrga, a form of saflglta-10; span 

oftala-14, 19, 365 

Milrga-kalas-14, 19 
Marga-ta.las- I 4, 18 
M'O.rgi, a milrcchan'll of madhyama­

grama-168, 169, 196 
M"O.rjani, a variety of madhy'O. fruti-

class-138, 139 
Marmasthana•s, the vital parts-82 
Matanga-8, 9 
M!!.trgupta-8, 9 
Matra (fixed unit of time in tala)-

14, I 9 
Matsankrt ii, a milrcchan'd of ia4ja-

grilma-I 68 
Mind, the functions of-53 
Missing note-series (nai!a)-218 
Moktad il, a pentatonic combina-

tional note-series of madhyama­

grii.ma-227 
Monotone (note-series)-194, 197 
Monotones-198 
Mrdu, A class of sruti-s-137, 138, 

139; a synonym for mandra in 
the context of alank'llra-s-239, 

240 

Mukti ( enlightenment)-103 
Mtlla-8, 9 

Mulakrama, the original series-189; 
original order-204 

MalaJira (Primal bloodvessels)-79 
MurcchanD., 13,175,202,203,228; 

definition 167; the classsfication 
-173 

Murcchana.-samkhy11 (the serial 

number of mtlrcchana), the 
method of indicating it-I 75 

Nada, primordial sound-I, 2, 108, 
ll 1, 12 I, 122: as audible sound 
120; classified as '/1.hata and 
anlJ.hata (produced and un-pro­
duced)-23; musi-cal classifica­
tion-II 2, ll4; derivation-113, 
as related to sruti-I2I 

ND.da-brahman-I 08 

Nadasambhuti (voice production)-] 3 
Nnef!-s, as associated with sruti-s-

115, 116 

Naga, as a deity of milrcchanas-
177, 178 

Nagapak1aka, a hexatonic combina­
tional note-series of iatfjagrllma 
-224 

Nai1adi (jati)-226, 274, 275, 279, 
280, 290, 291; characteristic 
feat ures-·320-323 

Nai{lld'f.-kapala-371, 375 
Naiikramiki (dhruvlt)-299, 301 
Nllmasvara (denominative note)-

267 

Nanda, a murcchana of gandhara.: 

grltma-I 78, 179 
Nandayantl (an associate modified 

fati)-273, 274, 275, 277, 279, 
280, 290, 291, characteristic 
features-359-365 

Nand!, a pentatonic combinational 
note-series of farfjagrlJma-226 

N andikesvara-9 
Nanyadeva-9 
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Narada-8, 9, 1 77 
Nartana ( dancing)- I 4 
Natfa (the missinginote-series)-13, 
· 217 

Navel-89 
Nescience-31 
Nirgu,:ia (Brahman), the attributeless 

reality-I 04 
Nitllda-130 
Nitkaria, an embellishment of the 

ascendant tone-pattern-245 
Nitkii.jita, an embellishment of the 

circulatory tone-pattern-250, 
256 

Nrtta (a dance form)--10, 11, 21 
Nyasa (the final note)-281, 289 

Objects of mind-53 
Ojas-39, 45 
Organs of human body-63 
Original series (mulakrama)-189, 

190, 196, 199 
Overlap (slldhlira,:ia)-230 
Overlapping (sadhara,:ia)-229; of 

klJ,kati-.230; of antara 230; of 
ta¢ja--232; of madhyama-232; 
pf jatis-16, 233; of notes (in 
jati-s)-278 

Pada-376 
PlJ.dabhl1ga (a unit of two or four 

gurus forming a section of a 
tala-14, 19 · 

Pancama-130 
Pancami (jllti)-266, 273, 274, 275, 

278, 279, 280, 290, 291; chara­
cteristic features-314-31 7 

Pancami-kaplJ.la-370; verbal text-
374, 375 

Pancapa,:ii-299, 301 
ParamardI-9 

') 

Pa,amlJ.tman (supreme-self)-29 
Parent jlJ.tis-369 
Parivarta (repetition of pada-division 

in tala)-14, 19 

Parivartaka, an embellishment ot 
circulatory tone-pattern-249, 
250, 253 

Paryayllrilsa, ( co-fundamental note) 
-293 

Passion, the seat of-88 
P11ta (audible movement of the 

hand)-14, l8 

Patakalli-vidhi (technique of sound­
ing and unsounding action in 
tMa) 14, 19 

Pauravi, a mii.rcchan71. of madhyama­
gr7.lma-l 68, 169, 195, 197 

PaurtJ,aml1sa, a pentatonic combina­
tional note-series of tar/.jagrama 
-226 

Pentatonic note·series-182, 196 
Pentatonics-191, 198 
Permutational calculus (prast"(J,ra)-

204, 206 
Permutation-indicator (kha,:irfameru) 

-212, 222 
Permutational note-series, 183, 196, 

199, 222, 228 
Pe~r (muscle)-77 
Pir;.r/.a (human body)-23 
PitJ,r/otpatti (human embodiment)-

23 
PingallJ. (nai;li)-100, IOI, 102, 103 
Pluta, in the context of alankaras-

240 
P,abandha (musical composition)-

14, 17 
Prajapati (foremost creators of 

human race)-32-34, a hexa• 
tonic combinational note-series 
of ra(jjagrama-223, 224 

Pra,:ia (vital breath)-2, 3, 57, 59 
Pra'}ava, OnklJ.ra-9 l 
PraslJ.da, an embellishment of the 

steady tone-pattern-238, 244; 
an embellishment of the circu­
latory tone-pattern- 249, 252 
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Prasanna, in the sense of mandra in 
the context of alankiiras-239 

Prasann71.di, an embellishment of 
steady tone-pattern- 238, 24 I 

Prasannadyanta, an embellishment of 
the steady tone-pattern-238, 
243 

Prasannamadhya, an embellishment 
of the steady tone·pattern-238, 
243 

Prasann"(J,nta, an embellishment of 
the steady tone-pattern-238, 
242 

Prasnrir/i, a variety of ayata sruti­
class-J 37, 138. 139 

Prasrnra (sequential permutation) 
13, 15; an embellishment of the 
steady tone-pattern-238, 244, 
an embellishment of the circu­
latory tone-pattern-249, 251; 
elaboration of the basic structure 
ofjatis-338, 340, 342,344,345, 
347, 348, 351, 352, 354 

Pratyaya (formula for discerning the 
different aspects of t"lJ.la)-14) 20 

Prenkha, an embellishment of the 
circulatory tone-pattern-250, 
256 

Prenkhita, an embellishment of the 
ascendant 
247 

tone·pattern-245, 

Presiding deities, of milrcchan"lJ.-s-
177 

Priti, a variety of mrdu fruti-ciass-
138, 139 

Profusion-293 

Prthula-gu i-299, 301, 365, 366, 
376,377,381, 382, 385 

Pu,:irj.arika, a hexatonic combina­
tional note-series of tarf.Jagr"(J,ma-
223, 224 

PurrJa-kflfatana, complete permuta­
tional note-series, their No.- 184 

Pururamedha, a pentatonic combina­
tional note-series of 1arf.jagr"dma 
-226 

Put{ikrt, a pentatonic combinational 
note-series of iarJjagr"(J.ma-226 

R"(J.ga-13, 16,366, 369 
Ragilrhsa-365 
R"(J,glJ.ilga-13, 16 
R"(J,hula-9 

Ra_jani, a murcchanlJ. of iarJjagrllma­
l 68, l 70, 178, 195, 197 

Rajas (activity )-55, 56, 93 

Ra.jasuya, a hexatonic combina­
tional note-series of iarJja-grlJ.ma 
-223, 224 , 

Rakia, (presiding deity of murcc­
han"lJ.s ), 177 , 

Raktagllndhan (an associate modi- ' 
fiedjati)-273, 274, 275, 279, 
280, 290, 291; characteristic 
features-338-341 

Rakti, the capacity to delight-104, 
265 

Raktika, a variety of madhya sruti­
class-J 38, l 39 

Rambh!i-8, 9 

Ramyll, a variety of madhya sruti­
class--138, 139 

Ranjani, a variety of madhya sruti- . 
class-137, 139 

Ranjita, an embellishment of the · 
circulatory tone-pattern-250, 
258 

Rareness (Alpatva)-294 
Rasa (aesthetic delight) 14, 20; that 

of the notes-153, 157; that of 
the jati-s-365, 366 

Rasavahini, ar teries carrying lymph· 
chyle (rasa)-80 

RathakrlJ.nta, a hexatonic combina-

tiortal note-series of 1atfjagrlJ.ma 
- 224 I 
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Ratik'IJ., a variety of mrdu sruti-class 
-138, 139 

Raudra, a pentatonic combinational 
note-series of madhyamagr'IJ.ma-
227 

Raudri, a variety of dipta sruti-class 
-137, 138, 139 

Rlivar;,a-9 

Repeated note-series, the total 
number of-199 

]l.gveda-367 
1J.1abha-130 
IJ.1i (sage)-13, 15, 153, 155 
Rudrata-9 
Sankhacfif a, a pentatonic combina­

tional note-~eries of madhyama­
grama-227 

Sankuka-9 
Santikrt, a pentatonic combinational 

note-series of taefjagr-a.ma-226 
S~rdiila-8; 9 
Sarira (timbre)-13, 14, 17 
Siva-8, 9, l08, l09, 177, 178 
Sruti-3, 13, 104, l05; its number 

- I 15; the primary definition 
and measure-121, 122; as the 
source of svara-130, 136; classi­
fication-I 37, 138 

Sruti-jati (The generic groups of 
sruti-s )-13 

Sruti-subclasses (as distributed 
among the svaras )-I 39 

Suddha, a type of mflrcchan'lt-s-173 
Suddha jatis (primary melodic types) 

-266> 369, definition-266, 267 
Suddha-madhya, a marcchana of 

madhyamagr'ltma-168, 169, 195, 
196 

Suddha-mllrcchan11 (standard marc­
chanll)-179 

Suddha-1aef.ja, a marcchan'lJ. of iaef.ja­
grama-168 

Sadtll,asvara (standard note)-13, 15 

Suddhat"a, the definition of-·267 
Suddhat'lJna (specific combinational 

note-series)-! 79, 180, 223, 227 
Syena, a pentatonic combinational 

note-series of tarfjagrama-226; 
an embellishment of the circu­
latory tone-pattern-250, 256 

$arjava (hexatone)-281, 293 
$'1J.rjava-tana (hexatonic note-series} 

-181 
$arjja-130, the prominence of-165 
$arfja-gr'llma- I 62, 163 
$arj.jakaisikf (an associate modified 

jati)-273, 274, 277, 279, 280, 
290, 29 I, characteristic features 
-324-327 

$arj.jamadhyam'lJ. {an associate modi­
fied jatt)-273, 274, 278, 279, 
280, 289, 290, 29 I Characteristic 
features-331-334 

$arj.jas'iJ.dharar)a-232 
$arfji (a suddha j'lJ.ti)-266, 273, 

274, 275, 277, 279, 280, 290, 
291; characteristic features-
299-303 

Saefji-kapala-359; verbal text-372 
$atjjodfcyava (an associate modified 

jati)-273, 274, 279, 280, 290, 
29 l; Characteristic features-
327-331 

$otjasi, a hexatonic combinational 
note-series of taefjagrama-223, 
224 

Sada§iva-8, 9 
SadhararJ-a (overlapping)-141, 142, 

229 
Sahasrapatra-cakra, the thousand­

petalled lotus-95 
Salvation-I 03 
Sama, an embellishment of the 

circulatory tone-pattern-249, 
250, 255 

Sam1lna (ullyu)-57, 60 ' 
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Samaueda-367 
SambhlJuitn (giti)-299, 301, 365, 

366, 376, 377, 880, 382, 385 
Samit, a hexatonic combinational 

note-series of madhyamagrama-
225,226 

Samprad'lJ.na, an alankara ( embellish­
ment)-261, 263 

Samsargaja-vikrta (associate modi­
fied (jatis)-273 

SarhsthlJ, a hexatonic combinational 
note-series of farfja-grlJ.ma-224 

Samu'lJ.di (consonant)-148 
Saiicarr, (circulatory tone-pattern)-

235, 236, 261 
Sandhipracchadana, an embellishment 

of the ascendant tone-pattern-
245, 248 

Sandtpani, a variety of llyata sruti­
class-137, 138, 139 

Sangati-299, 30 I, 305 

Sangi/am (musical arts) gitam, 
o'lldyam and rzrttam all the three 
taken together- I 0 

Sangita-ratnakara-8 

Sannivrttakapravrttaka, a n embellish­

ment of the circulatory tone­
pattern- 250. 258 

Sannyasa, the concluding note of the 
first sub-section of a musical 
composition--281, 291, 292 

Santara (antara-inclusive type of 
marcchana)- 173 

SarpayarJa, hexatonic combinational 
note-series of madhyamagr'/1. ma-
225 

SarvasvadaktiTJ-a, a hexatonic combi• 
national note-series of madhyama• 
gr'llma- 225, 226 

Sarvatobhadra, a hexatonic combina­
tional note-series of madhyama­
grama-225 

Sattoa gur)a (purity)-50, 55, 56; 
mind or consciousness, 93 

Saubh7igyakrt, a pentatonic combi­
national note-series of faef.ja­
grilma-226 

Saubhara, a pentatonic combina­
tional note-series of rarf.jagr'lJ.ma 
-226 

Sautrilmar-i, a hexatonic combina­
tional note-series of rarf.jag,ama 
-224 

Sauvzri, a milrcchana of madhyama­
grama-168, 169, 170; according 
to N!rada a murcchan'/1. of far/.ja­
grama- I 78 

Srt vitri, a hexatonic combinational 
note-series of madhjamagrama~ 
225 

Semifinal note (apanyZtsa)-28 I, 290 
Siddha-l 77, I 78 
Simhalf-317, 319 

SinghatJa-4, 6 patron of Soc;Ihala 
and Sarngadeva 

Sira (vein)-78 
1 

Stvani (suture)-72 
Skllalita, an embellishment of the 

circulatory tone•pattern-249, 
250,253 

SnZtyu (Ligaments)-39, 75 

Soc;Ihala-4, 6 Father of San1gadeva 
Soma, a hexatonic combinational 

note-series of madhyamogr'/1.ma-
225, 226 

Soma•cakra-94 
Somesa-9 
Sonant- 293 
Songster- I 7 
Songstl'ess-17 
Specific combinational note-series, 

the definition of-I 79, 180 
Sratas (canals), the elimination of 

bodily impurities-71 
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Srt#samhara-pravaha (the cycle of 
creation and destruction)-29 

Standard mfi.rcchan11- l 79 
Steady tone-pattern, definition of 

-235 
Sth11na (register)-13 141; in the 

sense of 'l!dhara-sruti or sthaya-
228 

Sth11ya (specific feature of tonal 
rendering)-14, 17 

Sth"'l!yl (steady tone-pattern)-234 
Subtle body, its constituents-28 
Surf,a, ch11yalaga-l4, 18; surJ,a-14, 

l8 
Sukha, a murcchanlt of gandhilragr'ltma 

-178, 179 
Sumukhi a murcchana of gandh'ltra-

grama-178, 179 
Sun-178 
Supti (drowsiness)-50 

Suryakranta, a hexatonic combina­
tional note-series of ~arf.jagrama 
-224 

Surumtia-99 
Svadhit{hana-cakra, the self. abiding 

cycle- 87, 88 
Sv"/J. hakara, a hexatonic combina­

tional note-series of mad!zyama­
grilmo-225, 226 , 

Svapna (dreaming state), definition 
of-69 

Svara (tone or note)-130; defini-
tion-134 classification-148 

Svaradi-13, 17 

Svaro-jiiana (tonal perception)-265 
Svara-sadhnrarJa, overlapping in 

note-intervals-I 3, 16, 229; 
overlapping in (jatis)-278 

Svati-9 

Svif(akrt, a hexatonic combinational 
note-series of tarJ.iagrama-223, 
224; a pentatonic combinational 

note-series of madhyamagrama-
227 

Tata-365 
Tana (note-series), suddha (combi­

national) and ku{a (permuta­
tional)-I 3, 15 

Talllilga (rhythmic structure)-14-
20 

Tamas (inertia)-55, 56, 93 
Tanflnapat; a hexatonic combina-

1 
tional note-series of madhyama-
grltma-225, 226 

Tara, a variety of nada-141, in 
the sense of pitch range (high) 
-239, 240, 281, 285 

TMamandraprasanna, an alankara 
(embellishment)-261, 262 

Tetratone-196 
Tetratonics-192, 198 
Tetratonic-series-197 
Ttvra, a variety of dipta sruti-class 

-137, l3 tl 
Trailokyamo!zana, a pentatonic com-

binational note-series of 
madhyamagr7J.ma-227 

Tritones-193, 196, 197, 198 
TrivarrJ-a, an embellishment of the 
ascendant tone-pattern-245, 249 

Tumburu-8, 9 
Twin-hearted, a woman in preg­

nancy-43 
Uccatana, a pentatonic combina­

tional note-series of tarfjagr7J.ma 
-226 

Ud7J.na (v7J.yu)-57, 60 
Udbhata-9 
Udbhid, a hexatonic combinational 

note-series of rarf.jagrama-224 
Uddi;[a (indicated note-series)-13, 

214 
Udgha((ita, an embellishment of the 

circulatory tone-pattern-250, 
257 
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Udglta, an embellishment of the 
ascendant tone-pattern-245, 
248 

Udguha, the second part of s7J.man-
9 l 

Urlvnhita, an embellishment of the 
ascendant tone-pattern-245, 
248; an embellishment of the 
circulatory tone-pattern-249, 

250, 254 

Ugr"lJ., a variety of dipta sruti-class­
l 37, 138, 139 

Uktha, a hexatonic combinational 
note-series of 1arJ,jagr7J.ma-224 

Ullasita, an alanfcilra ( embellish-
ment)~26 l, 264 

Umbilicus-80 
Upacoya (fattiness)-50 
Upalola, an alanklira (embellish­

ment)-261, 264 
Up7J.rhsu, a hexatonic combinational 

note-series of madhyamagrama-
225, 226 

Upanga (sub-organ) - 13, 16 
Uparaga- l 3, I 6 

Upasana (worship)-108 
OrmI, an embellishment of the 

circulatory tone•pattern-249, 
250, 255 

Uttaramandra, a murcchan'il of t atf.ja­
grama-168, 195, 196 

Uttaravarria, a mftrcchanil of iarJ,.fa­
gr7J.ma according to Narada-178 

Uttar'ilyata, a milrcchanil of iarf,ja­
gr7J.ma-l68, 195, 198, as also 
according to Narada-178 

Vadi (sonant), definition of-148, 
149 

Vadyam (instrumentation)-14; in­
strumental music-IO, 21 

Vagge.,akara- I 3, I 7 

Vainateya, a pentatonic combina­

tional note-series of rarfjagr'fJma 
-226 

Vo.japeya, a hexatonic combinational 
note-series of iatf jagrl!.ma-223, 
224 

Vajra, a pentatonic combinational 
note-series of tatfjagrltma-226 

Vajrika, a variety of dipta sruti-class 

-137, 138, 139 

Valabhit, a hexatonic combinational 
note-series of 1arJ,jagr11ma-224 

Vara{i-302 

Var('la-3; colour-13, 15; colour of 
notes- I 53, 154; tone-pattern, 
definition and classification-
13, 16, 2 !4 

Varrianga (tonal structure)-265 
Varttika (marga)-365, 366 
Varui:ili (Pilsi)-178 
Vaia~ka,a, a pentatonic combina­

tional note-series of madhyama 
grama-227 

Vas'ikaralJa, a pentatonic combina­
tional note-series of ;a(ijagr7J.ma 
-226 

V12yu-8, 9, I 77, 178 
Vilyu-vikrti, (ten) modifications of 

breath-57 
Vedas-32, 34, 367 
Velilvalf-308, 310, 320, 322, 324, 

326 
Ve(lf (Prthagvetii) an embellish­

ment of the ascendant tone­
pattern-245, 249 

JlerJu, an embellishment of the 
circulatory tone-pattern-250, 
259 

Vibha,fil-13, 16 

T'idar! (sub-section)-290 
Vidhuta, an alanko.ra (embellish­

ment)-261, 263 
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Vikrtajati, the definition of-268, 
269 

Vikrta·sliara (modified notes)-13, 
15, 141 

Vitii1-120 
Vinfyoga (application) of notes-I 3, 

15 
Vinyi1sa, the note at the end of a 

pada (i.e. a word).-281, 292, 
293 

Vipraktr,ya (prabandha-s)-depend­

ing on sur,la-14, 18 
Vira, a pentatonic combinational 

note-series of madhyamagr'ilma-

227 
Viri1j (initial manifestation of 

Brahman)-31, 32 
Vis!ikhila-8, 9 
Vi/Ma, a murcchani1 of gandhara­

grl.lma-178, 179 
Vi~ou-108, 109, 166 
Vigiukri1nta, a hexatonic combina­

tional note-series of tarfJagrlJ.ma 
-224 

Vi;')uvikrama, a pentatonic combi­
national note-series of madhyama· 
grlima-227 

Visuddhicakra, (the cycle of purity), 
as related to music-97 

Vih,ajit, a hexatonic combinational 
note-series of ;ar,l}agr'llma-223, 
224 

Visvakrta, a murcchani1 of madhyama­
gri1ma, according to Narada-
178, 179 

Visv12vasu-B, 9 
Vist'frrJa, an embellishment of the 

ascendant tone-pattern-245 
Viv'l/.di {dissonant)-148, 149 
Vrddhi (growth)-50 
Vrnda, a group ofmusicians-14 

VHagaQa-4, 5; Progenitor of 
Sllri'lgadeva's ancestry. 

Vrtti (miirga)-299, 301, 365, 366 
Vyana (vayu)-57, 60 
Vyavrtta, an embellishment of the 

circulatory tone-pattern-249, 
250,252 

rajUflJeda-367 I 1 

Yakra-177 

Ya~\ika-8, 9 
rati (order of laya)-14, 19 
rugma-(caccatpu(a, a form of ta.la) 

-14, )9, 382 
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448 Treatment of Svara 

~~~'if ~lir J 50 m:f~~~q~i!iir: , 82 

~~~:~sr~: T1li o 25 ~er) ;:a:.,rl{fo IJ,'ll~o 134 

~flt~ tqr~~,r 68 tcft,fl ;:~)q~q~ 94 1-, ERRATA• 

~'!~;:'!II' ~IJ(T tlHq 89 t<HJqfcf; ~tii'Ti'f 69 I I Page No. Line No. Printed as 
~1i:111t qfur) -n~: 100 fi:f'{ f[ffill1J;~~cfT 253 To be read as 

IX 25 gramatical grammatical 
~rfu~'!~r 100 fi:l;:[ir ~ira=qrif 247 

·r xiv 6 succedeed succeeded 
~TlllliT 9TW~i'!;l I 99 fc1;:~r,;rr~ut ;;rrf cr o 13 xxvii 21 J ogadekamall J agadekamalla 
~rf~~=q 100 fcf~~T~Huf SlT'ffi 278 8 19 S~cf fcfqr Ncfr~'IT I I 

~~+i~ftf er~ 28 fcmrr'i:TRUT a"I' 229 32 36 vi7lj viraj 
~~q~~lJsrfU( 0 28 ~~001;: afro~ 285 44 13 m ntal mental 

~lfsfili'fil ifG!sfiJi'cf; 224 fcf"{T·~~ifill'tlfT~llTq_ 214 81 5 cycle I I I chyle 
87 I t<l'Tfrl!R ~G!~fcl'~tlli'~ 30 f<l'~TUJT ;;r~cr) ~~r: 372 

' 
~rf~l:!r.r 

ij"i:fif <!i~r~ ~i:isir 243 fq;:JUJj llf fqf'<f"l'tcf 0 295 
113 9 world word 

I 
l 125 31 fixe fix ~,S<t srifimij fq~ 2 3 fq'"{~ifil'ff{ 11i: 260 d J 126 14 invriable invariable 

ffiScl{~q)~cji~ cf~TcJ: 370 ~~~ 'l'li;{ofsfiT;:a-: 371 i'/ 139 37 raktika ratika ,. I 
msfq ;:fuif<1@.:r~rct 104 t<ffi'f<!iT~rfr.Jifr qq~: 66 

1: 

146 9 ... ... 7th 1 7th 
~) •llr~) i:rerm;:•mr: 372 fcnfc1rfur1 fcr;:~·uGJ: 9 

1i " 10 8-10 2 8-10 3 
~)~Tllll!T ae:JT f'i:f'li!T 224 fqJf~ISoli'f f~~~~ 87 149 7 Add ···ifqrlJJt~ijff~c<fl~iji'fliU ~ ~i'llefc{ II~ t 11 

~Tlflll!W"~ !fiTU~T 226 tcfT~T<!iT'{tcF!_if'l'Tq_ 225 152 30 ~G!ifi'"R ... l'i~-5fiffi't:'fR o 

~ell icl~llt f;:err<i~r 317 fi:fT~T if1J15llcf ~Ci:f 91 165 4 rr-''tfr~r ··· iff"t:'fru··· 

f'.IITll!f '!if!Ulff~<!irf.:r ~1l= 72 ft<ri<!i:;;"f <f~<!ir;:: 227 182 10 rl ri 

fe:JTQJ~i:fi':ilJj ~'{fllTllf ftcri<!i[g«i<f"uf: 223 
221 8 ropped dropoed 121 226 4 :;;:~ful!ri:r··· :;;:i:r)fcr~)ir fe:Jl~f'~l~lfi:H)@ :q- 234 t~ci ~i:J!ilf-'i'lf'l!T 80 

f~~T'\*~;;r;:p;,ruG o 35 
232 9 srutis !ruti fe:JTllT eruf: ~ fi;rtq: 234 

fer)qr~llcl';:"f)i:rr;:t<1 r: 1 21 241 34 ,itfqcft ifrfqi:fr 
~'R'-tT fte:JcefT SlllliJ": fllTq 234 fcf)qr;:c::zri•,1-fcnfr~sf(='Iif 163 ., 36 possible give possible to give 
f(:qm ff!f~T R~~rq: 245 "' .. 246 

Q 2 i:J!Ji:r J:ft:'f!:f lllJIJ qqq cflli<f 
f.:rl1;Imcrtf~ ;:'t&f.a 65 ' 251 9 

&~ IJ}fUJ crcfcrr 202 cllT'mT , ••• i'll'tf,T ·· 
~~f.i ~o~ar)tJ~ 94 ~f ij'a~f {fcrrfu:r:a-o 245 256 9 q'Efef.f q!;fqf;:r 
f'l''{~~r: ~: 39 El:fi:ctfG!~T ~cf rrr ~ 100 259 l 2.0 21. 
tiifcrmfrcrfcf<li~<rmr: 50 ~Tf~UJl~T~<lil rrrau: 170 " 19 vhrases phrases 

fllmt f<f(=oruffil11ifilil 
&Tflr "{flJT~f,t=qlJ: 95 

" 22 Humh'iJ.ra Humkara 245 @ifT~~ci~T<f Pf 182 263 6 f<f~~'tfr: f<f~~err: tlflcififfiqifijf ~ 0 168 ~<!ir~) 0l~lJT.:f~'q' 2 50 268 14 the r 
fllr~sGt<tf~ t:t l'!fG;;J o 2?3 ~6<f;:rr~rmr..rr 115 270 

their .. ' 30 he be flftfa'{;:a;:crr ~clll: 1 21 ~pftc!JeflJT'aff~ 50 
281 19 hexatonic 

,,r: ttTGi'flift f<f~m 187 ~lliclfq m~t ~ 168 pentatonic 
~q;:a-~TISIJqq~ 166 

., 36 sem final semifinal 
t13;: lii"irf;:07:i~~r~r: 250 0f~: felt ti" fiflS<jil'{; 245 41 Misprints of diacritical marks are overlooked. f13:fo:rr i:rs1:Ji:imi:r o 177 ~~(if S[!J9[f,'cff; 26 0 
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Pcge No. Line No. P1·inted as To he read as 

288 I 11:JllS ,v,llsa 

297 }4 aurjuaa awjuva 

307 22 ag-ri 
. 

ga-ri 

24 ag-ri ga-ri 

310 30 lltjava {lJ.tjava 

312 11 pa-r1-a pa-ri-ga 

313 28 it-ith it-with 

339 9 ~, qJ 

340 13 nl nz 

346 17 ~r fr' 
13 

I I I I IR I 349 qJ ·· .. ah:ir q-r ···q tr , 
17 tr rrr 

350 7 <j1t. ~ ~ 

357 5 .:t1 ill .;)' ;fr' 
371 8 1T;:zr .. •• irrll;:if o 

375 4 
.. .. 

ij''(ij"if :qir··· ij'~ij'ifiij=.:fff 0 

383 15 (ru+vam) (ru+dram) 
387 28 dl~cfll~f'iui ar~ifiRfllui 
403 '32 an~~ll;:a :q i1' anf~q;:~ =q iJ 
406 20 subese- subse-

410 30 ,a~~~r~o ~~~~zn~o 
,, 32 SJ?;fffcf ;:?flffi:j' 0 

"' 
srl!f i:i-cr.:=xrri:r o 

415 I Trans for ma tton Transformation 

, 
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