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Introduction

Abhinavagupta is generally believed to have lived in Kashmir in the
second half of the 10th and first half of the 11th century A.D. This i ls
inferred from the fact that his Kramastotra was composed in the year 66"
of the Saptarsi year which is said to have begun 25 years after the
beginning of the Kali era. This would correspond to A.D. 990-1. His
Tévarapratyabhijna-brhafivimarsiri gives the date of its composition as
the year 4115 of the Kali era® which corresponds to A.D. 1014. If we
suppose that he was twenty-five when his literary activities began and that
he continued for a few more years after the Brhai, his dates would range
between c. 965 to 1025 A.D.

The line of Parvaragupta and later of the Loharas ruled Kashmir at
that time. Didda exercised power till A.D. 1003 and then came
Sangramaraja who founded the Lohara dynasty. The invasion of Mahmud
Ghaznavi occurred during the lifetime of Abhinava but although the Shahis
of Udabhandpura fell to the Turkish invader, the Kingdom of
Sangramaraja escaped destruction. The family of Abhinava had come to
Kashmir about two centuries earlier when the famous scholar Atrigupta
who belonged to the Antarvedi was brought there by the great Kashmiri
ruler Lalitaditya Muktapida. Abhinavagupta himself describes his an-
cestry in his Paratrimsika vyakhya and the Tantraloka. In the lineage of
Atrigupta lived Varahagupta whose son Narasimhagupta was known as
Cukhulaka popularly. He was the father of Abhinava. Vimala was the
name of his mother.’

Abhinavagupta was reputed 1o be a precocious student at school His
father introduced him to the mystenes of grammar. He studied the Saiva
Agamas from the son of Bhutiraja and Laksmanagupta, Naryasastra and
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literary criticism from Bhatta Tauta and Induraja, 7Tantra from
Sambhunatha. Tn fact, he wandered outside Kashmir also in search of
leamning and studied at the feet of many masters. He studied heterodox
philosophies also - nastikarhatabauddhadi - which is a point of consider-
able importance.*

As.his mother died while he was still a child and his father later
renounced the world, Abhinava was at first drawn strongly to the pursuit
of literature and the fine arts but was subsequently drawn to the devotion
of Siva and ultimately became a famous Master and Adept. He did not
marry and had no wife or child.®

We do not have many biographical details of Abhinava but his
numerous works and the references to him in the works of others give
some idea of his personality and achievements. He was a versatile scholar,
poet, critic and musician, saint and philosopher. He collected and ex-
pounded the Saiva Kgamic traditions of Kashmir, gave them a systematic
philosophical form, revived and elucidated the Natyasastra tradition of
the performing arts, dance, drama and music, developed the doctrines of
Dhvani and Rasa in the light of the philosophy of Kashmir Saivism and
thus laid the foundations of a truly originab-Indian aesthetics. His
Tantraloka, Isvarapraiyabhijna-vimarsini, Dhvanyaloka and Abhina-
vabharati remain perennially admired and universal classics.

It has been pointed out that there is a wonderful penportrait of
Abhinavagupta in some ancient verses of his pupil Madhuraja Yogin.®
There, Abhinavagupta is described as seated on a golden seat in a
vine-grove (draksarama) inside a crystalline pavilion adorned by pic-
tures, perfumed by flower-garlands, incense and sandal paste and il-
luminated by lamps, constantly resounding with music and dance and
surrounded by bands of Yoginis and Siddhas. At his feet sat his disciples
Ksemaraja and others attentively writing down his words. On the two
sides stood two Dufis bearing in their hands a jar of S'ivarasa, betel-box,
citron and blue lotus. His eyes were tremulous with ecstasy, a clear tilaka
of ashes marked his forehead, rudraksa adorned his ears, his hair was tied
with a garland, and he had a flowing beard. He had a rosy hue, his neck
was besmeared with Yaksa-panka, his sacred thread was long and loose,
he wore a white silk cloth and was seated in the yogic posture called vira.
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His right hand rested on his knee and carried a rosary, his left hand played
on the nada-vina. He was verily the incarnation of lord éﬁkam.ha in
Kasmira. This pen-picture highlights the image of Abhinavagupta as a
Tantrika and Yogf, teacher and artist.

The chronological order of the works of Abhinava has been discussed
by several scholars. His encyclopaedic Tantraloka appears to a relatively
earlier work which has been referred to in his Dhvanyaloka-locana as well
as Isvarapratyabhijna-vimarsini. The Brhafi-vimarsini was composed in
1014 A.D. and the ISvarapratyabhijna-vimarsini followed it. Ab-
hinavabharait refers to the thany&loka-locana.7 Thus,* the first phase
of his writings appears to be of Tantric works like Srtantraloka and
Tantrasara. The great philosophical works came towards the end. The
aesthetic works could be of the same age or earlier. Whatever the precise
chronological position of Locana or Abhinavabharaii, there is no doubt
that they presuppose some of the major philosophical ideas of Ka$mira
Saivism. The notions of Sabda Nada and Natya, Dhvani and Rasa acquire
in Abhinavagupta a characteristic depth on account of their suggestive
reverberations within the grand philosophical universe he helped to
'systematise and elaborate. In fact, it could be said without exaggeration
that Indian philosophical thinking reached its highest peak in the writings
of Abhinava. His practical and theoretical interest in the arts led him to
lay down the abiding foundations of a truly Indian aesthetic.

Ka$mira had been the home of learning and philosophy since at least
the Gupta age. According to one tradition the ecumenical council con-
vened by Kaniska was held in Kundalavana vihara in Kaémira.® In any
case, Buddhist schools flourished there. This is attested by archaeological
evidence as well as by the evidence of travellers like Hsuan Chwang and
Ou-l(ong.9 Kasmira lay on some of the routes joining India to Central
Asia, Tibet and China. Students and pilgrims, Buddhist and Brahmanical,
Indian and foreign, gathered there to study from celebrated Masters. There
was, as aresult, much interaction of thought, which in any case was taking
place ona wider scale and the intellectual life of Kasmira was not isolated.
Vedania had presumably influenced Mahayana and was in turn influenced
by it as is shown by the example of Gaudapz?da.'0 Bhartrhari influenced
the orthodox and the heterodox alike.!! Sankhya-yoga and Sarvastivada
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have many points of common interest. 12 Nyaya and Buddhist logic helped
each other by mutual criticism.'? Tintncxsm was a common tendency
shared by the Buddhists and the Saivas and Saktas alike.
Kasmiira Saivism owed its origin not only to the multiplestreamed
Agamic-Tantric traditions but also to a mixed philosophical heritage
derived from Sankhya-yoga, Nyaya, Vedanta and Buddhism. The dualis-
tic Agamas could be connected with the Pasupatas who had a dualistic-
theistic orientation and were allied with the Nyaya-Vaisesika. 14 The
Sankhya-yoga with its theory of manifestation and essences influenced
Sarvastivada as well as the Zgamas Mahayana and Vedanta influenced
the understanding of non-dualistic Agamas. A dlvetsny of Tantric as well
a< philoscphicai traditions, thus, underlies Kasmira Saivism.
The beginnings of Saivism have been traced back to Mohenjodaro. 13
Rudra was an important Vedic deity who has been surmised by some
scholars to have been apotropalc 16 The Sveta.s‘vataropamsad gives us the
first formulation of Sawa philosophy in which the connection with
Sankhya-yogais clear.!” The Mahabharata mentions the Pasupata as one
of the five main schools current then.'® Archaeological evidence of Siva
worship surfaces in the Sunga -Satavahana period and is fully supported
by literary evidence.'® Thus, Patanjali mentions the worship of Siva as
Bhagavﬁn.zo Lakulisa the traditional founder of the Pasupata sect has
been placed about the same time, a supposition which could be consistent
with the evidence of the Mathura Pillar Inscription of the time of Candra-
gupta IL. 21
It may be recalled that several ancient authonus refer to a fourfold
division of the Saivas or Mahesvaras viz., Satva, Pasupata, Karunika-
Siddhantins, and Ka pallkas.?‘2 Of these not much is known about the last
two. The Pasupatas were an ancient sect. The Vedantasutras mention the
dualistic-theistic theories of the Pasupatas. i Pasupatasutras,
Kaundinya’s Pancartha-bhasya on them and Bhasarvajna’s Gana-
Karika remain the main sources of Pasupata beliefs and practices. -
The Saiva Siddhanta of the south was also dualistic but relied on an
Agamzc tradition which ultimately formed the basis of the composition of
Tamilian saints in the 7th century and after. Like the Pasupatas, the
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Saiva-siddhantins believe in the absolute freedom of Siva and the depend-
ence of the Jiva, but their relationship which ultimately may attain to
s@yujya is to be distinguished from bheda, abheda and bhedabheda. It is
through grace and worship that the Jiva may reach this ultimate stage. The
twenty-five zattvas of the Sankhya are elaborated to thirty-six in this

system =

In contrast with these schools, the school of Kasmira Saivism which
Abhinavagupta espoused was non-dualistic. According to a tradition
quoted by him there were three original varities of the Tantra named after
Rudra, Siva and Bhairava representing the points of view of bheda,
bhedabheda and abheda.*® There are supposed to have been eighteen
dualistic Raudra Agamas of which different lists with a sumlar core are
found in different sources. Similarly there are lists of ten Saiva Agamas
and sixty-four Bhairava Agamas. The actual number of surviving Agamic
works is very large but which of them may be regarded as ancient and
authentic is still a matter for historical and critical research. Surviving
Tantras like Mrgendra or Svacchanda are, however, held in high regard.
Abhinavagupta’s Sritantraloka is a voluminous and encyclopaedic but
clear and systematic expression of the tantric lore.

The words ‘Tantra’ and Agama’ have been variously understood.
Literally, Agama is tradition but it is usual to regard it as more or less an
esoteric and ritualistic tradition of spiritual knowledge, distinct from the
Vedas, but claiming authority as the words of the supreme deity. Although
the Vedas are also called Agama and so are the Buddhist and Jaina
canonical traditions, this more restricted use of the word to SIgmfy the
tradition of Tantric texts especially of the Saivas and the Saktas is
common. These traditions believe that spiritual knowledge is transmitted
by God through the Word which in its essence is nothing but the self-af-
firming power of consciousness.>® Abhinava avers that there is really only
one Agama i

Ritualism, too, has many levels in Tantra, culminating in the self-
realization of consciousness. The founder of the Saiva tradition in the Kali
age is said to have been Serappha who is nothing but another name of
Siva although some scholars regard him as a historical figure. At his behest
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f three siddhas descended on earth. They were called Tryambaka, Amar-
‘ daka and Srinatha. They founded the Advaita, Dvaita and Dvaitadvaita
schools of Saiva Agamas. In the line of Tryambaka, the nineteenth was
Somananda who was a historical figure and was a great grand teacher of
Abhinavagupta. Since the succession from Tryambaka was through his
daughter, this school was know as Ardhatryambaka.30 It has been sug-
gested that if Somananda belonged to the 9th century, Tryambaka who
preceded him by 19 generations should have belonged to the 4th century
A.D., which would be the date for the introduction of the Saiva Agamas
in Kasmira.>! Asa generation of 25 years in vidya-sampradaya is over-
conservative, this introduction could have taken place a century earlier.
If Sﬁkant.ha is to be regarded as a historical figure how early he should be
placed cannot be determined.
This Ardhatryambaka tradition of non-dualistic Saivism in Kasmira
has also been called the Fourth School (Turyakhya). It was apparently
{1 connected with the Tantrika Kula or Kaula tradition because Abhinava’s
Kaula teacher Sambhunatha belonged to the spiritual lineage of
Sominanda through Sumatinatha. 3% Now it is interesting to note that the
founder of the Fourth Tradition is described as Macchanda or Mina who
arose in KTa'marﬁp::\.33 Thus Somananda was apparently an heir to two
fdistinct but interconnected traditions, an Zgamic one descending from
'Sera:_x_tha through Tryambaka, another more esoteric from Kamarupa
! through Macchanda who is a well-known legendary name in the tradition
‘ , 1 of the Siddhas and could not have been very far removed in time from
| Somananda. Presumably Somananda’s fourth ancestor Sangamaditya
brought with him the Kamarupa Tradition to Kasmira.

Somananda, the author of s ivadrsti, is regarded as the arch-
philosopher of the Pratyabhijna branch of non-dualistic Saiva philosophy
of Kasmira. A closely allied branch of the same philosophical system was
called the Spanda branch which was founded by Vasugupta, a siddha who
was the contemporary of Avantivarman.>* Vasugupta is said to have'been
divinély inspired to discover the Sivasiitras inscribed on a rock in
Malu'zdevagiri.3 ? Kallata developed the system further.

Abhinavagupta was heir to the Pratyabhijna school of Somananda
through Utpala and Laksmanagupta, and to the Spanda branch through
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Kallata, Mukula and Bhattenduraja. He had been initiated in the Kaula
tradition by Sambhunatha and learned the Krama system from
Laksmanagupta and Bhutiraja. Kasmira Saivism as a non-dualistic system
of theory and practice, thus, comprised several branches with subtle
distinctions. These branches are called nayas or perspectives of under-
standing and acting.Kula and Krama, Spanda and Pratyabhijna indicate
the different nayas current within the Saiva tradition to which Ab-
hinavagupta belonged. The expression Trika is sometime used for the last
two as a unified philosophical system and spiritual way. Trika is also
called Sadardha and is explained as the unity of Para, Apara and
Parapara, or of Nara, Sakti and Siva. The knowledge of irika is the same
as Pratyabhijna. The real distinction between these different nayas is one
of approach or choice of Upaya. Kramanaya, also called Kalinaya or
Mahanaya emphasizes .fﬁlaop&ya and its ritual was centered in psychic
practices. Kula-naya emphasizes .Sl't'zmbhavopﬁya and disparages ritual.
Trika has a broader perspective and neither enjoins nor rejects ritual >
The philosophy of Kasmira Saivism as developed by Abhinavagupta
constitutes a monumental synthesis of diverse earlier traditions. This is
not to run down its integral unity, originality or consistency but to
emphasize its comprehensive richness. It would be a mistake to think of |
itas an isolated KaSmira phenomenon, for Ka$miira was then an important
centre for visiting scholars and pilgrims not only from all over India but
from Central Asia and even the Far East. ‘

The Trika conception of reality as a non-dual consciousness or
universal self creating the world out of itself by its own free will as a
semblance of duality, of man as essentially divine, and of the summum
bonum of man as the realization of this innate divinity, are squarely a
linear continuation of the spiritual monism of the Upam’g;acts.?’7 If all the
diversity of the world is the expression of the original unity of conscious-
ness, if being is nothing but consciousness, how is the appearance of
insentient diversity to be explained, is an inevitable question which
requires (o be answered. To regard phenomenal diversity as ‘empirically
real but transcendentally ideal’, to use a Kantian expression, implies that
there is a transcendental illusion at work, that creation is nothing except
an illusion projected by the Supreme Magician. This illusion or Maya is
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an accepted principle in Vedanta as well as Saivism. There was, however,
a strong Vedantic tradition which believed in the reality of creation and
insisted that Maya or Avidya only misled man into believing in the
independent and ultimate reality of the created world. Against this, the
tradition of Gaudapada and Sankara insisted on the total unreality of
creation. There is no doubt that in this Gaudapada had been greatly
indebted to the illusionism of I\dah'ziyina.38 The reason for this was the
realization that consciousness as the transcendental unity of experience
must be timeless and changeless and hence free from real action or
creation. This insight into the radical separation of consciousness and
activity goes back to the Sankhya which holds the Purusa to be eternal
and attributed creation to Prakrti. The attempt of the Brah-
maparinamavadins to think of Brahman as the Purusa with the powers of
Prakrti was rejected by Gaudapada who declared the whole world to be
an illusion superimposed on eternal consciousness.>* Sankaricarya, how-
ever, finds a place for saguna Brahman and creation in his system with
its twin points of view, Vyavaharika and Paramarthika. Badarayana had
interpreted Vedanta as a theistic monism, distinguishing it from the
dualism of Sankhya and the illusionistic nihilism of the Buddhists.*’
Sankara maintains this distinction but his emphasis on the transcenden-
tally illusory character of the world appears to militate against the com-
monly accepted notions of theistic creationism.

It is for this reason that the non-dualism of Sankara has been distin-
guished from that of Abhinavagupta and the continuity between

. Upanisadic Vedanta and Agamic Saivism has been obscured. It has been
 said that Sankara regards the world as unreal while Saivism regards it as

real. And, again, that while Sankara regards consciousness as inert and
passive, Saivism regards it as essentially active and creative. Such a

' differentiation, however, overstates the actual distinction. Sankara does

not regard the world as absolutely unreal, a mere nihil, tuccha or sunya.
He regards the world as an appearance conditioned by Ignorance but
grounded in reality, accepting a theory of the gradation of reality into
empirical and transcendental, relative and absolute.*' Nor does Saivism
regard the world as absolutely real. It regards the world as a semblance or
abhasa in which the nature of its reality is that the essence of the world is
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not constituted by its insentient and finite externality but its spirituality
which is free and infinite and is not given at the common empirical level,
else everyone would have been freed by Anupaya ! As the force of
Karman, Maya and Avidya decline, the nature of reality is revealed by
reﬂectnon, introspection and inner spontaneity. It is only the self-realized
Saiva who sees that the world is nothing but Siva just as it is the
self-realized Vedantin who sees the world as Brahman. Sarvam Khal-
vidam Brahman. The process of self-realization in Saivism consists of the
four Upayas to which parallels exist in Vedanta. For Sankara duality is
an unreal appearance of non-dual reality.

Similarly to construe the eternity of consciousness in Sankara as
mertmss, is to confuse consciousness with some insentient object. For
Sankara God or saguna Brahman is of the nature of consciousness and
endowed with creativity. In Saivism action is reduced ultimately to
self—consc:ousncss or atmaparamarsa or Vimarsa or Svatantrya. In
Sankara, too, consciousness is self-consciousness. The question is, how |
toconceive the freedom of mfmxtc self-consciousness? Sankara conceives
it as ineffable transcendence, Sazvzsm conceives it as the manifestation of
infinite appearances in the modes of space and time.

Iti is, however strange that Abhinavagupta does not make any refer-
ence to Sankara. Sankara on the other hand, shows his tacit approval of
the basic Agamic Principle of the spontaneity of consciousness in his
Daksinamiirti stotra of which the authenticity is shown by the fact that
Sure$vara has composed the Manasollasa-vartika on it. As Sankara is said
to have visited Kasmiira and his dates are not too far removed from those
of Vasugupta, his non-mention in the Kasmira school is enigmatic.

The indebtedness of Kasmira Saivism to Sankhya is obvious since
they take over the twenty-five fattvas of the latter bodily and adding
eleven more to them make their own thirty-six fastvas. The categories of
Sankhya represent the most widely accepted categories of cosmological-
cum-anthropological analysis in ancient Indian thoyght. The analysis of
the bhysical world into five types of matter was almost universally
accepted, except for the rejection of akasa as material in Buddhist thought.
The five tanmatras represent the ultimate sense-data. Unlike the realistic
Nyaya-Vaisesika, the Sankhya regards the ranmairas not as dependent
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qualities of material elements but as their causal matrices. Along with the
sensory apparatus consisting of five jnanendriyas, five karmendriyas and
manas, which constitute their subjective counterpart, the tanmatras are
themselves derived from Ahamkara. The analysis of experience into
sense-data and sensory faculties is derived from obvious perception and
simple inference. Since the manas is able to receive the impressions of
the various senses it is assimilated to them. That the bhutas are derived
from the tanmatras, and that the whole sensory apparatus consisting of
the tanmatras, the indriyas and the manas is derived from Ahamkara, are

hijna a distinct subjectivist slant where the way to cosmological under-
standing lies through philosophical anthropology. The introspective
process of Yoga becomes the process of reaching the source of human
existence as well as of the world.
The derivation of Ahamkara from Buddhi and of Buddhi from Prakrti

is accepted in Pratyabhijna as well as in Sankhya but in the former prakrti
is different for each subject where as it is one and universal in classical
Sankhya, though not so necessarily in pre-classical Sankhya. 42 Besides,
the Pratyabhijna Prakrti is not independent but dependent on Aghora or
Ananta.*? Thus, while Sankhya at first emphasizes subjectivism by its
derivation of all the elements of experience-cum-reality from Ahamkara
and then emphasizes idealism by deriving Ahamkara from Buddhi, it
seeks to reverse this by deriving Buddhi itself from one universal natural
principle, Pradhana which is regarded as insentient. Thus in Sankhya
while the derivation of physical reality from cosmic Intelligence repre-
sents a metaphysical idealism which is in harmony with a theory of
spiritual practice, the derivation of Buddhi from insentient and ultimate
Nature thoroughly reverses the process except that Prakrti itself is sup-
posed to work for the bondage and the liberation of the Purusa. Nature’s
being is being for the spirit. In Pratyabhijna, Nature clearly ceases to be
an ultimate source but becomes an agency of the Creative Spirit of the
natural world (=Ananta) which is different for each soul.** Purusa is no
longer an ultimately individuated and unchangeable principle, but the

Supreme Divinity in a limited mode. The Sankhyan duality of subject and

object is sublated in favour of a self-conscious principle capable of

objectifying itself through a self-assumed limitation.
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For Saivism the empirical objects are not manifestations and trans-
formations of a matrix of insentient objectivity, but semblances - abhasas
- produced by the free self-limitation of primal consciousness. As con-
sciousness delimits itself in stages by the threefold mala viz., anava,
mayiya and karma, the universe of many different subjects and objects
gets projected. The common empirical subject who identifies itself with
the physical body, senses and mind is called Sakala Pramata, i.e., the
subject with limited capabilities. When the subject is merely aware of
nofhingness or Sunya, he is the sunya-pramata or Pralayakala. These two
belong to the impure world of Maya. When it is aware of itself as pure
consciousness without its inherent power being manifest, it is called
Vijnanakala or Vijnanakevala. Such a subject is above Maya but below
Pure Knowledge (Suddha vidya). Beyond this stage are the four universal
subjects with full powers.*’

The twenty-five tattvas of Sankhya belong to the order of impure
creation, asuddhadhva. The responsibility for this lies with Maya which
operates with Five Limitors or Kancukas viz., Kala, Vidya, Raga, Niyati,
and Kala. Of these Kala is the basis of the other four. Limited by these
Kancukas, the individualized self or anu perceives and acts in a world of
alien objects arising from the Prakrti corresponding to it and operated by
Ananta*®

The pure order or Suddhadhva consists of the universal subject with
unobscured powers, i.e., they are merely ‘moments’ of the supreme
consciousness in a timeless order. Parama Siva is the name given to the
supreme Being who is both immanent and transcendent. His nature is free
and infinite self-consciousness in which Prakasa and Vimarsa are united.
Siva and Sakzi represent its two moments of the prédominance of Prakasa
and Vimarsa respectively. With the distinction of aham and idam without
the sense of real differentiation, three distinct moments arise viz.,
Sadasiva, Isvara and Sadvidya. In the first Aham predominates and
objectivity or /dam is apprehended in an unclear or asphuta manner.
I$vara consciousness has the form ‘This (idam) am 1 (aham)’. Here
objectivity becomes clear. In the Sadvidya the two sides are equally
balanced.*’
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These five - Stva Saku, Sadasiva, Isvara and Sadvidya - along with
Maya and the five Kancukas constitute the eleven tattvas which Saivism
adds to those already recognized in Sankhya. This distinction between
pure and impure creation rests on the fact that in the former, as there is no
gap between Prakasa and Vimarsa the non-dual self-affirming conscious-
ness is unhindered while in the latter there is an apparent discontinuity
between being and knowing, knowing and acting, and both knowing and
acting are delimited in various ways.*®

Kasmira Saivism may be said to stand for a non-dual spiritualism
which accepts the world as the creative manifestation of God. It is not
weighed down by the notions of sin and suffering but is centered in the
notion of ecstatic bliss accessible to man by the change of vision.
Metaphysically it is a voluntaristic idealistic system opposed to naturalis-
tic realism or a one-sided spiritual transcendentalism.*? Its spirit is not
ascetical but aesthetic. The ultimate principle is self-aware, this self-
awareness is bliss and bliss is the matrix of creative desire which contains
the universe within itself even as the seed contains the tree. What man
needs is to recognize the world as consciousness and return to it spon-

| taneously. The world is both Idea and Will without contradiction. Creation

' |s nothing but self-expression, bliss nothing but return to consciousness,°

'and its method the recognition of the spiritual reality veiled in all finite

\ forms. These basic principles of advaya, vimarsa and abhasa, samvid

o visranti and camatkara, Praxyabhyna and avarana-bhanga provide the
i characteristic perspective to the Saiva aesthetics of Abhinavagupta.

Several stages may be distinguished in the development of aesthetic

" ideas in ancient India. In the earliest or Vedic phase it is divinity which is
conceived as the primary artist endowed with creative vision, the world
being his creation.’' Human art imitates the divine. The sculptor and
architect follow the paradigmatic measures, drama re-enacts the sacred
myths, dance presents divine and cosmic rhythms, sacred music seeks to
relate itself to the radiant effluence of the Sun and the outpourings of the
Soma. This is not to say that these sacred forms and notions of art were
unconnected with popular and folk forms and notions of art. The
Natyasastra of Bharata may be said to constitute a watershed. It sums up
the sacred and popular notions of the Vedic and Janapada ages which had
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developed out of the Vedangas and the Upavedas and which included the '

sciences of music, drama, sculpture and architecture. It recapitulates the
traditional notion of the sacred and invisible or transcendental (adrsta)
value of art forms and activities and at the same time formulates the notion
of art as entertainment (ranjana) and enjoyment (rasa).>* g

In the post-Bharata age of development of the arts, there was not only
a proliferation of forms and techniques but their systematization in
different sastras - natya, Silpa, sangita and kavya as well. Although the
master concepts of Purusartha, pratibha, anukrti, laksana, pramana, rupa
and rasa were seen as universally relevant, they were still not emphasized
in their universality to constitute a general aesthetic. This was basically
because of the fact that the incommensurable diversity of the media for
the different arts acts as a limit to those whose perception remains
concentrated on the characteristic forms and practices of the differentarts.
Thus acting (abhinaya), movement (gati), sound (dhvani) and words
($abda) are the media of dance, drama, music and poetry. The theorist
analyses these in terms of form (laksana) and measure (pramana), excel-
lence (guna, alankara) and defect (dosa), purpose and satisfaction, but in
so doing generally ends with the characteristic diversity of the media.
Music has sound and form but no meaning or inherent feeling. Poetry has
word and meaning but no acting. Drama arises from acting or imitative
action. Dance is essentially rhythmic movement which is visually per-

ceived. The satisfaction which music gives to the ear, dance to the eyes |

or poetry to the intellect how are they to be compared ?

3/' The break-through in this situation was reached by the development |

of the theory of dhvani in poetry which brought out the inherently dramatic
character of poetry and hence enabled the concept of rasa to cover both
poetry and drama. Abhinavagupta’s great commentaries, Locana and
Abhinava-bharafi, established this once for all. The philosophical inter-

pretation which Abhinava gave of rasa as samvid-visranti or camatkara

un rplaiéj the mntiali_ty of the specific roles of different media and

p— . . . .
techniques in the different arts angirconvened rasa into a universal

aesthetic category comparable to Beauty.>? The emphasis on Beauty
suggests something objective and hence promotes the danger of seeking
it exclusively in specific art forms. Rasa, on the other hand, clearly
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emphasizes the subjectivity of art experience. Bhattanayaka had already
brought out the universal character of this subj«',ctivity.s4 The distinction
of rasa from any merely psychological experience is clear in Abhinava
where rasa is transcendental, the return of consciousness to its own innate
and universal but immediate ecstatic nature.> It is only the springboard
to this return that is provided by the well-formed media of the different
arts. The visible movement-forms of dance serve to communicate rhyth-
mic motion (tala-layasritam), i.e., the pulsation of PrEgnas’6 as an evoca-
tion and since Prana is the first manifestation of samvir’! its inward
movement becomes the door for its atma-paramarsa which is of the
nature of camatkara. Similarly the musical notes are the manifestations
of Nada which is the primal form of Vimarsa.® Words, too, are the
expressions of Nada or primal sound when articulated and their significa-
tion in poetry is not of the nature of information but of expressing rasa.
Natya, t0o, is not of the nature of imitating external objects of nature but
the inward recognition (unuvyavasaya) of the consciousness intuited
thro;gh the representations of persons and situations. >
Thus the media used by the different arts achieve their ultimate effect
'not though specific causal activity producing sensations, emotions, or
giving information, but by helping consciousness to return to itself.
Whether it is music or dance, poetry or drama, their first effect is to attract
and focus the mind and thus reduce distraction and dullness.%° Their next
effect is to induce a generalized consciousness which is distant from the
actual ego-subject or actual objects given in nature.®! In poetry and drama
there is an apprehension of the essential nature of feelings through images.
In the apprehension of these suggested or evoked feelings, consciousness
is no longer subordinated to action or reaction as in the behavioural world.
The image of the world, instead, is a content reflective of consciousness
itself 62 So the last effect of art is to lead consciousness to a deepening
and lucid intuition of itself.? Consciousness creates the world, even as
an artist does.®* And the perennial function of art is to lead consciousness
back from the world to itself.%’
Such a theory of rasa and by implication of art was made possible by
the philosophical genius of Abhinavagupta. It was not matched again till
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the 17th century when the Vaisnava acaryas reared a new metaphysical
structure for understanding Bhakti as rasa.

The Natyasastra of Bharata was the inspiration for many works of a
commentarial or topical nature. Kohala, Dattila and Tumburu were
celebrated authorities on theatre, music and dance, already known in the
age of Bharata. While the work of Dattila survives, the other two are
known only from references principally in theAbhmavabharau as indeed
are most of the other famous authors and commentators on NS precedmg
Abhinava. Rahula, Raghunatha, Adhvahara, Jayadeva, Bhatta Sankara,
Bhatta Yantra, Kirtidhara, Matrgupta and S Harsa are known as authors
on theatrics and its divisions. Lollata, Udbhata, Sankuka Bhattanayaka,
Bhatta Tauta and Nanyadeva are known as famous commentators on NS
preceding Abhinava. Except for Nanyadeva the others are known only
from references to their views.5

Owing to the loss of earlier literature as also owing to its inherent
excellence, Abhinavabharafi remains a work of singular importance.
Abhmavagupta draws attentionto the parallelism between the 36 chapters
of the NS and the 36 Tattvas of Saiva Philosophy. The first chapter
corresponds to the Lord as Earth because that is the foundation for the
seed of the cosmic tree. Here Bharata gives the traditional view about the
nature and origin of Natyasastra. Abhinavagupta interprets Imitation in a
philosophical way as anuvyavasaya or introspective reflection. He defines
Natya as "asvadana-ripa-samvedana-samvedyam vastu rasa-svabhavam
iti”, the intuitive experience of rasa. The second chapter dealing with the
construction of the theatre and the stage is paralleled by the element of
water as represented by the ocean, for life (samsara) is itself like a drama
where the seed and growth need a pervasive and supportive influence. The
third chapter dealing with Ranga-Puja is paralleled by the element of fire
which mediates between men and gods. The fourth chapter dealing with
Tandava is appropriately associated with wind, the ever-moving element.
The fifth chapter called Pirva-ranga-vidhana is paralleled by ether which
like the Plrva-ranga provides space for the world-theatre. The sixth or
rasadhyaya should correspond to gandha-tanmatra but the relevant verse
of Abhinavabliaraii is missing. The seventh or Bhavavyanjaka cor-
mponds to rasa-tanmatra. The non-available comment on the 8th chapter
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entitled upanga vidhana should have spoken of ripa-tanmatra which
would have been appropriate as the chapter speaks, inter alia, of 36 types
of glances. The 9th chapter or Angikadhyaya is the counterpart of sparsa-
tanmatra. The 10th chapter or carividhana corresponds to sabda
tanmatra. The commentary on the 11th or mandaladhyaya praises the
Lord’s power of making, the 12th or gatipracara provides the occasion
for invoking Motion. At the beginning of the 13th chapter Abhinava prays
to Siva as Vrsanka. From the 11th to the 13th the appropriate references
to Payu, Upastha and Pada are passed over. The 14th is said to correspond
to the Panindriya. The 15th dealing with metres is appropriately held to
be paralleled by Vak. The 16th dealing with laksana and alankara
provides the occasion to recollect Siva as the illuminer. The 17th cor-
responds to the 17th zaztva, i.e., the sense of taste. The 18th dealing with
the dasarupas appropriately brings the mention of the eye, the 19th
concerned with the sandhis the mention of the sense of touch, the 20th of
the ear. The 21st chapter dealing with AkGrya is appropriately dedicated
to the Mind. In the 22nd, Ahankara is connected with samanyabhinaya,
the 23rd recalls Buddhi which like a hetaira shows any and every form.
The 24th concerned with the characteristic Prakrtis of men and women
and their threefold gradation corresponds to Prakrti. The 25th chapter
concerned with diverse acting (citrabhinaya) reminds Abhinava of the
Purusa-taitva. Chapters 26th-30th are connected with the five Kancukas
viz., raga, vidya, kala, niyati and kala. The succeeding chapters 31st to
36th correspond to Maya, Sadvidya, Isvara, Sadasiva, Sakti and Siva.

./ Thus the 28th chapter dealing with Jati-music and taken up here for
translation and explanation corresponds to the Kala-tattva. Kala is the
primary product of Maya and is the first of the veils or Kancukas of the
individualized spirit or Anu. The universal self, as it were, fails to see its
own true nature as absolute freedom or svatantrya. This non-seeing or
akhyati is anava-mala. This delimited self or Anu, oblivious of its true
nature, becomes subject to Maya and acquires a new and limited identity.
It becomes capable of acting in a limited way. This is'Kala, a restricted
freedom, or limited svatantrya, of which the other four Kancukas are
products “Kala he kincit kartrtvam site svalinganad anoh” 5" It not only
produces derminate knowledge or vidya, attachment or raga, self-deter-
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but also produces a distinctive objective world, vedya pratha.

Kala invests man with limited freedom and creativity and makes him
the determinate subject of an objective world which is highly individual-
ized. This would be paradigmatic of the human art world but for the fact
that the actual or sakala pramata lacks the detachment necessary for
aesthetic experience and natural to him to the extent he becomes en-
lightened. "Thus in hearing sweet music or feeling the touch of sandal
etc., when insensitive subjectivity disappears (madhyasthya vigama)
there arises a throbbing in the heart (krdaye spandamanata) which is the
expression of Anandasakzi”.®® When the mind is immersed in music it is
able to feel the pulsation of divine bliss, the bliss intrinsic to the freedom
of self-consciousness.

In the process of manifestation Prakdsa becomes the Vacya, the

J reflected universe of meanings, objects and forms. Vimarsa or freedom
‘becomes the Vacaka, the expressive power which projects them and also
apperceives and appropriates them ultimately within the unity of self-con-
sciousness.%® Absolute consciousness itself becomes the Bindu or the
focus of subjectivity in so for as it appears limited by objects. In so for as
Bindu desires to manifest its self-appropriation of the objects, it becomes
sound or word. As the vital throb in all living beings (jiva-kala) it is Nada
which is the same as Brahma-sakti or Para Vak, which is as near Brahman
as the luminosity of the gem is near to the gem.

Four stages of Nada have been defined - Para, Pasyanii, Mad-
hyama and Vaikhari."® These successive stages of the Expressive Power
lead to inarticulate musical sound as well as articulate sounds used in
language. Musical notes are identified with the gross pasyanfi (sthula
pasyanii). Its beauty is due to the indivisibility of its form (avibhagaika-
ripatvam madhuryam). The notes of instrumental music are identified as
the gross aspect of madhyama which is less intuitive and inward than
Pa.(’yanﬁ."

Thus the metaphysical basis of musical theory is threefold. Musical
notes arise from Nada, their appreciation is a function of Vimarsa, their
production at the human level is subject to Kala. Vimarsa as the appropria-
tion of the object in the autonomy of consciousness is the common
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principle in all art appreciation in which the experience of what is
objectively presented is transformed into self-experience, samvid-
visranti, camatkara, ananda or rasa. Rasa, thus, becomes the comprehen-
sive principle of aesthetics. Although pure music does not have an
alambana-vibhava corresponding to Natya, its evocative power
(uddipana, vyanjaka) is undoubted. What it evokes may not be a defined
emotion but it does help the manifestation of feelings as shown by sattvika
bhavas. It manifests rasa as ecstatic delight by purifying, intensifying and
interiorizing consciousness. The intuitable musical form becomes a kind
of mirror to consciousness of its own expressive and seeing freedom and

its ecstasy. Nada as Pasyanii vak expresses svatantrya and camatkara.

While rasa is always camatkara as samvid-visranti, it is differently
mediated in the different arts.
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TRANSLATION OF THE TEXT :

Natyasastra and its Commentary
(Chapter-XXVIII)




Text of the NS : Now we shall describe the rules about musical
instruments :

Verse-1 : "The instruments shall be known as fourfold viz., taut
(tata), bound (avanaddha), solid (ghana) and hollow (susira), along
with their characteristic marks”.!

Commentary : Beyond this, is (the section) concerning Music. [ bow
to him, who is (Crescent) moon-omamented, whose expression as kala is
that from which the Middle Note derives its beauty and the gamut of six
nadas originates in the order of the srutis.?

The arrangement of the musical instruments was mentioned at the
end of the last chapter. Hence for connecting with it, the verse read in the
sixth chapter is repeated here-‘stringed etc.’

It may be objected, that, at that place (6.10) what is said is “Accom-
paniment, notes, musical instruments, singing and the stage, these con-
stitute the whole set”. (So why should the discussion of musical instru-
ments precede that of notes ? The answer is thus).

The stringed instruments prevent those doubts, such as about the
actors in the role of Rama etc., from rising in the mind which would tend
to obstruct (the spectator’s) absorption (in the spectacle), through (such
tunes as) ‘the lord enters the forest™ etc. Rhythmic timing (1ala), too,
keeps the performance, notes and tempo even and smooth, like a regulat-
ing string and thus keeps the spectator’s heart entwined, maintaining the
beat-pattern (samya) tied to melody and thus functioning in the interest
of rasa. Stringed and reed instruments are used in the production of notes.
They bestow on the notes their ultimate value which is melodiousness.
The notes produced by the singers may have hundreds of faults owing to
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harshness, but the notes of strings and flutes have a natural sweetness. In
so for as there is a deficiency in the sweetness of the voice, it needs to be
compensated by superimposed sweetness to be acquired from practice.
As the notes are tied to the stringed instruments there is no apprehension
of these being lower or higher. Where the harp is properly tuned, even an
untrained person may obtain the correct notes. This is not so in a flute.
Hence the stringed instruments have primacy. That is why the Masters
have indicated the (voice- producing) human (body as the) lute by
coupling them thus,” the wooden harp and the bodily harp”. Hence, the
harp is commonly regarded as an image or reflection.* Here again, the
notes of the harp are mentioned first - “the notes, being of the harp and
the body, have a dual location.” In gandharva, too, the rule is that, the
result accrues to the performer, according to which the primacy of the
body in the context of the result is shown. In singing, again, the primacy
is of producing a pleasing effect for the audience, by which the Sage (i.e.,
Bharata) has indicated the instrumental character of the singing. In the
tala-portion again, being introduced through the ghana and avanaddha,
the chapter on dhruva is used for the words of the song (padamsa). By
this, it (pada ?) does not become the natural resultant of the essence of
gandharva. 5 As traditionally stated, the ‘song arises from the Samans’,
hence the song (as a structure of notes) originates from the Samaveda.
Being produced from Brahmatha,6 the gita (=gitaka ?) has not been
described as Saman. Hence the definition of Modes (jatis) is given first.
So the strings are first mentioned. The notes are to be obtained there as
stated. “Of the notes” etc. Their separate mention is without purpose, since
in the chapter on Kaku (Intonation) called the list of obstructions, they
have been mentioned earlier. What more ?
“There are four types of instruments’, from this it is clear that there

is no inconsistency in holding that the nature of instruments is to be
described. ‘Characterized by the mark’, this shows, that, since other types
of instruments are excluded they have not been defined even when
available. Hence, it should be understood thus- they are all included within
these, sometimes as their parts, or else, if they are different, as their
accessories. For example, the c@tuka etc, are only parts of the percussion
instruments like pata etc. except in the context of dombi. Similarly, in the
jvalapana, phalakavada etc., used in the natya. Since clearly explicit
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svara-varna are not available in the tuning of the percussion instruments
(marjanamarga), all follow some part of the four types mentioned here
or are derived from them. ’

Verse-2 : “The taut (tata) shall be understood as made of strings,
the bound (avanaddha) is the drum (pauskara). The solid (ghana) is
to be known as fala and the flute (vamsa) is called susira or hollow”.

Commentary : Taut, ‘stretched made of strings’ etc., reveals the
fourfoldness mentioned earlier. The ‘covered’ (avanaddha - percussion
instruments) are bound with leather. Tte ‘solid’ (ghana) are made of hard
solidity (mirii-kathinya) but are not useful in the production of distinct
notes (visista-varna) relevant to rasa and bhava. They are used for
keeping time or maintaining the beat - pattern (samya) and are conse-
quently called 7@la or time-maker (beat-maker). 8 Where the reading is

‘ghanam susiram’ the neuter ending is relative to (i.e., on the assumption
that they qualify) @rodya. They are also used with the genders of the
specific qualificands when referring to them.

(An) objection (is raised). Since the reeds produce notes, why are they
here mentioned immediately after ?

The answer is - In the section on notes, the harp alone is regarded as
pre-eminent. Since the drum (avanaddha) has the capability of producing
‘instrumental notes’ (dhatu) and wordless or meaningless melodies
($uska), and since the ghana are used to measure them (i.e., keeping time),
the reeds (susira)are included in the string (zaza) like the harp. Then we
have the flute.

The fourfold instruments (@todya) lend subsidiary colour
(uparanjika). The acting needs to be made entertaining (uparanjariiya),
hence the two (i.e., the orchestra and acting) should form a single ordered
set (i.e., should be in harmony with each other). Although the instruments
are fourfold, they are classified according to the primacy of svara or fala
into two viz., stringed and percussion instruments. Susira and ghana are
successively their accessories. Acting implies the group of characters.
Thus the three groups (=actors on the stage, the singers and instru-
mentalists) are designated by the word kutapa,’ that which protects the
kuta or sound, or that which enlivens or brightens the\‘stage.
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Verse-3 : " Their employment in drama should be under-stood as
threefold viz., stringed instruments, percussion instruments and the
players”.

» Commentary : This is said in "their prayoga (employment, but AB.
understands it as combination) is threefold”. Of these four kinds of
instruments depending on drama, that is, including the set of actors in the
play, there is a threefold special combination or collection since the
instruments themselves make two sets and the class of actors participating
in the drama constitute the third. That is said by. ‘the other consists of the
players’. Although, being constituted by stretching, binding and hollow-
ness (the instruments) have a mixed character (and hence constitute a
miscellaneous group), still, since they are treated as one, the designation
‘another’ is used (for the actors). The primacy of the notes is through the
stretching (of the string), not from the drum where percussion produces
(only) a harmony of echoing varnas (varnanusvara), which is not the case
in the strings (which produce clearly sounding notes). The same shall be
said in other cases.

Verse 4-5 : "The orchestra should be organized (kutapa - vinya-
sa) of the singer along with his wife or colleagues, the harpist, the
lute player and the flute-player. The players on mydanga, panava and
dardara constitute the other percussion orchestra”.

r Commentary : The assemblage or orchestra should be constituted.
| The is said by ‘the orchestra shall be organized’ (thus). Parigraha is (the
wife) of the singer. Thus (we have) the singer, (his wife or colleagues)

with the brass fala (symbols) in the hands, vipanct (nine stringed lute)

which does not have the complete strings (of the three octaves), and which

is played by the kona (plectrum), as well as the vina with twenty-one

strings. (And ‘(ca) indicates the inclusion of other kinds of vinas.

‘Tathaiva ca’ (=furthermore) is intended to include the ‘sugira’ or

‘hollow’ (reeds).

The percussion group is mentioned as ‘mardangika’ etc. Mrdangas

are the puskaras (the triple drum), panava has strings inside and has the

shape of the hudumka. Dardura has the shape of a huge pot. The words

‘tathaiva ca’ (furthermore) include mardala, karata etc. The brass cas-
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tanets (falikas) are for maintaining harmony (samya) in vocal and in-
strumental music. They are used only in the orchestra (kutapa).

Verse-6 : "The ‘group’ (kutapa) used in the performance of the
play consists of the noble, base and middling characters and is drawn
from different regions”.

Commentary : Now ‘he’ (i.e., Bharata) describes the natya-kutapa
by "uttamadhama-madhyamabhih". That is, the troupe of stage persons
(patra - samuhah), fit to play the role of ‘high’ (noble characters) etc. ‘Tu’
expresses a distinction from what has gone before. The groups (kutapa)
in the stringed and percussion instruments have a fixed place as will be
mentioned in the chapter on Drums (puskara). As for the theatrical band
or group (natya-kutapa), its location should be without obstacles in the
interval (avyavadhi) as its proximity is useful, hence there is no restriction
on its location. So ‘he’ (Bharata) says ‘nana deseti’, which according to
others gives a direction for specific use (i.e., specially in the context of
location as variable; pratyupayoga). 10

Verse-7 : Thus vocal music, instrumental music and stage per-
formance (natya), (although) located (i.e., performed) in different
persons, should be used by the producers (natya-yokiribhih) in the
likeness of a moving fire-brand’ (i.e. giving the illusion of a con-
tinuity)”.

Commentary : Are not these three groups mutually independent ?
No. So ‘he’ (Bharata) says, ‘Evam ganam ca vadyamceti’. That is, all
thmthreebandsagrmxps(smﬁhﬁb)arctobemadeone (ekibhava), one
alone is not to be used. By saying ‘the singer, the drammer (mardangika),
the noble character (uttamapatra)’ many persons are indicated.

Anticipating the objection that vocal music etc., (belong to different
persons), ‘he’ (Bharata) says, "of which the locations are diverse.” Singing
etc., are not said to be independent of their performers. It has been
T N (text missing) with care, it has to be accomplished. Hence,
careful effort is needed here. Since the basis is diverse, that is since they
are diverse performances perceived by different senses, hence their unity
is to be accomplished, so that they may be the objects of a unified
perception in the audience/spectators. The light particles of the fire brand
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(alata) do not belong to different places simultaneously, but, their con-
tinuity is ensured by the quickness of movement. So in the stage-produc-
tion many actions are to be brought together in harmony. Hence the
expression ‘alata-cakrapratimam’,'! in the likeness of a moving fire-
brand.

It may be objected that this has already been stated in the chapter
on ‘Acting in General’ (Samanyabhinaya). True, but that relates to acting,
here mutually connected song and instrumental music constitute the
subject. As to why this divison into three groups, it is the dramatic action
on'stage (natya) which has to be supported (by other elements).' In
‘general acting’ (samanyabhinaya), unity is brought about by the force
of acting itself. There is no dispute here. The structure consisting of the
melodic movement of notes (svara-gati) mutually joined together, has
to be made similar to the moving fire-brand.'® Although belonging to
the harp, flute and the body, the performance on the instruments (vadya-
vidhi) is to be unified.'* Hence the division into three groups is rightly
spoken of.

(The) objection (raised is), when the three divisions are unified the
success of the performance would be characterized by their harmonious
blending in its course (prayoga-samyaktva), which is why their faults are
considered obstructive of success. Hence the nature of success should be
maintained after the topic of vocal music is taken up (geyadhikara). (The)
answer (is), but when it is said that success results from song, musical
instruments and drama, what is principal and what is subsidiary could be
a matter of doubt. Hence, before the exposition of the nature of success,
the constituents of performance should be known. Hence, it is mentioned
that the performance has to be made entertaining (uparanjananiyata). The
exposition of success clearly presupposes (akanksivad) the constituents
of what would help the performance.

There is another view. What is indicated here, is, that success may be
gained from a performance consisting of dialogues of the ten dramatic
forms even without singing and musical instruments. But this is not
correct, because, that would make the performance (natya) incomplete,
while it is the complete nature of the narya that is intended by the sage
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(Bharata). There, as we have already said, it is vocal and instrumental
music which is prééminent.'>

What is more, this being so, why should the harmony of vocal and
instrumental music be mentioned in the chapter on ‘success’ (Siddhyad-
hyaya). The earlier mode of explanation would be appropriate. The
ﬁm&ofme&amaforstaging,whenaheadyhelpedbytheacowsoﬁes
(uparanjaka) being distinguishable is taken up later. The commentator
(fikakara) says, If song comes at the beginning, instruments being secon-
datycaneaﬁetwatdSinthemiddlcinorda,whmthetryaéra and
caturasra'® are determined in accordance with the natya [should it not be
*not in accordance with natya but........... 7], but in accordance with song.
Thus, song, even though it is an embellishment (uparanjaka, what adds
to the entertainment), itdoessowhilegivingadeﬁniteonﬂertothc

ormance of the play. Hence, it is appropriate for the ranga (ie.,
pirvaranga). '’

But we are unable to understand this. Nothing can proceed without
depending on the natya. Song,too,needstobccmployedaccordingtolhe
natya, and the determination of fala (tryasra etc.) follows the directions
in the chapter on Gati (probably Gita). This should suffice.

Verse-8 : “The which is stated to be created by (the music of) the
string (ie., vina), depends on different instruments, and consists of
svara (the seven notes of the octave), fala (time measure) and pada
(wudsofthesmg),ﬂutistobemdemtoodasma(mnsic)”.

Cmnmcnhry:Todesm’bednemhneofstringinsumtssa
principal topic ‘he’ (Bharata) lays a foundation by saying ‘yatiu
tantﬁkrtmilprohmn'th:s(whﬁthas@nmmﬁonedasmatedbys&ngs"
etc.). The Commentator (tikakara) says, that, the varieties of vina, vipanci
etc. are not to be counted as atodya. This is not logical. All are included
generally in stringed instruments’ (tantrikrtam) and the rest are similar.
This is accepted in our school. What is based on the performance of
different instruments’ i.e., the instrumental performance follows the forms
of gandharva as accessories. Hence, those forms of gandharva remain
prhnﬁy.Theidelisthagﬁudhamisthemeasm,sundard,pmcasand
container in which it is submerged. As for order, gandharva is distin-
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guished by notes, rhythm, and text, and the notes etc., are thus ordered.
The order is maintained in notes, rhythm and text. Thus the singer along
with his companion (parigraha) is to be counted within the strings
(tala-madhye) . 1t is for this reason that the text says ‘string-produced’,
i.e., with the strings as principal. Gandharva means, that of which
authority is to be found in the Gandharva-sastra.

Verse-9 : "It is called Gandharva because it is exceedingly dear
to the gods and also pleasing, and is of the Gandharvas”.

Verse-10 : ” Its (i.e. Gandharva’s) source (yoni) is gana (i.e.,
Samagana), the vina or harp as also the flute. I shall now speak of the
rules arising from their notes”.

Commentary : It has been said, that gita is derived from Saman.
Here Samans are the cause of causes. Gandharva comes from Saman, and,
Gana comes from Gandharva. To say that since gana and gandharva are
both constituted by notes etc., gana is not included in gandharva, is
strange. Why could not the opposite be the case or why should they not
be regarded as identical? To remove such doubts, the text proceeds
"exceedingly desired by the gods” thus. This indicates that it is perennial
[aditvam in the printed text appears a mistake for anaditvam). How would
the gods abandon what they like? That it gives pleasure by pleasing the
gods, shows that it produces a transcendent (adrsta) result.

Now gods are the lords of the senses, the mind, sensations etc. These
senses etc., function when impacted or vibrated and are (like) the musical
instruments of the gods. By offering the external objects such as sounds
etc., and through their transcendence (in pure apperception) one achieves
a transcendent sacrifice (atyarthamistam). '® And this sacrifice at will
(iccha-yajanam) is also, indicative of the attainment of supreme inward
beatific consciousness (parasamvit). In this way is illustrated the attain-
ment of the fruit of emancipation, since the experience thus attained,
approximates the blissful state proper to emancipation. Thus, this is a
sacrifice of the gods which is transcendent and independent of wealth etc.,
as it has been said that Siva is more pleased by gandharva than by the
ancient ascetic pratices etc. ( or, by the recitation of the Puranas and
ascetic practices, or by devotion to Puranas - Puranayogadibhyah).
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“Of Gandharvas” in the text indicates the performers. Thus, the
singer gets the result or reward by attaining to a deep immersion in
consciousness (samvit) like the appreciation of a fragrance-[gandhaivat
for gandhavat?). So it has been said that Nandayanii (jati) performed even
once in accordance with prescription, purifies the slayer of a brahmana.
Thus, the result accruing to the performer is primary.

It may be objected that, just as in gana, even here ‘pleasing’ should
primarily be of the audience,'” and hence the connection in the text should
be between Gandharvas and pleasing. And moreover, since what is heard
enhances pleasure, being true timelessly and since gandharva has visible
and invisible fruits and is called gandharva because it is performed by
them principally, it follows that the text should be construed to mean
‘desired by the Gods and pleasing to the gandharvas’. Hence that which
enhances pleasure in a special measure is gana, this should be supplied
or added to the meaning of the text. Since gana is used only for the sake
of giving pleasure it cannot, therefore, be identified with (the gandharva).
This also eliminates the error of subsuming it under the result as it
spontaneously follows from the beginningless pleasure of the gods
[navamahaphalasyanadeh’ is apparently a mistake for na va
mahaphalasyanadeh). This discrimination with reference to gandharva
will be demonstrated by us in the Dhruvadhyaya with respect to dance.
Otherwise, if it were to be demonstrated here, it might confuse those who
are not conversant with the technical modes of description.

"Exceedingly desired by the gods”: Gandharva s that which supports
or carries speech and also that which is of the gandharvas. As has been
said by Acarya Visakhila ‘in the ancient past, it is the speech that had been
lost from heaven from the gods.’ This illustration explains the present also.
The etymology of “enhancing pleasure” (pritivardhana) has already been
indicated with reference to Narada. The fikakara explains that ‘ga’ is to
be understood for geya 20 or song, dha is to be understood as produced
from the speech or instructions of the Creator , as designation for the
sentence, [perhaps it should read, veti vakyasya sanjneti for vakyasya
sanjneti] where va stands for the sentence, ra stands for musical instru-
ment or playing with kaku (movements and modulations of the voice).

*  Possibly ‘dham pravadajam’.
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According to the fikakara the verse has the same sense as this etymology.
Here there is no need to do more as it has already been explained and that
is why our teacher has remarked-one could ask from where indeed has
gandharva come up here? Since gana has its origin in Saman, how has it
(gandharva?) been mentioned first? What is more, since gana is under
consideration, that alone needs to be defined, not gandharva. To remove
this doubt, we have the verse (‘asya yonir bhaved ganam’ (Né 28,10)
“The source of gandharva isgana’’, vina and vamsa. We shall mention
their method arising from the notes”). Of this, ‘asya gandharvasya’ i.e.
of gandharva. Song or gana is the name applied to the gitis or songs which
are the matrix of Saman. Vina means the audumbari vina used in Mahav-
rata. Vamsa is in accordance with the tradition of teachers like Narada
etc. These constitute the source of gandharva. Moreover, since the parts
of the kutapa were to be mentioned, this description of gana, vina, vamsa
etc., has been taken up.22 That is the origin of gandharva ‘in the context
of what is intended to be described’. This is left unexpressed. That is to
say, gandharva will be described here because it is used in the kutapa.
Some others say, that, the intention of the verse is to make out the source
of gandharva to be the songs sung by singers in the folk tradition
(lokapravaha) within the brahmagita.”> The commentator (tikakrt) holds
that gana is primary while the lute and flute are secondary. The commen-
tator has brought out this judgment about primary and secondary by his
great effort to expound the text, ‘they sing here rathantara namely
gayatri’. This effort is of no use in the present context, besides, the root
meaning ‘to sing’ has many meanings and may be used metaphorically.
(The effort thus) is like the chewing of sand. Where it is held that
rathantara is excluded, then it would be through the use of a particular
scheme of notes ...... on the other hand, if it is only the song (giti) which
is to be understood, then the relationship between the common and the
particular, between the words which make up the text and the notes which
qualify them”" would be like ‘the resting on itself of the sky’?*. Even if
the twin characteristics of expressing the note and residing in the locus of
the song are accepted there is no difficulty, nor does anything relevant
emerge in this context.”

. ‘niriipani’ in the printed text seems to be a mistake.
**  ‘svaraniti’ does not construe. It could be ‘svara@namiti®.
***  “mandasya nalatve pi” is also cintya, possibly, “padasya gunatve pi.”
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As to what is the use of mentioning gandharva at the beginning of
gana, the idea is to connect it with what has been mentioned earlier.
Thus, the directions for the notes (svara-vidhi) connected with the
emotions (bhavadi) etc., will be given along with the gandharva mode,
not any other.

Verse-11 : "Gandharva should be understood as threefold
consisting of svara, fala and pada. 251 will mention the definition and
function of each of the three”.

Verse-12 : “The notes have two bases: the body (i.e., the human
throat) and the yina. I shall now describe the rules of these (i.e., vocal
and instrumental music) along with their characteristics.”

Commentary : Well, what are the other processes (apart from
svara-vidhi)? (This is explained by saying) "gandharva is to be under-
stood as three fold.” ‘Three fold’ means that, which is prescribed or
constituted out of the three, svara etc. (svara, fala & pada). The ancients
believed that the word vidha or mode refers to that which depends on
another (i.e., to an accident or property of a substance); but the word vidha
here, does not have the meaning of form or type here (prakara, the idea
is, that, svara, 1ala and pada are not three prakaras of gandharva, they
are its three sources). If it were so, we should use gandharva separately
for each, but that is not so, that is why acarya Visakhila says "gandharva
is the union (samvaya) of svara, pada and tala”. The use of the word arma
(svaratalapadaimakam) here shows their mixture. Perhaps pada indicates
cause or attention (avadhana). This is logical because avadhana isnot a
separate part like svara, fala and pada to be counted in the list. 26 The
combination of the different elements is part of the method of use
(itikartavyaia), it is not determined by their relative prominence. The
order of their mention shows their relative prominence. Hence notes are
primary, fala helps them through s'&mya“ since tala being derived from
the root ‘ala’, in the sense of establishing a foundation makes the meaning
clear. Still farther is the word pada, which, by its literal meaning suggests
the basis of support (@dharata). So has been said by acarya Dattila “the
combination of notes is located in the pada and is well measured by

**  “ralo namatma” should preferably read “ralo manatma”
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tala."*" (This hierarchy of) pada and fala is not similar in gana, as
compared to that in gandharva". But with respect to notes alone there is
much use of the stringed instruments (which apparently provided a
common basis to both the systems with respect to the notes). Avadhana,
being a kind of yoga or concentration is not relevant here (i.e., in gana).
In the use of parivartakas on the percussion instruments in the
plirvaranga, success is attained only by pleasing the gods (possibly
through avadhana).*® That is why it has been said, “If the singer does not
attain to the final station through yoga, even so, he becomes the com-
panion of Rudra and lives happily with him”, (This is to show the adrsta
phala of avadhana). This is said by some. That end, not being attainable
by words, cannot be gained without avadhana.

Laksana means, their nature in terms of four srutis (i.e., whether the
note measures 2, 3 or 4 srutis) etc. Karma means the activity which orders
the notes in the form of graha, amsa etc., so that the different jatis arise
fromthem.?® Thus, although, the kutapa is very much present on the stage,
the musical happenings or process there, consists of the rise and fall of
notes on the vina, the voice and the flute. It is through the impact of the
breath, fast or slow, that notes are produced in the flute as in the voice. In
the lute, as in a mirror left and right are reversed, so high and low are
reversed. For this reason, it has been said that the notes have a double
locus, as they arise from vina and the body. The notes of the lute are
mentioned first as they are more important. Fow that is to be made, has
been shown. Their characterizations are to follow the gandharva.

Now, the text mentions the varieties of the notes of the lute. This
mention of them collectively is for the sake of quick understanding. What
is mentioned as a list here, consists of the notes taken together and
separately. Daravi Vina is produced out of wood and is of nature of the
goddess Vak. Hence there is no......conception. “That sound is born out of
wood........ to the lost speech, “thus has acarya Visakhila shown. As its
basis even the wooden structure is called vina. Similarly in the body also,
the Muse, in the form of the voice is called vina. Miirchana-->°

*  ‘tenais apparently ‘te na’.
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Verse 13-14 : "Notes (svara), the two musical scales (gramau),
miircchanas, {anas, sthanas, vrtts, Suska, sadharana (notes), vamna,
alamkara, dhatus, $rutis, yatis (or the jatis made of the notes), this collection
is always said to be in the wooden lute (i.e., this entire group is said to belong
to instrumental music)”.

Verse-15 : " Svara, grama, alamkara, varna, sthana, jati and the
(two) sadharana (notes), this collection is (available) in the bodily lute
($ariri vina) i.e., these are the constituents of vocal music)”.

Commentary : Mircchana is the same in the $arirt and the daravi.
Tana, on the other hand, although possible in the sariri should not be used
there, because it is not conducive to ease that is, it is inconvenient. For the
sake of practice it is used, but success in it arises only through the exact
number of notes of the vina. Thus, even when one is not able to produce
the notes from the voice only, by, having the distinction of notes compre-
hended by the heart, he is able to produce the notes of the vina *' [For
hrdayaparigrhitah svaravisesah should be read hrdayaparigrhitas-
varavisesah]. ‘Vrttis are of the dhatus or the basis which support the Suska
etc. The use of dhatususka is pleasant on the vina alone. [For prayogasya
read prayogasca) Thus, the notes of the voice are the support (upajivya)
for the dhatu. **

That will be described as produced from the alankdra. Srutis are
useful only on the ving, because they are based on the tightening and
loosening of the strings i.e., they are derived from tuning of the v’igx&.3
Thus will be described how to attain the given number or the standard
$ruti on the vina. [Part of the line is lost]. That is why vina is useful for
the practice of the different varieties of notes, wherein, beauty is reflected
and that goes over to the pada consisting of words also [ Vinevinam’
seems a mistake].

Verse 16-17 : " Vyanjanas (consonants), svaras (vowels), varnas
(syllables), sandhis (euphonic junctions), vibhakti (case-endings),
naman (nouns) akhyata (verbs), upasarga (prefixes), nipata (particles),
taddhita (secondary suffixes), cchanda (metre) and alankara (figures of
speech) should be understood as relating to the verbal themes of music
(pada). That pada is to be understood as two fold: composed (nibaddha)
and improvised (anibaddha, i.e., composed of meaningless syllables).”>!
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Vetses 18-20 Dhiwiiﬁm,m;bmvﬁ;qa,msmya,mh
mﬁn,“mlaya-a'aycm, D pademiirps skong with g™, these
twenty-one should be known by the wise as (contained) in fzla. This indeed,
is the collection (constituting) gandharva and will be expounded in detail.”

Commentary : Thus characterised, the note is measured by iala’,
with this intention the pada is mentioned. The topic of fala is here
separated (the elements of pada are mentioned). Consonants and vowels
consisting of ac and hal are to be understood here. The use of notes may
be understood in terms of the pada because the note is a property of the
syllable.

Others, however, say that the consonants here are indicative and refer
to particles mchasjhm_manac." The sounds are those which are seen
in the jatis like the Raktagandhari'* and in the panikas **. The vowels are
those in the pratyahara ‘ac’. Varnas are groups of vowels and consonants.
Sandhis are for the functional and verbal affixes (sup and tin). Upsargas
are praetc. Nipatais............ should be avoided being harsh. Others are to
be understood through the division of the material. Alamkaras are upama,
vesara etc. Uncomposed means, in prose or for a different purpose.
Opposed to that is composed (nibaddham). Since the distinction of
consonants etc., has been mentioned what is recalled here, is, vocal acting
(vacikabhinaya,.......... what is omitted such as vibhava etc, will be men-
tioned suitably. [There is some mistake in ‘Kula va smaratvam]. With
reference to the falagata or section of tala, the elements of gandharva
are listed as dhruva etc. And with this, the three listed are joined together
as gandharvasamgraha. Here, by the word prakarana is designated the
madrakas** etc., of which the details have been given. This is constituted
by definition and examination. It is implied in the text that *he reader
should apply his own resourceful intelligence, because the order of
enumeration has not been followed in the definitions etc. Thus, the author
would be defining Sruti after grama, the two sadharanas and jatis after
sthanas. This is not the order of enumeration, which in any case has not
been followed. There, the purpose is in listing, not providing an occasion

* ‘svaratalena’ should be ‘svarastalena’.
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for definition. The fikakara has tried to explain why the order of svara
etc., is not followed, by saying, that it is for the ease of understanding and
simple prescription, which has not served much purpose and invites
criticism and is incoherent (The point of the fikakara has not been clearly
explained). Even so, the notes are presupposed by the two gramas, and,
on them depend mircchanas and tanas. This is the logical order. As to
the reason adduced for mentioning the sthanas after them, the sthana is
not the basis of distinguishing the svaras in their essence, but only a basis
for designating them as fara etc. [svarapohakari is perhaps svarupopakari,
unless, apoha is taken technically]. If the note is produced in that sthana,
it is so called. But then, since by this, the note does not acquire any
essential nature outside fara, mandra and madhya, whether there would
be anything left to be called its essential description, would be uncertain
after the suska, sadharana has been mentioned. (Its explanation is missing
and not clear). It is not true that kakali and antara are used only in suska,
because they are also used in the jatis in which nisada and gandhara are
used sparingly.” Jati-sadharana is believed to be a common point of
meeting among the jatis. In the suska, where is the occasion for a similarity
of form. Svaras presuppose the $rutis, why are they then mentioned
without any occasion (i.e., why are they then mentioned later)? Having
raised this objection, the commentator explains, that, this is only with
reference to the body i.e., vocal music, not of the wooden lute. This is
absurd. This, in fact, means that the $ruzi has no use in the daravi. But if
it is objected that they have been mentioned in order to divide the scale,
then they should have been mentioned only there. So, there is no point in
trying to justify the order.

Verse-21: "Then the notes - Sadja (sa), rsabha (ri), gandhara (ga)
as well as madhyama-(ma), pancama (pa), dhaivata (dha), as well as
the seventh (note) nisada (ni)."”

Commentary : Now, intending to speak of the notes, the text begins
‘now the svaras’ etc. What is implied is, that having been listed they are
now being described. The word svara is derived from the root svr, which
has the meaning ‘tosound orto afflict’, or from svara in the sense of aksepa
i.e., blaming or attracting. Hence, it has been said that the svaras are so
called, because they afflict the mental state constituted by the perception
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of sound (sabdasvabhavacittavrtti) by making it abandon its habitual state
of self-centered indifference, and at the same time, on account of their
excessive charm superimpose and affirm their own content.*® Thus, they
are called svara. Etymology has also been given in term of the letters. The
svaras are so called because in their own varieties of jati, raga and
bhasa (melodic structures derived from jatis), they shine forth by them-
selves. Now, ‘he’ (i.e., Bharata) describes the immediate and fixed order
of svarasby mentioning rsabha etc., the word occurring immediately after
this (referring to gandhara may refer to antara gandhara). But there is no
such difference with reference to rsabha. This is indicated by rsabha. The
difference comes about, somehow, on account of the notes kakali and
antara. Hence the particle ‘caiva’ (moreover) is added to rsabha and
dhaivata. This is the sadharana note and will be explained when it is
described. Some say that the note or svara is that, which gives a specific
form to its basic Sruti (tasyasrayabhutayah sruteruparanjakah) and has
the property of being smooth and pleasing at a particular position of the
srutis (Srutisthana) within a given and fixed interval, produced by a light
touch of breath.*’ Others say, that, the sadja $ruti is called svara. Some
say itis a collection or samiucha (apparently of srutis). We our-selves, hold,
that svara is the smooth and sweet sound constituted by resonance and
produced by the sound arising from impact upon a Srutisthana.*® Narada
etc., have given the following etymology of the names :

"Sadja is so called since it arises from the six places, namely, nose,
throat, chest, palate, tongue and teeth”. (1.57). This has not been accepted
by the Sage (Bharata) because of its irrelevance. In the vina, even when
that is not the case (tathabhavabhavo 'pi) sadja etc., are obtained there.
As to the explanation offered by some, namely, that vina is an imge and
hence can offer the image of the notes sung by the human voice percep-
tible by the same senses, that lacks cogency. What is meant by saying that
vina is an image of the body? Vina is certainly not perceived as the likeness
of the body imaged in the mirror; nor does it provide a locus which may
reflect the body like the mirror; nor is the vina an image of the note of the
human voice as the two are not perceived by the same sense, since the
image of the sound, which is of the nature of an echo, is not there
transmitted as in the sky (=ether).*° Nor is the note of the human voice
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Naradiyasiksa says that the cuckoo sings the panicama in spring.®!
How does that happen? Because no fixed srutis are located in the nose ;
throat etc.” If they were so located then they would all be svaras. If the
svaras were to manifest themselves by depending on the order of the
Srutis, then their mutual dependence would be circular, because the point
from which the order is to be determined would itself remain undeter-
mined. Hence, the srutis are described only to divide the grama. In the
discussion of the samvadis etc., in the ragas where they occur, the svaras
do not have any fixed height etc, and in this, the lute resembles the body.
The srutis have been mentioned after the svaras to show this (that the
Srutis have no independently determinate places in the lute or the body).
On the basis of the svaras themselves, the acarya Visakhila mentions the
Srutis after the gramas. Since there is no subdivision of the gramas in the
Samaveda, °* hence in the Naradiyasiksa which is relevant to the
Samaveda, their mention (of sruti) is only for the sake of indicating the
higher or lower pitch. ‘Yah samaganam'.............. The five Srutis
described as dipra, ayata etc., > are said to be produced by the special
performance of separate notes etc. Some say, since the $ruti is not in itself
a svara, but the svaras are manifested by the order of the srutis, the sruri
should have naturally been mentioned earlier. Here it may be said, if the
word sruti signifies some particular spot which the breath strikes then by
the rule “..........they should be understood to be sixty six.” then all these
would be........ (text lost). Some call such a spot svara. Of this, smoothness
or roughness is not a property. This is the rule about the breath and its
impact. But if the Sruri is not intended to be the product of the impact of
the breath on a particular spot, and svara is the property of musical charm
belonging to it, then there also, the illogicality of pancama and dhaivata
remains. The characteristic of a sound arising from the impact of the fourth
sthana cannot be of that arising from the third sthana, because their
characteristics are fixed, because the property of one subject (dharmi)
cannot become the property of another. This also disposes of kakali and
anitara. That the cuckoo sings the pancama would be here even more
illogical.

*  ‘niyara srutiriipa abhavar * should be ‘niyatasrutirapabhavi *.
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There may be an objection, if there is no such sthana®*, then the
property of the sound produced from that sthana should be the property
of that substrate,>> since there is no reason for its absence. This objection
is worthless. After the impact has produced the sound and after this,
another sound is produced and this is characterised by resonance. This
secondary sound or resonance has a naturally fluent and charming form.
When a rope is struck or alternately a string, or when a stone is struck or
brass, the presence or absence of this musical porperty may be clearly
noticed. Thus, this element of svara (svaramsa), although it is relative to
a conjoint whole, is, nevertheless in practice seen to be differsnt from the
sound arising from the conjoint whole (samudaya). [Here svaramsa or
resonance is apparently distinguished from the primary sound of impact].
For this reason, the resonance produced by the sound from the conjunction
at the fourth sthana is the same as that produced by the sound produced
from the third sthana. Only, being produced from a higher sthana or
position it is recognized as higher. Just as the mandra sadja is recognised
in (in relation to) madhya and tara sadja, similarly, the same resonance
is produced by the sound of the cuckoo or by the sound produced by the
contact of the finger with the strings or the impact of the mallaka and the
striker.

It may be objected, that, since the sound is produced by a different
cause, the resonance should also belong to a different class. But this
objection should not be made, because there is no such rule about
causation. Thus, even though fire may be produced by a variety of causes,
such as iron, crystal, wood, lightning etc., even then, the smoke arising
from it is of the same class.

Further, in the case of two banana trees, arising from a seed or a
bulbous root, the same effect is seen despite the difference of causes. This
may also be seen amongst scorpions etc.>® Besides, there is a subtle
difference, viz., smokiness (of the fire) although, the smokiness is the
same, similarly here also. One can distinguish the note of the vina from
that of the mallaka although the note may be the same sadja. That is why,
the striking by non-singers does not produce resonance, [gatr of the text
should apparently be agatr and ghatn should be ghata.] For that reason,
although they equally produce sound they are called imperfect. The
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intensity of the resonance corresponds to that of the sound produced by
the impact, and it is correspondingly high, sharp, harmonious or the
opposite. For one who believes that the sounds produced by the impact of
the air on sixty sthanas, produce (in turn) the sound consisting of the
musical note, of which the essence is anusvara or r&sonanoe,” For him,
the bodily instrument is the finest when it is perfect. It gives a concrete
form to gradation in which there is (high) and low. [In the text, sabdah
are co-ordinated with janayet which is a plain mistake]. By this declara-
tion of the identity of causes [the meaning actually is, identity of effect
despite difference of causes] the charge of circularity is also rebutted.*®

If the $rutis are wholly contributory to the svaras in the subdivision
of the two gramas, then, being constructs and attached to the gramas and
useful for them, they are mentioned afterwards. [Vibhagepi could give
better sense than vibhagopi]. The effort in vocal singing is not independent
of the order of sounds. The order is noticed in loud singing, although, it
is rapid in its course. That is not so, the order is sensed in non-loud
singing-- ‘(The next sentence is partly broken and does not make sense).
The musician trained in the notes leamns ascent (@roha) and descent
(avroha) of notes. Then, through the manipulation of the strings during
practice he comes to be acquainted with the places where the sounds are
produced so that they are capable of generating svaras. This he learns
just as he learns the vadi and the samvadi. So it has been said “By the
difference of the sthanas of the upward or downward pressure on the
strings, a new audible property is noticed. ‘‘So, acarya Dattila has also
said, that a single $ruti known at an atomically minute position or sthana
may still be noticed, and thus by the word dhavni, he has described this
minute position (anusthana) “That sound which is perceived as sadja in
the sadja grama.”’ (1.22)

The Srutis are clearly illustrated on the vina. Keeping in mind that the
sadja grama, and the madhyama grama, have the commencement of the
order (i.e., octave) with the pancama note, the Srutis are indicated later’
on. If, by a certain effort a certain place (sthana) is struck, and from that :
striking a sound is produced, and from that, another sound of the nature
of resonance, then if the immediate next place is struck, there would be
confusion.* Between two notes, just as there can be a positional confusion,

*  ‘adhyavahifa’ seems to be possibly ‘avyavahita’.
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so can there be between notes 59 For the clear division of notes there must
be in the middle a position to be avoided. Hence, is obtained a svara with
two Srutis. If there is a difference of two positions, then, a note with three
{rutis is obtained. If there is a difference of three positions, then a note of four
$rutis is obtained. Beyond that, with an interval of four or more on account
of excessive effort, there is discordance in the note (vcu'.S'varya).60 Hence,
there cannot be notes with five srutis etc. Hence, raising by two srutis is
for the two srutis notes. That is, for ga and ni alone. Increase by one sruti
has not been mentioned. Because the confusion of sthanas will lead to
confusion of notes. Four $ruti note, three sruti note, two Srutinote, in this
order we reach the desired sruti [kramenanarthasruti is apparently a
mistake for kramezu'zitha.s‘ruti ]. Then again, four sruti note, three Sruti
note, (and two Sruti note?). This is the sadja grama, where sadja has
primacy consisting of sa, ri, ga, ma, pa, dha, ni. Madhyama-grama
consists of ma, pa, dha, ni etc. 61 The order is catussruti, trisruti and
dvisruti. Thus, in the same breast(= singer) the seven notes in a single
vocal register, are arranged high and low. The initial note (sa) is complete
because it consists of four srutis (i.e., the maximum number of Srutis a
note can have). In the next two notes the number of $rutis is eliminated
successively by one. After reaching the minimum number of srutis of a
note, madhyama is then formed again with a maximum of four srutis. We,
thus get the four notes sa ri ga ma. In the same octave, in the upper region,
we have pa dha ni sa. Here, sadja alone touches the second octave. This
same arrangement occurs in all the three sthanas, viz., in the chest
(mandra sthana), the throat (madhyasthana) and head (tarasthana). The
position of amsa and its samvad is accorded only to notes which are
similar (i.e., which have a similar number of $rutis). Hence inreality, there
are only three notes sa, ri, ga ot pa, dha, ni (i.e., their complementaries).
Madhyama is the unchanging middle note.

The catussruti note, being high is called udatra, the dvisruti note is
anudatta since it is lower. Trisruti, being in the middle and a synthesis,
is called svarita. That is why, the Vaidikas use the tremolo only in the
svarita. Here also, in the alamkaras, tremolojis used for only trisrutinotes.
Notes above and below that may be touched plausibly, but one cannot go
above the catussruti nor below the dvisruti. Hence, the tremolo cannot be
used there-[kam patham kampah should be katham kampah).$*
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Verse-22 : Vadi, samvadi, vivadi and anuvadi (thus), these (these
notes) should be understood as fourfold by the employers of gana
(ganayoktyibhikh this includes both the organisers and performers).

Prose passage between verses 22 and 23 :

That (note) when used as amsa (in a jati or melodic structure), is then
also vadi. Those two (notes) which have the difference or interval of nine
and thirteen srutis, they are the samvadis (in harmonic relationship) of
each other. Thus as, sadja-pancama, rsabha-dhaivata, gandharanisada
and sadja-madhyamain the sadja-grama. In the madhyama-grama also,
these (obtain). Instead of the sadja-pancama, here (there is) the samvada
of rsabha-pancama. Here is a verse (as regards this).

Verse -23 : "In the madhyama grama there is the samvada of
pancama and of rsabha. In the sadja-grama, indeed, there is the
samvada of sadja and of pancama".

Prose passage between verses 23 and 24 :

Those (notes) which have two sruti interval, they are vivady, just as
rsabha and gandhara, dhaivata and nisada. The vadi, samvadi and vivadi
having been established, the rest are anuvadis. [In the sadjagrama, the
anuvadis are termed thus-of sadja (the anuvadis) are gandhara, dhaivata
and nisada; of rsabha are madhyama, pancama and nisada; madhyama,
pancama and dhaivata are also (the anuvadis) of gandhara; of madhyama
are dhaivata, pancama and nisada; of pancama and of dhaivata (the
anuvadis) are sadja, madhyama and pancama. In the madhyama-grama
also, of madhyama (the anuvadis) are dhaivata, nisada, rsabha, sadja and
gandhara; of pancama (the anuvadis) are dhaivata, nisada, rsabha and
gandhara; of dhaivata are sadja, rsabha and gandhara;, of nisada are sadja
and rsabha; and (the anuvadis) of sadja are rsabha and gandhara.)
Because it ‘voices’ (rather, unfolds the jati or raga) it is (known as) vadi,
because it ‘speaks or voices’ in concurrence or harmony (with the vadi
note) it is (known as) sarhv?idt', because of discordance (with the vadi), it
is vivadi, because of following (the vady), it is known as anuvadi. If these
notes are (a little) low or high this (i.e., slight discordance) this may be
due to faults in the (instrument’s) string, tying place, beam or one’s (own)
sense faculty. The rules of the notes of the fourfold classification are thus.
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There are two gramas (musical scales) sadja grama and madhyama
grama. Here, twenty two Srutis (i.c., musical microtones) dependent (on
the gramas) are demonstrated by the svara-mandala or octave of notes.

Commentary : To know the common combination of notes, the
author proceeds to show their fourfold character. or, the particle ‘eva’ is
intended to indicate the logical position in performance (of the vadi). The
word ‘ca’ indicates the production of the samvadi when touched by that.
The word ‘eva’ indicates the regular production of the samvadi. The word
‘atha’, meaning ‘thereafter’ indicates the continuation” of the samvadi
and the vadi. ‘Ca’ indicates disregard for vivadi. Api shows that
anuvadi depends upon the characteristics of the samvadi, that is why itis
mentioned at the end. Thus, anuvadi bears the ‘anupalapana’ (is com-
patible with the frequent use of) of the vadi and samvadi, and it is not itself

used much [Anupalapana now seems a mistake for anulapana].63

It may be objected, that, the characteristics of the ragas in practice,

namely graha etc., alpatva etc............. at the end, the varieties of the use
of the grahas need to be mentioned. That may be, but graha, nyasa and
apanyasa are covered by vadiitself.......... samnyasa and apanyasa 64 will

be mentioned in connection with the Suddha jatis. It has been said that
sadavita, audavita, and alpatava are different from vivadi and anuvadi.
Bahutvais through the samvadi. Tara and mandra are relative to the nyasa.
This is not correct. This may be so in the Suddha jatis, but since this is
absent elsewhere, how can this be correct.®> Anuvadi must certainly be
mentioned everywhere as the limit. In that case, should not graha need to
be mentioned even more? Without that, no melodic passage can proceed.
The answer is, this is being mentioned as useful in common combinations.
In the jatis, the manifestation of bhasa etc., is produced by only this much
without the diversity of graha, apanyasa etc. Thus, at some place, when
the svara is being repeatedly articulated, the samvadi follows it. The
anuvadr imitates it, the vivadi is used occasionally, then the form of the
raga is clearly expressed, for example “sa a dha pa pa, sa pa sa ni ri pa sa
ni sa sa, ma sa sa pa pa sa dha ni ni ri ni ni sa ri. "Here sadja is the vadi,
(gandhara) and nisada are the samvadi, madhyama eic., are anuvadi, and

* ‘anupalapana’ could be ‘unapalapana’ or ‘anulapand’
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thus the form of the Malava Kaisika is cxpressed.“ This is the heart of
performing. The addition of graha etc., only brings in some additional
peculiarity or excellence. In gandharva, it is for the sake of some particu-
lar invisible result. This we shall explain later.

Then the author defines the vadi. Vadi is known in performance by
its vivid shining out. It is also frequently articulated and indicates the
determination of fara and mandra. Others say the amsa is a synonym. Still
others, to prove it, read it as “That (note) when it touches the amsa". This
is not correct. Dattila etc., ‘say that amsa is the vadi. It would be stated
there, that, a separate definition of amsa is not necessarym ............. The
usage is with reference to the idea (bhava).

Then ‘he’ (Bharata) gives the definition of samvadi. Those which
have an interval of nine and thirteen srutis. This is naming the svaras.
Others say eight or nine are called the group of nine or eight. Similarly,
the interval of thirteen means where there are twelve sSrutis in between.
They are called samvadis, but the Upadhyayas says antara does not mean
interval (antarala). It means nature. Hence, the references to the note, of
which the nature consists of nine srutis. Similarly, that of which the nature
consists of thirteen srutis. Such notes are mutually samvadis.®® Just as,
three octaves consist of twenty two srutis from sadje to sadja, including
the three s$rutis which follow it and the antara sruti. The same mode of
speech is employed here and so about having nine srutis, thirteen srutis.

It may be objected that, thus, notes may have intervals of more than
four $rutis. What is more, from sadja to nisada an interval of eighteen
$rutis would be used. This should not be said. When so many Srutis are
gained......... with the impact of air touching their locations and producing
fractional resonances (nadamsa) these are utilized %° Hence, there is the
rule of the number of $ruris in the notes. Hence if there is a continuous
hearing of ‘parts’ of the sound, then the note is heard as deformed or
discordant.”® Hence, rsabha consists of three srutis. It is not the third sruti.
Acaryas like Visakhila have shown, ‘‘when the performer gives close
attention to the ultimate station of the srutis which can be experienced
only inwardly just as in the cae of japa, then he attains to special invisible
results.”’ So, Bhattatauta has said, the self-experienceable sruti is svara
(svasamvedya). In singing, the audience every where, has a glimpse of
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one’s own nature (svariipa). So it has been said “while they are being
heard, they are apprehended as if profound.” The svara is not (perceived
or constituted) by parts. Norisita collection, since there is no simultaneity
(in the parts). Even though there is succession, on account of continuity,
caused by quick happening, there is a sense of simultaneity* and the
continuing mental impression produced by the successive srutis upto the
\ast Sruti-sthana is the svara énsemble [anye appears a mistake for antye).

Let us return to the text.’!

Here, the form of the note has been mentioned as nine or thirteen
$rutis, relative to the srutis to be jumped or accepted. They are said to be
mutually samvadi, because with the same sruti interval they sound
together (samvadanat). In the lute, the practice, is, that, this can be done
by pressing another finger, while the place of sadja etc., is being plucked.
That is why the samvadi should never be excluded. The name is according
to the the meaning, and it is relative to the svaras and not to the srutis as
mutually samvadi. Thus, there is no samvadi between madhyama and
nisada, even though the difference is of thirteen and nine, that is why
in the Sadjamadhyama jati where the madhyama is the amsa, the sadava
(or hextonic form) produced by the elimination of nisada is not ex-
cluded.”® In the madhyama grama, there is no samvada of rsabha and
dhaivata. Hence, in Kaisiki where dhaivaia is the amsa, the sadava by
(elimination of) rsabha is not excluded. It may be objected, that, since the
meaning (of sarvada) is obtained by the name itself (samjna), why give
the definition. No, in that case, even outside sadja and madhyama gramas
there may be samvada of sa and ma, sa and dha and in the use of the
sadharanas between ni and sa, and ga and ma there would be no fault.
Hence this is the reason for (enumerating) the samvaditva in both the
gramas. To indicate this very purpose, the author himself states that in the
sadja grama the samvadis are sa ma, sa pa, ri dha, ga ni. Elsewhere ri
dha, pa iseliminated in favour of ri, dha.”® Tt may be objected, that, if this
is a complete enumeration, what then. With reference to the text ‘thus
etc.’, (the enumeration) may be for including another illustration (of
samvaditva) similar to what is already well established. But that is not so
here. So it has been said, that the samvaditva in both (gramas) has been

x  *natubhavikriad should be “*@subhavikriad™
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shown here. This effort has to be made in gandharva, so that the order of
the samvadis may not be lost. (In gandharva) even when kakali and antara
notes are used, the relative pitch distance of the sadja and madhyama
should not be reduced by a sruti. Hence it is used very little (in gandhar-
va).”* Where there is (alpatva of) ni and ga, there the sadharana notes are
used. So (in gandharva), the use of sadharana notes tends to enter into
(antaragamana) sadja, and madhyama. In (dhruva) gana, the sadharana
notes are used freely in sancara. As there is no samvadi of such notes,
therefore the anulapana of samvadtis obtained through the amsa because
of its very nature. Otherwise the other samvadis may be disturbed.”** This
is why the designation of sadja etc., is given. Even when sadja is the amsa,
even then auduvita may take place with pancama being omitted (i.e., this
may happen in gana). However, in the case of sadjamadhyama, (there is
no reduction of Sruti in gandharva - the text is missing here and this has
been surmised). That is when the dots are used in the notation to indicate
the sadharna notes, the sounding of sa and ma takes place in the nisada
stn'ng.w’ Where there is (alpatva of) ni and ga, there the sadharanas are
used. There (alpatva or use of sadharanas) is like the antaragamana of
sadja and madhyama. Then, in singing, when on account of the sadharana,
there is movement (sancara) of the srutas [heard notes ?] they are samvadi
with only some. And if that is so, then, there is anulapana of the samvadi
and amsa acquires its characteristics And thus the other samvadis may
disappear. Thus is the designation sadja etc.; even when the sadja is the
amsa, we have the auduvita on account of the elimination of pancama.
Hence not sadja madhyama......... (text lost). In the use of the dot or bindu,
those which have the same place or articulation on the nisada tantri, they
have [discordance (?)]. “Thus etc’., gives the illustrations and also the
enumerations. Asa result in the movement of $rutis a strange concordan
may be seen............... :

Now we define the vivadis. Ga ni have two srutis, onaccount of their
nature being hidden (antarhitasvarﬁpa).” Hence, gandhara and nisada,
with two Srutis are the vivadis for all the other notes. It is in relation to the
other notes that the vivaditva has been mentioned, on account of this
characteristic difference. Rsabha and gandhara, dhaivata and nisada,
these four are mentioned in the text because they are near.’® Others say,
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that, the vivaditva of two Srutis is with reference to the examples which
can be found. This is not correct. Every note that is a vivadi has to have
‘similar, dissimilar and neutral notes. Thus, when the sadja is amsa, ma
pa are samvadis, ri dha are anuvadis. In the rsabha, (as amsa) dha ma, ni
ga, and pama sa.”’In gandhara, nisada (vadi), there is no vivadi, because
nisada is samvadi, and the other five are anuvadis. Similarly, should one
follow elsewhere.

Where vadi is the sovereign (svami) samvadi is like the minister
(amatya) who follows, vivadi is like the enemy, hence infrequent, anuvadt
is like attendants. [Yogavadi should be yo’nuvadi . Now the author
defines the anuvadis. This is quite clear when ‘he’ gives the etymology
of the names saying ‘vadi’ is from sounding etc. :

It may be objected that in the vina, because of the interruption of the
order of the srutis sa, ri dha there is irregular division of the samvadis etc.
Hence the text says “Etesam” etc. This is about the samvadi etc., of the
notes. Thus, between sadja and madyama which are regarded as samvadi,
there could be equality or excess in relation to the intervals of thirteen and
nine. For the vivadialso, the discordance is in relation to relevant intervals.
Anuvaditva also continues to fit even if there is an excess or defect. Thus,
when rsabha is the amsa, a note with a defective $ruri may become the
anuvadi of sadja, gandhara with an additional sruti may abandon the
vivaditva. If samvadi etc., were based on the sadja, then vaditva would
also be incoherent, because vaditva is the prééminence among the samvadi
etc. Hence, excess and defect, do not destroy....... (text missing). On
account of defect in the cause, a thin string though tuned” still becomes
too taut or too slack. On account of humidity and dryness, the tying of the
strings also becomes loose and acquires other faults in tuning. The beam
or danda also becomes bent or warped, and in the same way, the vocal
singing may also be sometimes discordant. This is only an illustration of
the defects which may occur in the instruments and the fingers elc.

Thus, the notes have been described. Now, a bare note may be useful
in the empirical or transcendent context somewhere, but the notes are
relevant in performance, only, as part of a group. Such a group of notes

#* ‘svarita bharua
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is called a grama. The grama is two-fold on account of the difference of
pancama. Gandhara-grama is thus rejected. "8 Madhyama being im-
perishable, preeminent and fixed, and sadja being its samvadi is also
prominent but pancama is not the samvadi of madhyama. Sometimes it
has equal Sruiis.............. (text missing). Acarya Dattila has given the
reason for naming the gramas after sadja and madhyama, because the
miircchanas the first, second etc., are obtained through the preeminence
of the sadja. There are as many murcchanas as there are notes in the sadja
and madhyama gramas and therefore, there are these two gramas. " But
this is trivial, because designating the mircchanas as first etc., is of no
use anywhere. It is merely a matter of traditional convention. In case their
significance was to be based on counting, there would be the defect of
circularity.79

‘Dependent here’ in the text, (referring to the twenty two Srutis)
means they are the causes through which the nature of the grama is
reached.

Verse-24 : " The rule (of sruti) in the sadja grama should be three,
two and four, four and three and two only and the commencing four”.

Verse 25-26 : " Sadjashould be of four srutis, rsabhais considered
as of three srutis and gandhara of two srutis, madhyama of four srutis
and pancama should be similar (i.e., of four srutis), dhaivatais known
as of three srutis, nisada is of two srutis; such should be the rule in the
sadja-grama”.

Prose passage between verse 26 and 27 : In the madhyama grama,
pancama should indeed be made lower by one sruti. In this way, the
difference which occurs in pancama when it is raised or lowered by a sruti
and when consequential slackness or tension (of strings) occours will
indicate a typical or standard (pramana) sruti. We shall expound the
system of these (Srutis). For instance, two vinas with strings, tying
adjustments, beam and the succession of notes (murcchana), all of similar
measure and in the sadja grama should be made (ready). One of these
should be tuned in the madhyama grama by lowering pancama (by one

*  “literally, “The number of mitrcchanas is the same as of the notes sadja and
madhyama in the two gramas.”’
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Sruti). The same (cala vina) by the raising of one $ruti of pancama would
be turned to the sadja grama. Thus would be known the differnce of one
Sruti. If there is a further lowering on the (cala) vina so that its gandhara
and nisada would correspond to the rsabha and dhaivata of the (acala)
vina, there would be difference of two Srutis. A further lowering would
lead to the correspondence of dhaivata and rsabha in one with pancama
and sadja in the other owing to a difference of three srutis. Still further
lowering would lead to the correspondence of pancama, madhyama and
sadja in one with madhyama, gandhara and nisada, there being a
difference of four srutis. By this demonstration of srutis, the twenty-two
Srutis in the two gramas should be understood [dvau gramikyau should
be dvaigramikyah).

Commentary : It may be objected that owing to the difference of
octave, there should be sixty-six srutis, why are only twenty-two men-
tioned? The answer is, the gamut of notes consisting of seven notes, is
produced by only twenty-two, that is why in another octave, the gamut of
notes (svara-mandala) is mentioned as a cycle (cakra).80 This circle has
been demonstrated by sages like Angirasa, Kasyapa etc.

S ruti, indeed, means a distinct, new audible impression produced by
a minimal sound. Tt may be objected that the sruti is a portion of time,
because even the catussrutika (note) persists for a limited time in the
alamkaras like bindu etc., and even the dvisrutika when eniployed in the
sthayi varna is used for much time, since like the sound of the bell and
the conch it persists for much time. This is not so. We have already said
that $ruti is not a constituent or part of sound.

Well, if there.are twenty-two Srutis in both (the gramas) then what is
the distinction? With this in mind, the text mentions the order of srutis,
‘in the two gramas.’ ‘Vidhi’ is the division of $rutis.

Now ‘he’ (Bharata) mentions the employment (viniyoga) of Srutis,
‘sadja will be of four srutis etc.’

That the names in the division are shown as well known. Itis indicated
that the dhaivata is never dropped in the sadja grama.

Now, in the gandharva, acarya Visakhila etc., have said that attention
should be given to the last $ruti” which gives clarity to the note, or which

¥ “‘antyayam’’ = “‘antyayam’’.
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manifests the note. Thus “srutis belong to the interval of the svara” or
“*which lead to another note” or “Belonging to the svaras, and dependent
on seven”, or “Others belonging to the interval”. But in gana, the purpose
of this sub-division is what pleases the ear. Just as Matrgupta has said “As
the note decreases, the listener experiences within himself the order
minutely. When it is being heard the musical sound is single and charm-
ing”. Hence, where gana is primarily intended, catussruti etc., is the
common statement. But in Krta, they accept the gandharva paksa also.”
That to which belong three or four srutis by alternative support or jointly.
[This apparently gives the meaning of trisruti and catussruti etymologi-
cally].81
Now ‘he’ describes the mzadhyama grama. When the pancama is of
four srutis, madhyama and pancama are two samvadis of the sadja like
two ministers. Although the madhyama is samvadi, the reason for calling
it so is its being like samvit [covenant ?/consciousness ?]. When the
pancama is deficient by one Sruti, then there is only one samvadi of
madhyama as also of sadja, Moreover (text missing). There is another
(reason) for the predominance of madhyama. Without it being
made(predominant), the designation-madhyama grama cannot be given
regularly. Why should not several catussrutikas then be predominant ?
On account of fullness. Only two notes are such. The nature of pancama
is 1o be catussrutika. The catussrutika nature of kakali and antara is an
accident, not essential. Their permanence is similar in the two cases.
Hence there are only two ,grEmZis.82 Now in the third sruti also of
madhyama, (probably madhyama grama) is produced a sound (nada)
which has that kind of resonance and expression as would not be available
in the fourth sruti of sadja grama. It is lower only because the samsthana
is lower. That is noticeable. From this, through the lower measure
(apamana?) of sruti it becomes pancama. It has ben said that there is a
tremolo (kampa) of the sruti. Thus has been said "the veda sruti is almost
like a ripe kapittha, which is facing a slight breeze. Yarisruti appears as if
trembling or the $ruti is immersed in its own marvellous charm.” [unfor-
tunately, $ruti and svadbhutaraganisthah are not in concordance. The

*  “Kriayam'?
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meaning of yari-sruti isalso not clear] 33 Hence, the use of alpa nisada
and gandhara ...... (text lost) and of kakalt and antara. Of the trisruti note,
there may be kampita, kuharita, or recita.®* The vivaditva of ni and ga is
owing to the continuation (anuvri ) of a different melodiousness (rak-
tyantara). Thus the definition of madhyama grama is, that, here pancama
is deficient by one sruti. This pancama is preeminent and is never
excluded from the madhyama grama. Others says that in the two gramas,
dhaivata and pancama cannot be excluded because the movement or
comprehension (gati) of the madhyama depends on this.

Now the question may be, what is this $ruti? The text: ‘thus the
lowering or raising by one srufi * creates an interval by laxity or tighten-
ing. That measure is Sruti. Laxity (mardava) means relaxation of the
string. The opposite of that is tension. The raising (utkarsa) of the Sruti,
that is audible sound signifies higher pitch (fivrata), lowering (apakarsa)
means lower pitch (mandata). On this account relaxation and tension, both’
have been mentioned as above. Thus, on account of relaxation and tension,
which are the cause of higher and lower pitch, there is an interval which
is perceived distinctively and is the measure or determinant (pramana
=ni$cayaka) of the sruti. That is to say, that measure, by which whether
decreasing or increasing in terms of the accentuation or lowering of the
pitch, a new sound, distinct from the earlier one is noticed, that is Sruti.
Although, the raising or lowering could also be infinitesimal
(parmanutah), that distinction of sound cannot thereby be apprehended
(i.e., by the ear). [Hence, that (minute) interval with which the pitch of
the sound is raised or lowered and which is the minutest that can be
apprehended by the ear that is the standard measure or (pramana) Sruti)®
Where the rise or fall of pitch cannot be perceived that is a constant Sruti
{eka $ruti). The paramacarya has said “In addressing from afar, the pitch
is at a constant sruti.”

Objection : In the vinas of gourd etc., the traces of the distinction of
Srutis of that kind are not seento be regular.86 Hence, why has the division
of Srutis been said to be regular, since that cannot be determined on the
vind. The reply is negative. There, too, it is definite and it is false to speak
of irregularity. As to the opinion that there is a confusion in the distances
in which the beam of the vina is divided, it (remains a fact, that the sruti)
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is noticed with regularity. There, also, Vamana has (opined?) that the Sruti

is defined by a particular division marked by an external character

(upalaksana) out of the infinite divisions perceptible to man [purusa
synecdochically]............... (text missing). That may not be so, but what is

X the contradiction. It is only the noticeable difference that is accepted in
the form of sruti. That is why perception or grahana is used as an adjective

for the increase of pitch (utkarsa). By the context, the lowering of the pitch

is also intended. When there are two vinas, side by side and the string of

one vina is higher in pitch, then there is a higher pitch in its note, while

the string of the other vina shows a lower pitch in its note. While the lower

pitch of one is being noticed, the higher pitch of the other vina becomes

noticeable. Similarly, through relaxation also, the higher and lower

pitches of the two vinas may be shown and remove any doubt. Both

relaxation and tension are mentioned. Else,‘he’ should have spoken

' “through the tension of higher pitch and relaxation”. In speaking of
‘ pramana it is shown that $ruti is not a minute part of time (kalakala), nor

1 is it a portion of sound (nadamsa), nor is it duration (@yu), nor a location
A (sthana) nor a mode of action (karana). Hence, the meaning is, that sruti
‘ is a single sound which shows the distinctions of higher and lower (ie.,
. which belongs to an ascending or descending scale) as is to be described
il later on. Thus, having mentioned the nature of cne sruti, the number of
$rutis is determined according to definitions. To show this, ‘he’ begins
‘ ‘now their demonstration’ (nidarsanam). By this, ‘he’ means, that the
5 $rutis are numerous. Demonstration or nidarsana means, a method by
which they can be perceived definitely. Thus, at first sight, the distinction
between two charming notes (raktayaoh?) with higher and lower pitches,
becomes as clear as the distinction between the genuine and the non-
genuine, (or the distinction between twonotes of high and low pitch, when
the notes are charming and naturally refined or otherwise can be seen at
first sight.) But, the desire to see their mutual difference leads to attention
and effort, and through its force, having perceived one, one perceives
another, then the first, then again the second, and through the force of this
concentration there is a clear determination and conception of the dif-
ference as to which is to be called superior or higher (abhyadhika).*” In
the present instance also, when the two strings are higher and lower, when
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one of them is pulled, the resultant sound is perceived. In order to
determine the mutual difference of one sound from another, itis repeated,
as the motion of a swing through repeated pulling and the consequent force
of attention.....the final conception that will arise will be clear and ap-
prehend the peculiarity therein. This is called demonstration. Now there,
the first tuning fixes the immovable (dhruva) vina properly, the second,
the measure of the sruti, the third shows the four $rutis, the fourth six
srutis, the fifth wwelve sruiis. This is the meaning of the five tunings
(sarana).

Now we explain the text. Measare, (pramana) means length and
breadth. Some say it refers to the similarity of the strings in number and
thickness etc. Hence, the word catura-danda(?) has been repeated. Hence,
this analysis (vigraha) of the compound of the two vinas which have
similar measure in the string, beam and miircchana. In the case of
miircchand, the standard number alone has to be considered. On account
of the similarity of the beam and string etc., the note is not differentiated
in some measure, so that in both, the two may appear as if one.

Notes have a distinctive character. If any one characteristic (note) 1s
being apprehended, then one vina is to be tuned there. This vina is not 10
be moved (dhruvakasthariya = reference vina) and its tuning is also not
to be changed (acala sarana). In another vina, the string for pancama
should be relaxed by one $ruti, then it becomes madhyama grama. Later,
all the notes madhyama etc., should be lowered by one sruti, Then it
becomes sadja grama. Thus, in the reference vina and the movable vina,
when notes are sounded, the excess or defect of one $ruti may be noticed
by direct experience, with the help of attention. Hence, the author says,
that the fifth $ruti becomes lowered from all other notes, that is to say,
that sruti is directly perceptible with its peculiar quality. Although, even
with an infinitesimal (paramanumatra) change of location, there does
occur a change in sound, which may be observed by an observation
appropriate to the yogins. Nevertheless, the distinction which is desig-
nated by the word Sruti and is demonstrated here, is, for the sake of the
knowledge of the number of srutis and is obtained from four srutis.

Again, ‘similarly may lower'- In the movable vina, beginning from
the pancama one should lower all the notes by one sruti. Thus, in the
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movable vina, gandhara and nisada are lowered to the same position as
dhaivata and rsabha in the dhruva vina because in the reference vina all
the notes are higher by two srutis, Thus by the reduction of dhaivata,
(vailaksya = loss of position) there is an equation of gandhara and nisada
with the dhaivata and rsabha of the other vina. This is called sruti. Hence,
the usage about §ruri, which is noticeable [laksyo might be laksye,
meaning, in laksya samgita, i.c., music as actually obtained in practice]
that is, which may be seen in practice, is not without foundations. %8 For
example, while deficiency and excess being................. (text lost). Hence
it is called sruti on account of the special employment. It is not so in the
carlier ones (?)" Thus is the nature of srutis known. The two §rutis which
belong to each of the two notes - gandhara and nisada are clearly
perceived by recognizing their mixture with dhaivata and rsabha. Hence,
the srutis become directly perceptible. Then again, when there is a
lowering of one sruti of all notes in the movable vina, then the dhaivata
and rsabha of this movable vina become equated with pancama and sadja
respectively of the dhruva vina, because in the dhruva vina the notes are
higher by three srutis. Thus, in each of the two notes, three Srutis are
clearly obtained and as a result one obtains six Srutis.

Three (notes) obtained by the reduction of all notes by one sruti
{dhruvavinayam should be calavinayam or it may be construed as mean-
ing, with reference to the dhruva vina which would not be very grammati-
cal] namely, pancama, madhyama and sadja will be respectively similar
to madhyama, gandhara and nisada of the dhruva vina, because of that
vina all the notes are higher by four srutis. Thus, in each of the three notes,
four srutis are demonstrated, and hence twelve Srutis are perceived. Thus,
four, six and twelve together make twenty-two (.érutis)" as may be seen.
Ga ni are two srutis higher than rsabha and dhaivata. Hence, lowering by
two Srutis, will tend to their overlapping. Ri and dha are two sruti more
than sa and pa. Dha (apparently sa) ma, and pa are four srutis more than
ni, gama. Hence, of those srutis............ (textmissing) should be introduced
into the next note. By saying that, ‘that is more than two srutis’, three

*  "purvadisu naivamiti "
**  “upalabhyo’ is obviously ‘upalambho .
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reasons for introducing special notes is explained. As ‘he’ says "by this
demonstration of Srutis’. ... (text missing). This is dvisrutika and.
thus. the nature of ruti is obtained. Hence, ‘two in two’ means they are
in the three $rutis. Thus, the measure of the sruti in the dhruva vina is
clarified.®® The forms of two §ruti notes, three §ruti notes, four srutis notes
and the measure of a $ruti become clear by the chart where alone they
‘can be clearly perceived. Some show it as a straight line graph (danda
prastara) of twenty two lines. Other use a circular graph (mandala-
prastara). This consists of five horizontal and six vertical lines and
counting both ends (of each lines) they together make twenty two pninls.90

There are fourteen murcchanas belonging to the two gramas-

Verses 27-28 : In the begining should be Uttaramandra, then
Rajani and Uttarayata, the fourth is Suddhasadja and the fifth Mat-
sarikrta, the sixth is Asvakranta and the seventh Abhirudgata. These
seven mircchanas should be known as belonging to the sadja-grama.

Of these (miircchanas) sadja, nisada, dhaivata, pancama, madhya-
ma, gandhara, rsabha are the intial notes in due order.

Verses 29-30 : The Uttaramandra (murcchana should have its initial
note) in sadja, the Abhirudgata in rsabha, the Asvakranta (murcchana
has its initial note) indeed in gandhara, the Matsarikrta in madhyama, the
Suddhagsadja should have its intial note) in panicama, the Uttarayata in
dhaivata and the Rajani (should have it) in nisada. These are the
miircchanas of the sadja-grama. Now (the murcchanas) in madhyama-
grama.

Verse-31 : Sauviri, Harinasva and Kalopanata, S:uddhamadhyi as
well as Margi, Pauravi, and Hrsyaka; these seven murcchanas should
be known be as belonging to the madhyama-grama.

Prose passage between verses 31-32 : Of these madhyama,
gandhara, rsabha, sadja, nisada, dhaivata, pancama, the initial notes are
in due order. The Sauviri (murcchana begins) with madhyama (note),
Harinasva with gandhara, Kalopanata (begins) with rsabha, Sud-
dhamadhyama (murcchana begins) with sadja, Margi with nisada,
Pawravi with dhaivata and Hrsyaka (begins) with pancama. Thus. these
fourteen murcchanas with an orderly succession of notes are sampurna
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or complete (i.e., with seven notes), rendered hexatonic or pentatonic (ie.,
with six or five notes), rendered with the (two) auxiliary notes (i.e., antara
gandhara and kakali nisada). And also -

Verses-32 : A sequence of seven notes is known as a murcchana.
The ones rendered as hexatonic or pentatonic with six or five notes
are tanas. And the ones with sadharana notes which are adorned by
the kakali (two sruti nisada) and endowed with antara svara (two sruti
gandhara) are murcchanas of the two gramas.

Commentary : Thus, the two gramas, and the measure of the rules
governing the srutis in the svaras as well as the evidence for the existence
of the $ruti which are useful to the two gramas have been stated, and as
mircchana follows mext, it is now decribed. The essential form of
miircchana consists of seven notes. These are indicated by the orderly and
successive descent from above which is being listened t0.°" Mircchana
(is derived) from a root which is listed in the sense of rising up or
swelling.92 Hence, the author will later on specify by saying in sum,
ordered notes (are murcchana). This means, that there will be no
miircchana when there is no order. Thus, from sadja the ascent up to
nisada,”® from dhaivata up to pancama, from pancama up to madhyama,
from madhyama up to gandhara, from gandhara up to rsabha from
rsabha up to sadja. Sadja s at the interval of the second saptaka, touched
by the higher octave [how it touches the fara saptaka, is not clear].

Objection : There are then seven miurcchanas. Answer - True, by
lowering pancama by one sruti we get the first seven miircchanas.

Hence ‘he’ says, that, there are fourteen miircchanas belonging to the
two gramas. % By the lowering of the pancama, the system of samvadi
and anuvadi, as well as the systems of notes to be excluded or retained”
become quite different, where by, much differnce is caused. 94 There,
from madhyama to ga, from ga to rsabha, from rsabha to sa, from sa to
nisada, from nisadato dha, from dhate pa,patona [obviously ma]. These
are seven. Here the mention of names is a part of the Vedic ritual, so it
has been shown. Thus, it is heard in the Vedic texts, he should sing three

*  “lopya lopya svara-vyavastha" should be “lopyalopyasvaravyavastha”
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self composed g&th&s' by Uttaramandra.”" *“Those wives [patyo should
be patnyo] will sing to you by patalikas.”’ ol

There are seven in the madhyama grama. For each one of them, there
are four varieties of the mircchanas. There are sevennotes in the sa:_hp’zima
form, six in the sadava. Sadava may be derived, thus, where the perfor-
mance is favoured by six notes. The performance produced from those six
notes is called sadava. By the use of five notes there is auduvika. Udu
means star. Where they move, that is, uduva or sky. Hence the number
five. From them are known seven. Because the fifth is mahiibhita**",
hence that number. On their account, the notes are called auduvita. Where
they are used, that performance is auduvita. By its conjunction, the
miircchand is also that, or auduvi is the number of those nine. What has
that number (is auduvita.) The fifth, akasa in the middle is called uduva.
Thus, also is the usage found. Perhaps, these are in the auduva (or they
have attained or moved into the auduva) 96 This may also be an etymology
if the elision of a vowel (svaralopa) along with the openness of a part are
also accepted. For this reason, appearing as identical, it is called
miircchana. But with the conjunction of the kakali and antara notes,
which use the nisada and gandhara sparingly, it (i.e., the miircchana) is
termed sadharana. To summarise this, two karikas are used here.

Verse 32-33: "The seven notes in order are called murcchana. The
t&nasareofsixandﬁvenoteshnsedonsidava and audavika." "The
miircchanis of the two gramas, adorned by kakali and containing antara
svaras, are sadharanakytas.”’

Comment : Seven means complete. Kramayukta means where there
is an order, an ascent or descent of notes. Tana means, that by which the
details of performance are elaborated and given a charming diversity.

*  misprinted ‘gadha’.

«+ of $atapatha Brahmana 13. 4. 3. 5 “uttaram andram udaghnan risrah svayam
sambhrtah gatha gayati.”

%% This text is not traceable, though the word Patalaka occurs in the Paniniya
Ganapatha.

xx+4 If panca is read for pancama better sense would be obtained ”As there are
five mahabhuras’.
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Having thus collected three forms, ‘he’ mentions the fourth form as
sadharanakrtas.”” Those sadharanas are different from the normal (vikrta)
but boundless (ananta). He (i.e., Bharata) defines ‘adorned with kakali,
‘joined with antara svara’ and concludes by ‘mircchanas of the gramas.’

Prose Passage between verses 33-34 : A murcchana can be ac-
complished in two ways; there in the sadja grama, gandhara having been
merged in dhaivata by the raising by two srutis, there is a change in the
murcchana and grama. Because of this, madhyama etc., (madhyama etc.,
notes of the sadja-grama) according to serial order obtain nisadatva. In
the same way, in madhyama grama, due to relaxation of dhaivata [of two
Srutis it becomes dvisrutika gandhara], there is a two-fold differentiation.
Due to there being an interval of the same number of srutis, there is a
difference of names. In the madhyama-grama there is a difference of four
Srutis between pancama and dhaivata. Due to that, gandhira being raised
(by two Srutis), it becomes of four srutis. And the remaining also mad-
hyama, pancama, dhaivata, nisada, sadja and rsabha (of the sadja grama)
due to equal sruti intervals become nisada, sadja, rsabha, gandhara,
madhyama and pancama (of madhyama grama). The exposition of the
antara (antara gandhara and kakali nisada) has also been spoken of in

Sruti demonstration.

Dependent on the miircchanas, there are eighty four fanas. The
hexatonic (fanas) are forty-nine and pentatonic are thirty-five. Of the
hexatonic, there is a seven-fold variety. Four are devoid of sadja, rsabha,
nisada or pancama in the sadja grama. In the madhyama-grama there are
three devoid of sadja, rsabha or gandhara. In this way, these hexatonics
being worked in all the mircchanas (of both the gramas) will give rise to
forty-nine fanas. Of the pentatonic, they are five types only. Characteristic
of the sadja-grama, devoid of sadja-pancama, devoid of rsabha-
pancama, and devoid of nisada-gandhara, thus three (types). In the
madhyama-grama, devoid of gandhara-nisada, devoid of rsabha-
dhaivata thus two (types). In this way, these pentatonics being worked in
all the murcchanas (of the two gramas) there are (a total of) thirty-five
(pentatonic zanas).

There are two ways of working the fanas in the string (instru-
ments) - by pravesa and by nigraha. The pravesa (or assimilation) is
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made, by sharpening or raising the preceding [adhara, not madhural rikE A
(note), or softening or lowering the succeeding (uitara). Nigraha is ;'L ] t'q
non-touching (i.e., omitting the note). The indication of the miircchana is Wl
done by the madhyama note (of the ving) because of the indestructible i
(anasi ) or constant nature of madhyama. Hence the nigraha and “ i
paryagraha (do not relate) to madhyama. The variety of tanas and l
murcchanas, thus (arising), provides entertainment to the listener (i.e., the }
audience) as well as the performer. The use of the murcchana and tana is iF
also for the attainment of the voice-register (sthana-prapti). There, voice- ' t L
registers are three-fold. Their description has been given in the rules i
regarding the intonation (kaku). ;
Commentary : Now for instructing the lute player (vainika), the

author says, the miircchana is accomplished in two ways.98 Mircchana, ‘

here, refers to the two forms of sadja-gramiki murcchana and similarly it | ‘ 1
of madhyama gramiki. By diverse raising and lowering of a note unusual IS
murcchanas can be obtained in the madhyama grama as in the | 19':: :
sadjagrama. How this may be done is shown, when, in the sadja grama il e

the gandhara is raised by two srutis, that is, when the gandhara string is L)
raised by two Srutis, it becomes the camussrutika dhaivata of the mad- | L
hyama grama. The notes pa, ma, dha, ni, sa become the notes sa, ma, ga. I "
If madhyama becomes dvisrutika, then it becomes nisada, pancama \!
becomes rsabha being of three srutis. In gandhara it becomes rsabha. I el
The notes become ma, pa, sa (probably dha), ni, sa, ri, sa (probably ga?) W
The reason, here, given is because of equal sruti intervals. There is only |1l
adifference of name. The difference is of names in the svara and the grama, i
but the equidistance of the $ruti intervals is then clarified. i
\

(The ianas) being dependent on the murcchanas are particular states
of the murcchanas. Now, if we take the seven miurcchanas of six notes
each, by deducting from them, one of these four sa, ri, ni pa, then we shall
have twenty-eight 7anas. By deducting one of the three sa, ri, ga, we have (L
twenty-one madhya murcchanas (i.e., madhyagramiki murcchanas). In i
all, we have forty-nine sadava tanas. The audavita tanas are twenty one
in the sadja grama and fourteen elsewhere, being together thirty five.
Takentogether we have eighty four.”” In the vina, when there is ianakriya,
then, the string is used by avoiding or skipping the note. If, there is
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dexterity then it is not touched or else by relaxing or tensing, and thus
equating the svaras it is taken near the next note. This is what ‘he’ means
by saying that there are two kinds of ranakriyas.

Tanakriya means activity or method for (producing a) fana. Com-
pared to rsabha, the other sadja has much distance. Pressing means
turning into rsabha. That is in relation to nisada in Uttaramadra, changed
into nisada. Whichever is the stronger in usage, therein, the other should
be included and dissolved.'®

Objection : In prescribing kaku, it has been said, that there are seven
notes in three octaves. Which seven notes are 1o be used for the
miircchana. 7 The answer, is that, it has to be from the madhyama svara.
Madhyama, here, is used for the middling notes. The mention of notes of
the vina here, is also for obtaining the positions of the unsung or hummed
notes (apragita?) in the body also.!®! Others say that in the

VB eovoespres (missing) on account of being impossibile only the tying
(bandha) being possible, and fault swelling up when the note is produced,
and hence regarding it as useless they read the note of the flute instead.'
Miircchan@-nirdesa is to be done from madhyama svara. Hence it
becomes karanamsa. The cause of the permanance of the madhyama i.e.,
of the (middle) octave. Nigraha means mandrakriya, and tarakriya is
paryagraha. By that, some intend mandra and tarakriyas. The idea is that
the kriya (production of notes) is possible with reference to the middle
octave not otherwise. (Nigraha) means complete grahaor attainment, i.e.,
attainment of all the locations (sarvasthanaprapti). (Paryagraha) means
not obtaining from all sides, i.e., not attaining all the locations, hence in
the full human voice, or otherwise, there is the attainment of the middle
octave. That is what I think, others say that the fourth note alone when
articulated by the throat is the middle measure. In the vina which does not
have all the notes, the middle octave is inevitable.m3 ‘What is more, when
through the elimination of sadja, a fana is formulated in the sadja grama
then how can one know the number of mitrcchanas. Anticipating this
objection, the text says, from the middle note. In the nigraha or non
touching or paryagraha (pulling near, approaching), namely pravesa (or
assimilation) the madhyama svara remains permanent, and hence that is
the standard of reference for (knowing) which place the sadja has been
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eliminated. Hence sadja has to be the second, fourth note from madhya e +
(middle two fourth madhya-dvicaturtha). No tana can be obtained. So has fid e
Dattila said “Even after fana has been so comprehended, the expert would
count the avinasi, i.e., the permanent note, and determine that so many M :
are the murcchanas.” %
Objection : In the first and seventh murcchanas, [apparently of the
sadja gramas if] sadja is eliminated, then ri, ga, ma pa dha, ni as the N1
(tesultant) form (common to both the Ist and 7th miircchanas) is difficult i
to know separately. True, there is no difference in writing, but it is not so 1
(in practice). Thus, after the mrcchana sa, ri, ga, [ma should be added '
here] pa, dha, ni, the murcchana will be ni, sa, ri, ga, ma, pa, dha, ni [ni bl
should be omitted here] is constructed beginning with the earlier nisada, (L
but there cannot be the reentry of the note after the octave. Then, sadja i
being eliminated, there is no distinction of prathama and saptami. In that 1l
case, the ordered succession mentioned by Dattilacarya will not be carried i
out. Besides, the miicchanas will become largely fanas. But when after f
using sa, ri, ga, ma, pa, dha, ni, the second miurcchana begins with nisada
in the mandra saptaka below the sadja as ni, sa, ri, ga ma, pa, dha, then
from dhaivata below nisada, then from pancama below that, till one ‘
reaches rsabha; then mandra saptaka being successively transited or the "
middle saptaka being depleted, the notes sadja, rsabha etc., upto nisada ‘
having been heard in the mandra saptaka, it is known as the seventh lupta
miircchana. In the six notes belonging to the middle octave, the first in W
order, beginning from the @ra saptaka and descending in the order of.... ai
(missing) when this is the order sa, ga, ri, ma, pa, ni (?) [seems to be a 1 el
mistake for sa, ri, ga, ma, pa, dha, ni]. Having used it, below sadja is the l"
place of nisada, dhaivata, pancama, madhyama, gandhara, rsabha in this
order. Then although, another octave is not touched, still, at the fixed place 4
of sadja from the place above it, rsabha having been used and ri, ga, ma,
pa, dha, ni, having been heard, the first murcchana with the lupta sadja |
is well known. When the place of sadja has been occupied by rsabha, it 4%
then the possibility of sadja below that does not exist, ri, ga, ma, pa, dha, ! ; |
ni, having been heard, one knows that f@ra sadja has to be here and since
it is not being heard, this seventh is the lupta sadja murcchana 194 Thus,
in both the altematives, the attainment of the place determined by succes-
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sive order is quite clear. Nigraha in madhyama grama is attained from
diminishing of the pancama by one sruti. Thus ‘rsabha by pancama’ [=
Thus with this pancama there would be paryagrahana of rsabha).'®
Where there be paryagrahana on account of lack of samvada, that
paryagraha will be (of ?) sadja grama. There and at both places mad-
hyama svara is avinasi or indestructible. Proceeding from the madhyama,
pancama is reached, but in nigraha in madhyama grama (one sruti of
pancama) is lost. In this way (having obtained to) paryagraha in mad-
hyama grama in the sadja grama it is (referring to pancama) neither too
low, nor too high and is indestructible [i.e., pa is stable in sadja grama
and does not lose a sruti]. The movement from madhyama (to pancama)
is three srutis (in the madhyama grama). By stopping (there) it (i.e., one
sruti) is lost.

Objection : There may be indestructibility of rsabha also. Hence,
‘he’ says during nigraha (when sadja is omitted), since nisada has to be
taken, that which is of three Srutis is dhaivata. As has been said by
Dattilacarya.

“Pancama in the madhya-grama and dhaivata in the sadja grama are
to be regarded as imperishable, and madhyama is everywhere regarded as
imperishable. phs

Objection : How can ri, being a consonant be the imitation of svara?

Tentative counter objection- well, what is the form of sa etc.?
Objector - that is not the intial of rsabha.

Counter objection - then sa should not become the initial of sadja ?

Answer. It is merely a symbol (samketamatram) , whether it is ri or
r, there is no fault either way.

Others say that the view of Dattila etc., is not accepted by the Sage.
They say, that for ‘him’ the madhyama alone is not to be eliminated and
hence it is called madhyama.

Objection : Well miircchanas are not like jati, graha* and bhasa,
useful in performance, but fanas are useful in the orchestra.

*  The text has jajjari which is apparently a mistake for jani.
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The answer is (no) because it is seen that in jatis, the notes (of the
miurcchanas) other than those mentioned in the fanas are not dropped.
Thus, sadja madhyama is a jati in the sadjagrama. It has a sadava (form)
with g&ndh&ra.lm Now in the tanas of sadja grama, gandhara has not
been counted (for dropping) because only sa, ri, ni, pa are mentioned as
suitable for being dropped. Since the fanas have been enumerated, then
why has it been said that pancama cannot be dropped in madhyama
grama, dhaivata in the sadja grama, and madhyama in both. Now, the
kutatanas have been shown earlier to be five thousand and thirty three. e
Their prastara (permutational expansion), nasta and uddista [nasta is
finding the fana as the n’th permutation, where ‘n’ is specified; uddista is
finding the value of ‘n’ where the fana is given), and samkhya (total
number of permutations) have been mentioned by the Masters in detail.
For knowing the nasta and uddista and the number, the formula has been
described.

Now the verses for the knowledge of the nasta and uddista. First
about uddista -

“Beginning with the last place in the original order, as many places
should be left out as are occupied by each relatively preceding (elemem).*

The places below those occupied by the original numbers placed
above", are indicated again, and its penultimate etc., ...... should be
declared.

Thus should be known the number of uddista. For the nasta, it is
known by the figure placed above the original first number. It is as many
as are found in the lower place, if there is only one bracket. If there are
many brackets then to know the samkhya e

These rules are not shown here, the Sage assuming them has made a
general statement that the variety of fanas and murcchanas is for pleasing
the audience and the performer. As to the objection- where is the use of

*  ‘losta’ appears a mistake for kostha.

&  ‘paristhisal’ = uparisshiseih 1

*** Those verses formulate some Combinatorial formula which cannot be made out
since the verses are not free from corruption. The formula is clearly known for
metrics vide Vrtararnakara. Vide Lilavari - Vasana, pp. 101-10, Darbhanga, 1959.
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miircchanas and tanas, it has been said that the form of the fana is for
the sake of the miircchana.” As to the statement, it is for pleasing the
performers, the idea is that the listeners know the tradition. This is being
said, although in this tradition there is no use of the murcchanas, (i.c., they
are not sung per se), even so, they have a clear use in the Saman [perhaps
as musical scale]. So it has been shown. ‘‘He sings three songs by
Uttaramandra.”’ Thus of the tanas (which are, again, not especially useful
in the s$ariri vina). "The first would belong to agnistoma, the second to
Vajapeyika". By mentioning these names, the use of verses of Saman and
Rk, useful in sacrifices has been shown in the Vayu Purana etc. By the
agnistomic saman, Siva is praised, and thereby the performer gets the
i g4, adrsta tesult. This is heard inthe Vedas. Thus " In the sacrificial assembly,
| having heard the agnistoma saman, one is freed from grave sins and wins
li the world”. "One who recites the oration of Daksa by the S'udzﬂla-,sadﬁ
it as well as one who listens to it everyday, morning and evening, both of
gyt them will go to the world of Rudra.” (i.e., the use of murcchanas in Saman
: ' singing was probably left as legacy to gandharva). Thus, the use has been
i shown, whereby, the performers secured the happiness of adrsta. Through
the use of the rks, gathias and the saman, Naradiya Siksd and the Puranas
have been demonstrated the sphere of notes upto the tanas only. The
variety of the miirchanas has been shown by subsidiary rules, so that the
audience may be pleased and thus to this end the performance may be
TR joined (by the performer). This is being said in the jatis (viz., in gandhar-
va) only a fixed number sadava and auduvika (anas) are enumerated.
(But in gana) is seen the free dropping of notes except madhyama (i.e.,
in the rendering of f@nas) in order that the wonderous variety of raga and
bhasa which pleases the ear may be (established).””

;1 As to the objection - why are the kitatanas not mentioned, the fact of
' their being kiita i.e., being in irregular order is not in itself of any importance.
They have the general characteristic of giving pleasure. Only the rule of the
‘ enumerated eighty four (i.e., the regular 84 fanas of gandharva) have the
’ fixed function of pleasing particular devafas. They may not thus havea

+  The Parimala ed, reads na for ca. The purpose of fana would then be entertainment.
**  Unmilayirum is an evident mistake.

7,
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use, (referring to kiita tana which are not used for pleasing gods) but in a
general way their use is certain. As to why they have not been counted,
the answer is, how are they to be counted when they are infinite ? As has
been said, ‘Infinite is the diversity of compositions in music’ [GOS ed.
places it within Bharata’s text, which is improbable. The source of the
quotation is not traceable to Magha I1.3, as mentioned by the editor]. By
mutually mixing the full notes and sadava, auduvika etc., even Brhaspati
cannot enumerate (so many of them). Perhaps, then what is the purpose ?
No, when the performer is proper (i.e., skilled), even that produces
pleasure for the audience. That this is correct is shown by saying that the
purpose of miircchana and fa@na (is the attainment of positions)
(sthanapraptyartham). If miircchana and the fanas having been taken out
from the rk, gathas and saman are arranged properly for the sake of
attaining these positions (sthanas) which give special ckarm........ (text
missing) in the movement in the sadja sthana if there is freedom in
articulation, the employment of the notes becomes particularly charming
to the audience. The performers, also hearing it feel pleased. By attaining
the character of $ruti.......(text missing)......... There isa proper culmination
in the grama, raga, bhasa etc. When the notes of the full miurcchana are
rendered with ease in a successive or non successive order (i.e., kiitatana
order), musical relish follows at once. When it isnot full there isavoidance
in the rendering of raga and fana. In each grama raga etc., all the
miircchanas and kiitaianas may be used in many and diverse ways. It
follows that there is no limitation.'®

This has been said - for the sake of attaining the sthanas. Then what
is this sthana ? The answer is, sthana is the triple (octave) as mentioned
earlier quite clearly. The mention of the triplicity through the prescription
of kaku is the same as the sixty-six divisions. Briefly, the varna, amga and
almkara are used in three ways.

Text : Now to narrate (the rules of) the sadharana. Sadharana
means the interval of notes, How ? the difference which exists between
two (the overlapping), that is sadharana. For instance-

Verse-34 : "In the shade one feels cold, but sweats staying under
the sun; neither has spring come and nor is winter (fully) over”. Thus
(is) overlapping in time or the transition of a season (kala
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sadharanata). There are two types of sadharana, jati-sadharana and
svara sadharana. Svara sadharana are the kakali and antara notes.
There the nisada which is raised by two srutis is known as kakali. In
the same way (i.e., by the raising of two srutis), gandhara is known as
antara-svara.

That collection of jatis which have the same amsa and are undif-
ferentiated (i.e., similar) is known as jati sadharana. The charac-
teristic is known according to each amsa. Svara sadharana is of two
types and of both the gramas. How ? Sadharana here (in this context)
is (the name of) a particular or special svara or note, because of this
it is called sadja sadharana [asadharana appears a mistake for
sadharapal. In the same way in madhyama also (madhyama sadharana
in madhyama-grama). Because of the subtle nature of its employment,
a second name ‘kaisika’, thus, has sprung up. Because it is sweet and
indistinct, it is termed as kakali, because it is distorted (i.e., displaced
from its proper sruti) it cannot be an amsa, according to the sayings
of reliable people or sources, it is not different from the seven (notes)
but is nisada only. Just as the pungent flavour is known as one
amongst the six rasas or flavours in the same way is nisada termed as
kakali, and gandhara is known as antara svara. And here are two
(verses).

Verse-35 : The antara svara should always be used in conjunction
with the aroh7 (ascending varna), never with the avarohi or descend-
ing. That employment too, should be particularly limited.”

Verse-36 : "If the descending or avaroki (varna) is being used in
a limited or prolific (way), then the antara svara destroys the essence
of the jati as well as sruti.”

Commentary : Thus having explained the appropriate positions of
the miircchanas and tanas, the author proceeds to explain the fourth
division called sadharanakrta. Produced in the interval is antara, moved
from its own position and on to another position. It is still charming and
not discordant (visvara). That condition is sadharana. Its nature is
sadharanya. Thus, jati sadharana notes are those which are produced in

*  Basically nothing but a distorted form of saline or sour.
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these intervals and are common to the subdivision of the jatis. This is their
general nature. ‘Why’ i.e., is there any empirical or popular example ?
Hence the answer, just as “sitting in the shade one feels cold,but sweats
in the sun, neither has spring come, nor winter ended. This is (the idea of)
sadharana as a period of time. “The idea is that, since one feels cold sitting
in the shade, this shows that spring has fully come’. That there is
perspiration in the sun shows that there is a lapse from winter time. This
is what is said here. What is excluded is not having come. Perfection or
fullness is not asserted. Together this indicates that it is time in between
the two meanings of being destroyed or being full. Such a time is
sadharana. Similarly, the svara sadharana is midway between two

notes.!1©

This division is shown by saying there are two sadharanas : Jati
sadharana and svara-sadharana. Hence when some say that there is a
tana-sruti sadharana, that cannot be accepted. In the sadja grama when
there is sadava and auduvita, nisada is dropped. Gandhara is dropped in
the auduvita. The opposite takes place in the madhyama grama since, by
not depending on its peculiarities, the principle of omission operates. If
there was tana sadharana, then this would not mean anything. There is
no such thing as sruti sadharana, because apart from nisada and gandhara,
no other (note) is accentuated in sruti from the condition of dropping.

He (that is Bharata) explains the first, ‘there the sadharana’. He
defines them in order. Kakali is the name of the nisada which is raised by
two $rutis. He mentions the difference in designation. The different names
are (only) for practice. In reality, both are of the nature of kakali because
of being sharper. As ‘he’ would say “the name kakali is given on account
of being sweet.” Both are antara svaras. As has been said “Sadharana
means being an antara svara”.''! Now ‘he’ defines the other (that is)
jatisadharana. Those jatis which have the same amsa employed without
distinction and in which the inner path (antaramarga) characterised by
the repetition (anulapana) of vadyamsa, is alike (that is jari sadharana).
Now, there may be a doubt depending on what is this jati sadharana? Tt

% Perhaps the opposite is meant that the spring has not fully come. Piirnatva should
perhaps be apiirnatva.

.
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is not that there is an identity of the two jatis in that ponion.' The answer
is by the coinherence of the jatis and the recognition of the characteristics
relating to the amsas. The common set of the ten features such as graha,
nyasa etc., furnish the reason on account of which even when the amsa
of the jatis is not distinct or different [amse vicitre should be amse
avicitre), their distinct characteristics can be known.!'? As ‘he’ says
“Nyasa, and antara nu'zrga" serve to distiuguish.l 3 “Tw’ here shows
difference. The idea is that there is no identity on that account. Some
explain that jati sadharana is the knowledge of the characteristics of the
parts called graha etc.!' This is explained in the section “Svara
sadharana is two fold” etc. He allows the use of kakali and antara in both
the gramas and also prescribes a new name, where nisada and gandhara
are used sparingly. The two notes in the sadja grama, sadja sadharana
and in madhyama grama, madhyama sadharana. This appears trivial,
since it has already been said that murcchana is produced by svara
sadharana, what more is said by this ? Others, in order to show the
regulations in the two gramas say, in the sadja grama, nisada is kakali,
because it makes the sadava. In the auduvita, gandhara is antara svara.
Hence, there is sadja sadharana. In madhyama grama itistheopposiu-,.l 15
By this also, something is intended. As to saying to whom kaisika belongs,
now, if it belongs to kakali and antara, eventhen, on its belongfng to nisada
and gandhara in the sadava and auduvita forms in distinct gramas
according to the proper way, such (distinction) is not seen in case of either
the Sadjakaisiki with all the notes or Kaisiki which has been made sadava
and auduvita by dropping rsabha and dhaivata ' Even of Suddha and
Bhinna Gaudamalava and Sadja Kaisiki, the production from Kaisiki
JOiisisitnd (textmissing).......the conventions have been demonstrated by
the sage Kasyapa etc. Therefore, this is the way in which my teacher
Utpala-devapada thinks. Now, here, three, two, four, this is the order in
which the nature of characteristic positions has been mentioned......(miss-
ing)......... The ultimate natural form has been mentioned. That sadja is
catussrutika, and so on upto to nisada as dvisrutika, (is the representation

*  ‘bhago’ would be a mistake for ‘bhage’. Else the translation would be. ““thus there is
no division (bhdgo) there between the jazis but only a unique and distinctive identity.””
**  not bhaga.
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of their natural ultimate forms) just as there is a form of living beings
which have all their limbs in full, and, they may have another form which
is not so. Although, there are two forms, there is a pure form, just as the
dog may have form without a tail or two tails (i.e., a vikrti), (similarly) on
account of the discordance (vivadirva) of gandhara and nisada when they
are commenced, vikrti is mentioned. By their vikrti (derangement) sadja
and madhyama are also altered. The derangement of pancama is already
shown by mentioning it as trisrutika. In this way one can speak of the
vikrti of dhaivata and rsabha also.''” Now, ‘he’ demonstrates this “Svara
sadharana is two-fold, belonging to the two gramas”. The charac-
terisation given of kakali and antara in the two gramas and called svara
sadharana is of two kinds. He (Bharata) asks here, why? If the two kinds
are due to the difference of kakali and antara, then they have already been
mentioned, why repeat this? If it is for another reason, then that it should
be mentioned. There is another form and ‘he’ mentions that “Svara
sadharana here is a specific note and for this reason is called sadja
sadharana.” When nisada is raised by one sruti and rsabha also, then
nisada becomes trisrutika, sadja dvisrutika, but rsabha is catussrutika.
Then the sadja on which depend the two (notes) nisada and rsabha,
becomes sadja sadharana.

When gandhara is raised by one sruti and pancama of the madhyama
gramatakes on one sruti of madhyama, but dhaivaia is of four srutis, there
is a loss (of $rutis) belonging to the madhyama grama. Then, since,
madhyama is the central note and dej)cnded upon (by ga and pa), we now
have (madhyama as) madhyama s&dhﬁrana.l 1

The objection raised is, that, nisada and gandhara have been said to
be sadharana when raised by two srutis. How, then, is the raising by one
sruti mentioned now?. The answer is, that the form of the note is quite
distinct from its earlier form, that is used in svara sadharana. By this, it
is shown that the peculiarity and strangeness of notes, owing to higher and
lower pitch, have been regulated in the gc'mdharva.I 19 For empirical
purposes (drsta siddhi), the one sruti character of notes has been
demonstrated. Such varied peculiarities are plainly seen in the laksya
music of raga, bhasa etc. Thus the elder KaSyapa says-
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“In the raga, bhasas, one may use in all ways the notes of four, three,
two or one Srutis, by the addition of kakali and antara. The seven notes
sadja etc., and the raised pancama and further, separate from dhaivata,
the notes called kakali and antara and sadja, madhyama and gandhara,
these four are to be used in all ways in the jatis. Thus fifteen notes in all
are to be used.”'?°

In tending to show its impossibility in practice (perhaps asambhava
should be sambhava), ‘he’ gives the definition "It is called kaisika because
of the rarity or subtlety of usage”. Tu is used for determination, that is to
say, of this only, of sadja, madhyama sadharana. It can be achieved only
through subtle and marvellous skill. Kaisika means the use of kaisiki
form, where the performance is delicate and charming. Or, kaisika is
derived from the root kas. Or, from the subtlety of the point of a pata (?).”
This is a separate effort, that Sadja Kaisiki is produced from Sadja
Gandhari. Since it depends upon a portion of the madhyama grama,
dhaivata becomes catussrutika. The occurrence of catussrutika rsabha
and dhaivata should be weak. Nisada and gandhara have to be as usual.
It will be stated later on "dhaivata and rsabha should be weakened.
" Again, the pancama of the sadja grama has to be of four Srutis. In the
use of the kaisika, through non-conjunction with the movement of the
sadja sadharana, sadja kaisiki and kaisiki also belong to madhyama
grama. Hence, dhaivata is of four srutis. Rsabha, also is of four Srutis.
The weakness of rsabha here will be mentioned. Where rsabha and
dhaivata are held fit to be dropped, the reference to them is of four
srutis.'?' All the jatis, except Dhaivafi and Arsabki are without sadharana.
Hence, owing to the introduction of sadja grama and the requirement of
having four srutis, pancama has to be (given) there. Hence, sadja (and)
madhyama sadharana have the alternate name of kaisika and have their
own place. By generalising, this applies even to the grama ragas like
Kaisika, Bhinna-KaiSika etc. This is what has been called by acarya
Matanga as grama-sadharana.

*  ‘paragra could be valagra® = tips of the hair.
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Sruti sadWaranais the fack that all svaras have 2n indefinite nurmber
of $rutis. The objection is, why is nisada called kakali ? The answer is,
because it is sweet. A little sweet (here) means sharpness. That which has
it, is called kakali or the 7 is on account of the gaurEdi-group." In the
reading named kakali-sanjnaka, nisada itself has almost reached sadja,
like a dog without a tail, hence by being vikrza it does not attain pradhanya
and hence is not amsa. The objection is, let it not be out of the seven, but
another nisada which is vikrta and that is not sadja. What is the reason?
The answer is ‘‘Due to the instruction of those who know"’ ca indicates
the possibility of another reason. Originally, when the form of nisada is
apprehended in the mind, it is determined as such and is in the first place
called as such. Here, ‘he’ (Bharata) gives an illustration, that the taste of
salt is also when sharpened acidic. It is said by Canakya (?) etc., to be
madhura rasa(?).”" In moving from madhyama to rsabha, it is used in
the interval and hence called antara svara.

Sadharana having been described, the rest are now mentioned. In the
sadharana, when after resting on the madhyama, which is the ascending
note (@rohi) from the antara svara, if wishing to move to rsabha one uses
the antara svara, then it is properly joined in $ruti. Its employment is
always for a limited function. (It is) never (to be used) as the first in
descent. Hence, when the antara svara has been used rsabha is not-

. RkRk
avarohi.

TRAL 38 DOK...ooccerinsvorss to be employed. When a madhyama is used
which is joined to an antara svara, then ascent alone has to be made.
Havingusedtheanmmsmraaﬂanmdhma,thentonwdhyamaor
elsewhere, only ascent is permissible.

Now “he’ (the author) strengthens what had been said, namely, only
ascent, never descent ("If the antara svara is used as a descending note,
whether if the use is much or litte it will surely destroy jati, raga and
Sruti”). Jati indicates adrsta and raga means pleasure or rakti, which is a
visible or empirical result. Sruti, here shows that it leads to what is not
pleasing (vairasya). Antara svara here includes kakalf also.'”

*  This can refer only to gana.
**  Panini 4.1.41.

*** The text appears defective.
*+** The meaning of naya is not clear.
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Text : Now we shall speak of the jatis -

Verse-37 : "Threejatis should be known as characterised by svara
sadharana, viz. Madhyama, Pancami as also Sadjamadhyama.

Verse-38 : The amsas in these (jatis) should be (respectively)
known as sadja, madhyama and paricama. In case of pancama, it is to
be applied as an alternative to an extremely weak note.

Verse-39 : Jatis are eighteen, this has been thus said by Brahma
in the past. On those, indeed, will I throw light, along with their
divisions of graha, amsa etc.

Verse-40-41 : Dependent on the sadja-grama (the jatis) are $adji,
Arsabhi, Dhaivafi, Nisadini, Sadjodicyavafi, Sadjakaisiki as also
Sadjamadhya.

Verses 41-43 : Hereafter, I will speak of the ones dependent on the
madhyama grama (which should be) known as Gandhari, Madhyama,
Gandharodicyava, Paricami, Raktagandhari, Gandharapancami, Mad-
hyamodicyava, as well as Nandayanii, Karmaravi, Andhri, and Kaisiki.

Verse-44 : There are three jatis where the learned enjoined the
use of the sadharana note, (these are) Madhyama, Sadjamadhya and
Pancami.

Verse-45 : The amsas of these (jatis which permit the use svara
sadharana) should be known as sadja, madhyama and pancama. In the
case of Pancami it is to be applied as an alternative to an extremely
weak note."

Commentary : Having used sadja and kakali, using the same, or
another note in ascent (text missing) why has this been said? In this
context, it is said ‘Now we shall describe the jaris’. (They are the) seven
modes (riti) consisting of suddha, bhinna, gauda, raga, sadharana, bhasa
and vibhasa produced for the sake of visible achievement, (drsta siddhi)
and for the sake of helping the appreciation of bhava and rasa. Because
these arise from them they are called jatis. These eighteen jatis have been
spoken by Brahma in the beginning. Because it is a sacred tradition
(aptagama), therefore it is unalterable.'?* I will describe them in their
division into graha, amsa etc. They are already given in the heart.'>* What
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will be manifested, is their subdivision into graha, amsa, tara, mandra,
sadava, auduvika etc., in the order of their characteristics. This is the
meaning. The division of sruis, belonging to the sadja grama is worked
out and the jatis which rely upon them. Similarly, others depend on the
madhyama grama. ‘Three jatis,” include these (i.e., sadharana) svaras.
Because, in them nisada and gandhara, produce sadava and audavita and
hence they are vakra in the first place, still, on account of their debilitation
(of ga and ni) they are distorted or vikrta and become kakali or antara.
Hence., svara sadharana is used here on account of being specially
laboured.

Thus, kakali is used in Suddha-sadja. Having shown this, (since it 1s
held) that on account of being weak notes they are not used as amsa, it
may be asked here, what is their amsa, which is the content of sadharana?
He. (i.e., Bharata) answers, ‘‘their amdas are sadja, madhyama and
pancama. According to their nature, they are weak and pancama is used

as an alternative.”” There are seven amsas in Sadja-madhyama (jati). In
this (Jati) when nisada and gandhara (as full two éruti notes) are amsas,
then sadharana (i.e., antara ga and kakali i) cannot be used. They (i.e.,
the sadharana svaras) are used in a special way only with sa, ma and pa
(as am$as). The same is true of Madhyama. That avoids two $rutis, and
has five amsas. In the Pancami, rsabha and paficama are the amsas.
............. In this there may be the use of kakali and antara (only) with
paiicama (i.e., as amsa). Hence it is said, that on account of debilitation,
there is reversal in Pancami. Only debilitation is to be made. Hence, in
the place of gandhara, which causes sadava, when there has to be a weak
antaranote, it should be made weaker still. Similarly, in the place of nisada
causing auduvita, the use is of a weak kakali, which has to be made

weaker.'?®

Prmmbetweenvermﬁ%:Smmﬁﬁsarss’udd. or
pure and vikrta or modified. The Suddhas in the sadjagrama are $adji,
Arsabhi, Dhaivafi and Nigadini. In the madhyama grama (they) are
Gandhari, Madhyama and Paiicami. These are with complete (seven
i.e., not deficient) notes, and their amsa, graha, nyasa and apanyasa
are according to the svara with which the jati was named.
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The Vikrfas are characterised by the distortion of one, two or
many of these characteristics (the 10 jati laksanas) except for the nyasa,
These (modified jatis) are known as vikrta. Of these (i.c., the Suddhas),
the rule about the nyasa was, that it was to be in the mandra or lower
octave, but as regards the Vikrfas there was no such rule. The Vikrfas,
arising from mutual contact are eleven. Due to interaction (between
the jatis) eleven (jatis) are caused. Namely-

Verse-46 : Suddhas and Vikrtas are indeed born of samavaya or
collection (of the 10 jati laksanas like graha, nyasa etc.) Then again,
the non-pure or the modified (arising out of mutual combination) are
eleven.

Verse-47 : Thereafter, now, I shall speak here, in due order and with
proper brevity of jatis which are caused (or arise) by the notes and amsas
of these (the suddha) jatis.

Commentary : Now ‘he’ (Bharata) divides the jatis, i.e., ‘svara-
jatis®, or those named after svaras, which ‘are pure, and (the others are)
altered (Vikrta).” Their division into the gramas is then mentioned. The
Suddhas are defined as‘ Sadji, Arsabhi, Dhaivafi and Nisadini in sadja
grama; Gandhari, Madhyama, Pancami in madhyama grama’. There is
no deficiency in the notes they use and have their own svara, amsa, graha,
nyasa and apanyasa. The Vikrtas do not have these characteristics. They
are distinguished by the distortion of one, two or several of these charac-
teristics, namely, piirna, graha, apanyasa etc., but excluding nyasa. Thus
there may be sadava-vikrid, graha-vikrta, amsa-vikrta and vikrta in all
three, graha, amsa and apanyasa.

Well, if this is the division of graha and apanyasa, how is the division
between Suddha and Vikrta. The answer is given in the text in the rule
about nyasa also. Amongst these jatis which are pure, the namakari nyasa
(i.e., thie nydsa svara which gives the name to the jati), which is mandra
by rule is unregulated in the Vikrias. By describing the nyasa and an-
taramarga............. (missing) by the shadow like form evén though dis-
torted (vikrta) that form is partly manifested.

The objection raised is, that, this describes the division of the seven
(jatis), but eighteen have been listed. The answer is, that eleven are born
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of contact; the distorted produce eleven through mutual contact. Thus,
‘he’ (Bharata) mentions an @rya (verse) to summarise this "Suddha and
Vikrta jatis are born of combination (samavaya).” The etymology of jati
here is because they are born of the set of $ruti, svara, graha etc., through
combination. Suddha and Vikrt, this is the division. ‘Eva’ shows that the
vikrtatva is of the Suddhas alone. They are not any separate jatis. ‘Then
again’, the Suddhas cause the Vikrtas and by them are caused the eleven.
The word ‘again’ is formaking a distinction (of the seven from the eleven).
Only eleven, not more; ‘Tu’ is for negation. Among them, separated from
the others, they should be described by their names. They are not to be
described as Suddhas. Being derived from material substance an object is
named after the cause (but they are not to be named like tl:xis).126 ‘Now
this’ for conjunction, connects with the continuing part of the causes. Thus
the contact (samsarga) jati of sadja and madhyama is called Sadja
madhyama. Let others be jatis, i.e., 10 say in the amsa, raga, vibhasa, desi,
margaetc. Thereare eighteen marganyasas because they are able to create
a notion of commonness on account of the continuity of the principal
antaramarga, nyasa etc. Others say that jatis are so called because they
are born from the scheme belonging to amsa, grama etc. [This is after
reading gata for $ata. Other wise it would be- from the hundred schemes
of etc.] The commentator (fikakara) says that jati is so called because it
is the source of the birth of all the raga etc.

One may ask, from which Vilqtﬁdo&whichfa’tiarise?Withthis
qu&iouinmindandalsoﬁshhgtoexplainmore,theauthorafﬁms
‘thosewhicharebomfromthem'.'lbosetwobeingproduced it is also
produced. Or, it is produced in that, thus it may be either panacami
tatpuriisa ot karmadharaya 127 (Apother derivation where part of the
sentenice is missing). Among the potes, graha, apanyasa etc, the proper
form will be mentioned. Thus, by grasping the svara among the amsa, the
amdas are obtained as a dividend, because of their prominence, they are
mentioned separately. In the case of deficiencies consisting of sadava and
auduvika,'he’ says that ‘he’ would describe their mode and form in order,
disregarding the list of names or content.
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Prose passage between verses 4748 : Sadjamadhyama should be

known as produced [nivrtta should be rirvrtta] from (the combination of

: the jatis) Sadji and Madhyami, Sagjakaisiki from Sagji and Gandhari;

g Sadjodicyva from Gandhari, Sadja and Dhaivafi; Gandharodicyava from

Sadja, Gandhari, Madhyama and Dhaivafi; Madhyamaodicyava from

Dhaivaii, Paricami, Madhyama and Gandhari; Raktagandhari from

Gandhari, Madhyama, Paricanii and Nisadavaii; Andhri from Gandhari

and Arsabhi; Nandyanii from Paricami,Arsabhi and Gandhari; Karmaravi

from Nisadavafi, Arsabhi and Paiicamii; Gandharapancami from Paricami

and Gandhar; Kaisiki from omitting Dhaivafi and Arsabhi (i.e,, Kaisiki is

\ produced by the combination of the $adji, Gandhari, Madhyama, Paricamii

LA and Naisadi jatis).

Verse-48 : These jatis should indeed be known as produced by

141 mutual contact. (Even though) dependent on the namasvaras (jatis) of
‘ the two gramas, they are endowed with distinct characteristics.

Verse-49 : Four jatis are known as always heptatonic by the Wise,
four are known as hexatonic and ten are remembered as pentatonic.

Verse-50 : Madhyamodicyava, Sadjakaisiki, Karmara-vi as also
Gandharapancami are with full (i.e., seven) notes.

Verse-51 : Sadji, Andhri, Nandayanii and Gandharodicyava, these
should be known as hexatonic. The pentatonic are ten.

Verse-52 : Naisadti, Arsabhi, Dhaivafi, Sadjamadhyama and Sadjo-
dicyavaii these five (pentatonic) should be remembered as of the sadja
grama.

Verse-53 : Gandhari, Rakta-gandhari, Madhyama, Pancam ani
Kaisiki, these five are dependent on the madhyama-grama.

Verse-54 : Those which are known as of seven notes (the hepta-
tonic jatis) and those which are remembered as of six notes (hexatonic
Jjatis) may sometimes be (rendered as) hexatonic and pentatonic
(respectively)-

Verse-55 : In the ;2dia-grama, Sadjakaisiki should be kmown as
heptatonic. $agi¥ even though hexatonic, showla be undersicod as
heptatonic in the context of gandhara (being the ruling amsa of this

Jati)




TRANSLATION OF THE TEXT : N;_TYA:?ZSTRA AND ITS COMMENTARY 83

Verse-56-57 : In the madhyama-grama, Karmaravi,
Gandharapancami and Madhyamodicyava should be known as with full
(seven) notes. And again, Gandharodicyava, Andhri and Nandayanii of
the madhyama-grama are known as hexatonic by the Wise. In this way
aretheﬁu'.s'ofthetwogﬁmasknownbytheWise.

Verse-58 : Hereafter (I) will speak of how to determine the amsas
of these (jatis). The hexatonic form of Sadjamadhyama is not desirable
on the seventh (note, i.e., nisada) being its (ruling) amsa.

Verse-59 : In the same manner, it (the hexatonic form in
Sadjamadhyama) is not desirable on gandhara (being the amsa), due
to the rule of samvadyalopa, i.e., the samvadi note cannot be omitted.
(Because of this) the sadava form of Gandhari, Raktagandhari and
Kaisiki is not possible when there is paricama (as the ruling amsa).

Verse-60 : In Sadja with gandhara as amsa, the hexatonic render-
ing should be prevented. In the Sadjodicyava, on dhaivata being the
amsa there is no sadava rendering.

Verse-61-63 : Because of the rule that the samvadi cannot be
omitted, these (being the ruling amsas) prevent hexatonic rendering.
In Gandhari and Raktagandhari when sadja, madhyama, pancama and
nisada (are the amsas then) there is no pentatonic rendering. In
Sadjamadhyama, two amsas, gandhara and nisada; rsabha in Pancami
and dhaivata in Kaisiki (prevent auguvita). In this way these twelve
(amsas) here always prevent the pentatonic rendering (of certain jatis).

Commentary : He (Bharata) mentions the derivations first. ‘From
Sadji and Madhyama etc.’, ‘excluding Dhaivaii and Arsabhi, endiiig with
“Kaisik? . The first three are in sadja grama. This is obvious from sadja
being prefixed to them. Even if graha etc., are mixed, there may not bea
confusion of gramas. The Kaisika, which is grama sadharana is used
there frequently. The rest is clear.

He (Bharata) concludes, ‘Not mutuaily produced’, Le., produced
mutually by contact. 128 gince it may be objected that the characteristics
in Sadja madhyama are separately notified, so ‘he’ says, ‘with separate
characteristics,” What is the use of that ? Answer : those svaras and the
division of graha etc., are to be construed through their being relied upon,
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the force of definition gives ‘what belong to the two gnimas',l29 three in
sadja grama and eight in the others. Or, it may be so called because their
origin is in the jatis of the two gramas or, out of contact samsarga,
mutually (these Vikrta jatis) being dependent on the svaras and named
' after them acquire separate characteristics and become derivative in
relation to the Suddhas, but parental in relation to the jatis born of
samsarga [jatyatvam should be corrected to janyatvam)."*

Now wishing to mention the division into purna, sadava and
auduvika through the mode of deficiency (i.e., dropping of notes), ‘he’
describes the purnas and then the rule by saying, there are ‘four’. Thus,
! purna jatis are four ‘Madhyamaodicyava® etc. Then ‘he’ mentions the
] 1 sadavas, Sadjt etc.

! Apart from this, there remain only ten, consisting of five notes. So
4 ‘he’ shows that, ‘of the pancasvaras,’ ten are to be understood.

|
|
i,y S He (Bharata) describes the division of the pancasvaras. ‘Nisadini,
: Zr,sabh'z' etc.’ ‘Dependent on the sadja’ means dependent on the sadja
b i grama.
Now ‘he’ answers the enquiry about madhyama-grama. ‘“Those
which are of seven notes etc.” Those with seven notes are the four
1 Madhyamodicyava etc, as per rule. Hence, they are never of less (i.., than
| seven) notes. Those four beginning with sadja they becomes sadava and
TR auduva etc. -
| 1 Now ‘he’ describes the nature of purnas and sadavas according to
the nature of their gramas. ‘In the sadja grama etc.” *Through the addition
of gandhara’ i.e., to say, through the use of gandhara on account of its
predominance as amsa, Sadji, even though named on the sadja (and even
though it consist of six notes) is to be regarded as purna. 31 Nisada makes
them sadava. When gandhara is the amsa then nisada being its samvadi
cannot be dropped and is in the sense of ‘also’. ‘Eva’ is to be construed
after the word purna. The three Karmaravi etc., are of madhyama grama
and of all full notes. Gandharodicyava elc., are three sadavas. They are
sometimes auduvika 12

‘ Assigning the amsas’ That by which the amsa notes are determined.
This note (is amsa) in this jati. There are six amsa notes. This will be
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discussed in the text on milana () That will be described later. In the
reading anga vikalpanam’ , vikalpana means statement of the anga, i.e.,
sadava or auduvika form. With this amsa that (form sadava or auduva)
does not exist. 133 1 the seventh’'- the meaning is that when nisada or
gandhara is amsa, then six notes are not desired. The reason is, that, since
the samvad is not dropped, when there is nisada (as amsa), there will be
no sadava, because it is the samvadi of gEndhEra.‘34 Of these three,
Gandhari etc., the hexatonic form is effected by the (dropping of) rsabha.
That (i.e., ri) is the samvadi of pancama in madhyama grama. When that
(i.e., paricama) is the amsa, then there is no sadava. 135 1n Sadjodicyava
with dhaivata as the (ruling) amsa there is no hexatonic rendering because
it (dha) is (samvadi) with rsabha. In sadjagramait (i.e., ri) is the samvadi
of dhaivata.'*® He concludes together ‘these seven’ ni, ga, pa, pa, pa, g3,
dha, these are the amsa. These (being the amsas) cause asadava succes-
sively in Sadjamadhyama etc., and in Sadjodicyava etc.'*” Now,. ‘he’
speaks about the amséas which bar auduvita. In Gandhari and Rak-
tagandhari it is the seventh (note) i.e., nisada (which prevents auduvita).
Of Sadjamadhyama, the two, gandhara and nisada being the (ruling) amsas
there is no pentatonic rendering. He (Bharata) concludes ‘thus there are
twelve’, (amsas which prevent auduvita of certain jatis)— eight [sa, ma,
pa, nieach]in Gandhani and Raktagandhari 138 two [ga,ni] in Sadjamad-
hyama, and two, i.., in Paricanii [rsabha) and Kaisiki [dhaivata). Now,
sometimes there is a reason for not dropping of the amsa, the (rule of)
samvadi. In its absence such a description is given as the reason.

So much is the number (asankhya 7). 139 There are sixty amsas .
There are nine amsas in the four jatis which are always purna (i.e., cannot
be rendered either sadava or auduva). Since these are asadava (with nine
amias) there are (as remainder only) fifty-four (amsas). From these (i.e.,
out of these fifty-four), there are seven (amsas which cause jatis to be)
asadavas. Thus, with four purnas and sadavas, there are (remaining)
forty-seven amsas."*! Among the other fourteen (which are not purna
jatis), four are not auduvika. In connection with them, twelve amsas will

140

*+  ‘asankhya’ could be a mistake for *sankhya’
=%  Later it is given as ‘trisasthi ', vide note 140.
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be mentioned. Thus, forty hundred (or hundred and forty 2. Vikrta
Samsargajas named after the notes have seven amsas and since (there are)
sadavas, in all there are hundred and forty seven amsas in the two
grEma:s. 142 1n practice, when we refer to melodies in the sadja grama and
madhyama grama, then the two gramas are merely names because it has
been said that notes (themselves) become gramas through jatis and sSrutis.
A grama means a collection of notes consisting of specific (allocation) of
Srutis, constituted by miircchanas and a collection of jatis which are
special sets of graha, amsa etc., and notes which render them (jatis) purna
or apurna etc..
It is now mentioned that this may happen in the popular (laukika)
grama aud raga""s which emphsize the system of svaras consisting of
Srutis appropriate to the particular grama. If the predominance of sadja
and madhyama is successively noticed and of particular Srutis, then there
is no auduvita (?), but there should be no more of this digression. “7u’ is
in the sense of giving areason. Since twelve notes are to be avoided, hence
when these notes are the dominant amsas in these jatis as Gandhari etc.,
then the jatis are never auduvim.l“
Verses 64-65 : These (atis) based on notes should never be made
auduvita. But in the jatis the destruction (ie., omission) of all notes is
prescribed. However, madhyama is never to be made a destructible (i.e.,
which can be omitted) note. The anasi madhyama is to be remembered
as the most important of all notes. This is prescribed about madhyama
in the law of Gandharva and Saman.
Cmmentary : Now is described the rule, for the sake of performance
tending to be novel (vaicitrya). ‘Of all the notes’ - This has reference to
the jatis. Thus, in some jati, some note is held to be dropped. Although
dhaivata and pancama are not dropped in sadja and madhyama gramas
respectively, even so they may be dropped in another grama. Therefore,
except madhyama all the notes are dispensable but madhyama is never
dispensable. Others do not accept the opinion of Visakhilacarya that
dhaivata and pancama are indispensable according to the grama division.
They argue that the Sage regards only madhyama as indispensable.l“

= ‘catvarimsacchatam’, ‘saptacanarimsacchatam’ properly mean 40,00 and 4700
respectively.
*#*  ‘This’ apparently refers to the suggestion in the last para where gramas are reduced to

svaras.
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Utpaladeva says that, when the characteristics of jari are to be
mentioned, madhyama is nowhere said to be dropped. Since madhyama
is not to be dropped, where is the point in negating it since the positive
formulation (that ma can be dropped, this) does not exist. If it is said that
all notes are dispensable, this is a general formula (applying to madhyama
also by implication). Even that has no relevance, because,in the jatis, the
dropping of notes is according to fixed rules. Hence the idea is, that when
the ragas are performed as grama-ragas, then for the sake of variety all
the six notes can be dropped by the technique of sadava and auduva in
the different jatis (from which arise the grama ragas), according to grama
division and according to one’s intelligence. But madhyama is never 10
be dropped. Hence the peculiarity and variety of grama raga is indicated
here. Now the reason (for being indispensable). ‘Of all notes’- madhyama
holds by its nature a position of equilibrium. Madhyama has two mean-
ings, one, the name and, the other, the meaning. Svara is the standard by
which the order of high and low is fixed among the notes. ‘Almost as in
gandharva’. By this ‘gandharva kalpa’ is meant what is nearly gandharva
Sastra, but also all forms where the extent of gandharva almost reaches
the grama ragas; this injunction, however, clearly indicates that in bhasa,
desi, marga etc., madhyama is a dispensable note. ‘Has been prescribed’
because of being auspicious. Matrgupta says “In all embodied beings the
goddess of vak proceeds just from the middle or madhyama. For the sake
of auspiciousness, its preeminence should be at the beginning of pure
(cauksa) sadava.” ‘In the Saman also.’ There also it is used just regularly.
As has been said by the sage Narada, —

““That which is the first (note) of Saman singers is the note mad-
hyama.”l“’6 Others read “is the madhyama of the flute.” Others say that
the singular is used here for a species. Hence all the seven notes of the
middle kanthasthana are indispensable, because all the notes are produced
there. The @ra and mandra notes may be difficult to use because of the
influence of bile and phlegm on the head and chest.

Text : Ten characteristics of jatis -

Verse-66 : (These are) graha and amsa, fara and mandra, as also
nyasa and apanyasa, alpatva and bahutva and also sadavita and
auduvita.

Wikgh
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Now the grahas -

Verse-67 : The grahas of the jatis are known as similar to amsas,
by which the song commences, that is amsa or alternatively the graha.

Now amsa there -

Verse-68 : Amsa (is that note in the musical composition) in which
lies the charm of the raga and from which the charm proceeds. It
determines the mandra and fara octaves and it is the most prolific note.

(Variant reading - It is found prolifically in the combination of
many notes. The others which are strong are the samvadi and anuvadi
also).

Verse-69 : That which is the determinant of graha, apanyasa,
vinyasa and samnyasa and nyasa, that which is repeated and followed,
that is amsa marked by ten characteristics. The movement in the
higher octave is up to five notes.

Verse-70 : The movement in the higher octave here (in the jatis)
should be known as up to the fourth svara or note from the amsa
(note). Or up to the fifth note, beyond which it is not desirable.

Then again, the Wise should also count the omitted note in this
rule of the higher octave. The movement in the lower octave isof three
types. (I is) up to amsa (note), up to the nyasa and up to the apanyasa
- The (movement in the) lower octave is not beyond the amsa and two
of the nyasa (i.e., up to the nyasa note and also one more note beyond
the nyasa).

Verse-71 : (For instance) If gandhara is named as the nyasa, then (the
avaroha movement here would be) up to rsabha.

Verses-66-71 :

Commentary : Well, it has been said ‘in the jatis’. What then is this
jati ? The answer is svaras themselves when they have a distinct arran-
gement and when they produce musical enjoyment (rakti) and also
invisible good (adrsta) in the other world and visible here, then they are
called jari. What is this order or arrangement (sannivesa) ? So it is said
the characteristics of jati are ten, ‘graha and amsa.’ The dual here,
suggests that often as a rule amsa alone is to be graha. ‘Tara, mandra
notes’. Mutual relativity is shown here.
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‘Sadava and auduvita’ - this is where they take place (i.e., in jaris).
This character is not universal. He (Bharata) shows this by ‘thus’. They
(referring to sadava and auduvita) have the meaning of arising in the
manner indicated. The other eight are without exception. Thus without
the first and the middle bhGVas, ..orv....... how can there be.an order?
Hence graha, apanyasa and nyasa. Musical appreciation or rakti cannot
be plausible in terms of the relationship of primary and secondary. Hence
amsa is predominant and its samvadi is like its minister. Its samvadt s
........... (muchness) of that is in relation to rarity of usage. The rarity of
the notes belongs to them when they are dropped on account of vibhava
etc. In the mere notes of the middle saptaka prescribed in the indication
of the miircchana being used monotonously there is no inner enjoyment
(ralm).“" Hence, the use of @ra and mandra. And hence, the eight
features are universal. Where some note is dropped in the jati, this
dropping is another characteristic.

Thus the ten having been determined, (the text) goes on to charac-
terise graha (literally the second half of the sentence does not construe).
‘But the grahas’, ‘of all the jatis’, grahas are connected with them.
Together like amsa they become sixty-three. What is this graha ? The text
answers-- It is another name for that (for amsa apparently). How ? The
answer is ‘that, by which the song is to begin.” That by which the
performance of the jati is taken on, that is graha. Hence, it is another name
for améa when conjoined with another propetty. He says that ‘constructed
by graha’ By the property of graha, thus constructed, it is made as if of
two natures. It becomes graha, not simply by this predominance. Graha
is produced by that capacity. Then why has it been said so explicity. So
‘he’ says ‘constructed by graha’. Sometimes amsa does not become
graha. For example, such is pancama in Nandayanit, gandhara is its
graha. Hence graha must be mentioned separately.l“ It is not that this
principle, here, has many illustrations (i.e., in jati gana). In the music as
actually practiced (laksye) they generally tend to be one, however, there
is a purpose for giving a separate definition for graha. In grama-ragas
etc., the recognition of the grahatva (of a note) apart from the amsa is,

X “ Prathama — madhyamanyapi bhavanna vina'*. The text is obscure. In fact, it does
not construe.
**  Text obscure and defective
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(not?) possible.* For example, when the form (i.e., composition) is sung
in Malava-Kaisika, all of them (all these forms) do not have sadja as graha
regularly.”‘9 Similarly one should construe elsewhere.

The text describes amsa. ‘In which the raga occurs’. Which being
present, raga or rakti (i.e., charm) arises and (because of which) the jatis
receive their form, just as, when the head is there, a person may be
recognised. Thus, it is, that svara (on which the jati is based and) which
is used much. ‘From which’, here the pancami is used owng to omission
of Iyap. It has been said that where samvadi and anuvadi are sounded with
emphasis, such as a note in the lower octave, there, the samvadi and the
anuvadi function like amsa even without being amsa. (A) doubt (arises).
Will not then jati be from the vivadis ? On that account, for considering
the limit in the r@ra sthana, ‘he’ will describe the positions in fara and
mandra from the pancama etc.'>® That which occurs frequently com-
pared to all other notes in the whole song (i.e., amsa),"*! that which itself
determines the five forms of graha etc., or its samvadi, anuvadi forms,
but never a vivadi. > Graha etc., are the content to be determined by that
(i.e., amsa determines graha etc.). That which colours other notes even
as it ceases, just as one may cover what has its face turned the other
way. 53 That amsa, being the principal, has ‘ten characteristics’. All these
characteristics together suffice to produce the character of amsa. e
Hence, the first characteristic has been mentioned separately from that
amsa.

Now, ‘he’ describes the fara ‘‘the movement of the tara is up to five
notes’’. Objection, if the rule is, that one has to ascend from the amsa
svara along the order of ascent (@roha krama) as far as the fifth from that,
then it will greatly contradict practice (laksya virodha). For example, in
Sadji, from the sadja amsa, one would need to ascend upto the fifth from
that very note. So it is seen in practice in Sadjt ........... dha dha ni sa ni
dha pa ni dha pa, thus. In Arsabhi the ascent would be upto dhaivata.
But, it is seen upto nisada, not dha, ri, ni, ma, ga, ma. In Nisadavafi, aroha
is seen upto the pancama - pa, pa, ri, ga thus.

*  ¢f Parimal ed.
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Similarly, it has to be thus considered in other places also. Hence,
this is not the proper explanation. What would it be then ? Listen. We have
already gathered that the amsa is to be produced by murcchana from the
madhyama saptaka. From this, it follows, that all the notes in that
(madhya) saptaka are to be used, disregarding (here such) considerations
(as) of fara and mandra. With respect as to how many notes within the
octave produce worldly and other worldly good, what is formulated, is,
only the limits of the notes vibrating in the head and heart (Sirasyaurasyas-
varanist ha). 155

Objection : When there is already the middle saptaka, should all the
notes of the tara saptaka be used after that ? The answer is, not always.
If sadja is the amsa, then the tara saptaka should be upto ri, ga, ma (pa),
if one is capable of doing so (i.e., stretching the voice so high). But even
if one is capable, one should not go beyond that. But taking a lower note,
t0o, is not an error. This is shown by the word para. When rsabha is the
amsa, the notes are to be taken upto dhaivata (from) the rsabha of the tara
saptaka. When géndhara is the amsa then the seven notes are to be taken
ending with nisada. In madhyama, pancama, dhaivata, nisada, in these
(being the amsa) the notes are to be taken with nisada at the end. In these
five amsas, the whole of the iGra saptaka is to be taken. If the capacity
(range of the voice) is medium, [madhyamah is possibly madhyama] then
the @roha is only upto four notes. But in the Nandayanfi, the extreme
limit (is reached) in the tara. It is explained there thus, that “the movement
in the tara saptaka never goes beyond (fara) sadja”. Hence, it is not
correct to explain, as others have done, that the text ‘upto the fourth note’
refers to Nandayanii'>® The karika ‘amsataragatim vidyat’ has this
meaning. It says that, when the middle saptaka is the source of the
miircchana, then depending on the amsa, the movement in the f@ra or
droha is to be upto the note in the fara saptaka, not beyond it. Amsa has
been earlier defined as the leader of the 7ara and mandra. This has not
been properly considered by those commentators. In rsabha and
gandhara, dhaivata and nisada are not to be employed, since they lack
rakti, they cannot be svaras. 157 1t is not correct to say, that if one does not
(go upto tara dha and ni), one does not have the power (tostretch the voice
so high).
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As to what others have explained - from the amsa svara four or five
notes of the fara saptaka are to be used, for example, when sadjais amsa,
sa, ri, ga, ma, pa; in rsabha ri, ga, ma, pa, dha; in gandhara - ga, ma, pa,
! dha, ni; in madhyama ga, ma, pa, dha, ni, and similarly in pancama,
@l dhaivata and nisada. It is these that are established by practice (laksya).
| Thus in Nisadavaii, where nisada is amsa, tara sadja is seen through the
T | amsa as the means. It is unnecessary to say more. The explanation as given
i Ll brings out the laksana and should be respected.

‘Natahparamiti’ ,one is free tostop earlier in the tara saptaka. ‘lheti’,
the idea is, that, this is with respect to the jatis. This idea does not hold
about grama-ragas etc. ‘ Budhairiti’, ‘he’ is saying, that, those who regard
a note as due to be omitted, they still have to count the omitted note. Thus
Visakhilacarya “The nasi svara is counted in the iara vidhi"."*® Tara
1 means that which causes the voice to cross forcefully.

#i! il Now ‘he’ mentions the mandra. ‘Tridha mandragatiriti r 1388 pg
| root mad has the sense of rejoicing. Mandra is delightful (lalita) because
itis low (namra i.e., bends down). That (note) which is the amsa svara in
the madhya saptaka, upto that (very note) in the mandra saptaka should
be taken, or upto the nydsa svara, or beyond that, meaning the note that
i is beyond the nyasa svara. The use of para shows the admissibility of one
it lower note being taken. This gives a certain latitude.

i Objection : In that case, how can dhaivata be the limit of the mandra
l

e = T T P ————
- - -
-

L in Sadji ? Why should not the limit be upto (mandra) sadja?
| (The answer is, that) while it is admissible to use the full mandra
saptaka upto sadja, one may optionally go (only) upto dhaivata. That sadja,
which is graha and nyasa (in Sadji), is used from the mandra to the
madhya (to the tara- this is missing in the text). The rule which speaks of
mandra does not mean that fara (sa) is excluded, because in Sadjz, sadja
is heard in all three octaves . They read this Karika there-
mandrastvamsatparo nasiiti. Thus, in the Nisadavafi, where nisada is the
amsa and graha svara in the madhya saptaka, the range is not seen upto
mandra nisada only, but upto the nyasa svara. (Infact, here) there are two
limits in the mandra, upto nyGsa and the note beyond the nyasa. Now the

*  The printed text is ambiguous.
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illustration and the laksya corresponding to it. The rule is that in the laksana
of gandhara (as nyasa), the mandra is reached by being (one note) beyond
the nyasa. So why repeat? There is reason which will be mentioned later
on. ‘The rsabha may be omitted in the mandra’. So ‘he’ shows that this
option is with respect to the limitations laid down.

Objection, the Sage puts forward statements as indications, then why
this mention of gandharva (possibly gandhara)?

But this has already been said before, so there is no harm.

Now there are twenty one nyasas. Nyasa is the concluding note of
an anga (a specific unit or division of the melodic composition). In the
same way, apanyasa is (used) in the middle of an anga (i.e., on
semi-completion). There are fifty-six nyasas. Namely—

Verse-72 : Nyasa is (to be used) on the completion of an anga and
they are twenty-one in number. The apanyasas are fifty-six in number
and they are used in the middle of an anga.

Sannyasa and vinydsa are also in the middle of an anga only. Since
they are not fixed, they are prolific.

Verse-73 : Thus the nyasa note was used in the middle of the first
vidari (a sub-division of the melodic structure). Having avoided the
vivadi, one may speak of sannyasa. Since anywhere it has been kept
(vinyasat) at the conclusion of a pada, it is called vinyasa.

The reduction (alpatva) of notes is effected by langhana (gliding
over a note so as to leave it unemphasized) and by anabhyasa (avoid-
ing its repetition). Thus, there is non-repetition of notes which are
used within the antaramarga [i.e., the calan] of a gita or melodic
structure, and of those which are responsible for its hexatonic or
pentatonic rendering and which are not amsas. (As desired) in each
jati, due to langhana (gliding) and anabhyasa (non-repetition) there
is alpatva (reduction) or bahutva (amplification).

Thus -

Verse-74 : In the alpatva and bchutva, the strength and weakness
should be ascertained by the notes of the (specific) jatis. This alpatva of the
Jjati is always of two types.

gl
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—

Verse-75 : Those which express the identity of the jatis are, the
strong notes (balasthana) manifest in the movement (of notes) in the
amsa, in the alpatva which manifests itself in the weak (notes), nyasa
and antaramarga [the typical movement or expression of a jati].

Commentary : Now ‘he’ mentions the number of nyasas and their
laksanas. ‘There are twenty-one nyasas’, two in Sadjamadhyama, three
in Kaisiki and sixteen in the rest. Nyasa is derived thus, that which is used
in the performance, so that when the body of the jati has to be completed,
it is the note where this completion is done [i.e., it is the concluding note
of a jati composition].

Now what is the difference between nyasa and apanyasa ? Nyasa is
at the end of the anga, while apanyasa is in its middle, that is, it is a
subsidiary ending or avantarasamapti. Thus, Dattilacarya says vidart is

in the middle. Thus, in the sadjagrama, there are seven apanyasas of the
Sadjamadhyama. In the Sadjodicyava, there are two. Of the five, there are
three for each, thus there are twenty-four. The rest are in the madhyama
grama. This very nature of apanyasa is described in the anustup called
vit@navrtta. Thus- ‘There are twenty-one nyasas in the anga-samapti and
there are fifty-six apanyasas in angamadhya.’
Now, although it had not been named earlier, still as presupposed in

the definition of amsa, *he’ defines incidentally- ‘Sannyasa and vinyasa
are within amsa’. It means that they are within the vidari. As to what is
the number of these irregulars, the text says ‘they are many, because of
irregularity.” The meaning is, like nyasa and apanyasa, there is a rule for
their employment in each jati. Now ‘he’ describes the sannyasa. ‘Tatra
prathama vidari madhye ........... so’ bhidhatavyah’. It is a note, which,
not being the vivadi of the amsa is used at the end of the first vidari. Such
a note is sannyasa. Being the nyasa, that is near (sanmiipabhita, i.e.,
samipabhiito nyasah sanyasah - such a meaning is suggested). ‘Krtva
padavasane........ vinyﬁsalz’.lfanotcisthcsathvﬁdioranu\fﬁdt'ofthearhsa
occasionally [kvapi, not kapi] and is placed at the end of the pada which
has the form of the vidari (vidaribhavarupasyapadasya) that is vinyasa.
Thus having defined the two, sannyasa and vinyasa, ‘he’ defines the
alpatva, which belongs to the context of amsa. He does it by a ‘two fold’
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division. Langhana means proceeding to another note while touching but
notming.lnthis,thenqtebecomwimpoﬂantforitself ................ It is
wrong to say that langhana is slight avoidance (@varjanam = isatvar-
janam). In that case, while speaking of alpatva, there would be no separate
alpatva on account of the rule of sadava and auduvita. In the Nandayant,
rsabha is samvadi of the amsa pancama and hence is not fit for langhana,
as the samviadi should not be omitted. Since there is objection in rendering
it hexatonic and pentatonic in this way, i.e., by omission of samvadi, hence
‘he’ divides alpatva into langhana and abhyasa.*® ‘Tatra
sadavaudavita karanamiti’. In the piirnavastha (i.e., in the heptatonic
rendering of the jati), the lopya svara (is not) totally omitted, (but in fact)
there that note is frequently glided over (langhana). Occasionally, there
is also non-repetition or anabhyasa. Anabhyasa, is used with those notes
which are not pary@yamsa such as nisada and rsabha in the Sadji, when
they are used in the antaramarga. Sometimes in the melody, there is also
langhana of them, excepting the position of graha and samvadi."®
‘Antaramarganasya (margasya)’ . ‘Yathajafiti’ (this is not in the present
text). Sometimes a note, though not amsa, is still not alpa. Thus in the
Karmaravi, gandhara is much used in the antaramarga in harmony with
all the notes (sarvasvarasangati). This will be mentioned later in the text
‘gandhara especially moves every where’. Now ‘he’ mentions bahutva
and defines it by saying that, alpa is that which is weak (abala) and in
contrast, the strong note is frequent (bahutva) as may be understood by
implication. Hence, it is, said ‘Jatisvaraistu.......caitad’ . (Verse-74). The
meaning is, that, like the alpatva belonging to the jati, the bahutva also,
is two-fold, and that is shown by the notes of the jati (jatisvara). That is
to say, by the alternate amsas (paryayamsas) and notes which are not
samvadis. Thus, bahutva is two-fold, due to alanghana (non-skipping)
and abhyasa (repetition). Thus, showing the use of alpatva and bahuiva,
‘he’ goes on 1o say ‘sancaramsa......... vyaktikarakah® (verse-75). That,
which is the amsa by sancara i.e., by paryaya or alternation has its sphere
of application in certain jatis, of which the nyasa along with the an-
taramarga reveals its (i.e., the jatis”) nature. Not otherwise. That is where
lies its real use. ‘Alapatva iti’. The alpatva operates on notes which are to
be omitted (lopya) and on non-amsa (anamsa), and in the jatis weakened
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by such notes, (i.e., which have many anamsas or permit omission of
notes) sounds the alpatva, not otherwise. ‘Anye’ (not in the printed text).
Others explain this verse as the definition of antarmarga. They believe,
that the form or nature of the antaramarga cannot be properly delineated
without alptva and bahutva. Considering this as the intention they ex-
pound this verse as defining the antaramarga. How? Because an-
taramarga manifests the jatis. It is characterised by its dependence upon
alpatva and bahutva. When the anuvadi svara is used and when the amsa
svara is predominant in a selective group of notes (dala) and when the
samvadi notes are forceful, then, on account of the alpatva......... by
skipping over the notes which are weak, that which makes a nyasa, that
is antaramarga. 1602 (yhers declare the meaning of the verse thus - this jati
is inherently weak, this jati strong. Such (a distinction) may be understood
from the nyasa and antaramarga in which is inherent the bahutva which
is made to operate on alternate amsas (paryayamsas).

The hexatonic rendering is constituted by six notes. This (hexatonic
or pentatonic rendering) is of fourteen types. Thus, by the aforesaid, the
amsas specified in the jatis (i.e., the amsas which permit hexatonic
rendering) are forty-seven.

Verse-76 : Five notes constitute auduvita or pentatonic rendering,
and should be known as ten-fold by the expert performers. The
aforesaid characteristic of this has been said to be of thirty types (i.e.,
{here are a total of thirty amsas which when used, permit pentatonic
rendering).

Verse-77 : The rendering (of melodies) is, of six notes or hexatonic
and also of five notes or pentatonic. The rendering (of a melody) can
also be with four notes as indeed in the avakrsfa dhruvas here.

Commentary : Although sadava has been mentioned before, ‘he’
speaks of it again to allay the contradiction arising from the listing of the
ten characteristics ‘sadava consists of six notes’. There are fourteen ways
of the jt'ztis.m' There are fourteen prescriptions of the jatis. Four being
always purna, they are not counted. ‘Of forty-seven types (prakara)’.
There are a total number of sixty-three amsas, which are not dropped.
There are seven exceptions. So ‘he’ says ° fatyamsa-prakaramiti’. In the
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jatis there are certain amsa svaras. They have a certain form (prakara)
which is by the transgression of the notes or apavada vidhi, which has
been mentioned. Then auduva is mentioned, consisting of five notes and
of ten types. In all the ten jatis, there are thirty prakaras of the sixty-three,
four are nitya-sampiurna, and hence their nine amsas are dropped. Four
are nitya-sadava. Their twelve are dropped. Thus, forty-two remain. Here
twelve are to be taken and thus thirty remain. Hence, it is said, that the
definition has been mentioned before. k6
Now, apart from this, there is something in the dhruvas, by saying Vb
which, it is denied in the gandharva “Verse-77". (Next two lines are
incomplete, and hence not clear). In gandharva, it is necessary. In the
dhruva-gana used in the natya, even four notes are used.'® 1t is of three
types. This is shown by the use of the word also. Where ? In the
avakrsta dhruvas, i.e., in these which have many long syllables and are
used in karuna (rasa). uid]
Verse-78 : All the jatis of the two gramas should always be known |
to have (a total of) sixty-three amsas. And in the same way their grahas ' '
too. Now I will speak of the amsas and grahas. There (in the jatis) -
Verse-79 : Pancamais the amsa as also the graha of Madhyamodicyava,
Nandayanii as also Gandharapancami. ‘
Verse-80 : Dhaivata and rsabha should be known as the amsas of 1
Dhaivafi. Paiicama and rsabha should be known as the graha and amsa i
of Pancami. ,""“09‘"
Verse-81 : Sadja and madhyama should be known as the graha g
and amsa of Gandharodicyava. Dhaivata, rsabha and nisada of il
Arsabhi. |
Verse-82 : Gandhara, nisada and rsabha, these three are known '
as the grahas and amsas of Nisadini.
Verse-83 : Sadja, pancama and gandhara, these three only should
be known as the amsas and grahas of Sadjakaisiki.
Verse-84 : Sadja, and madhyama, nisada as well as dhaivata are
known as the grahas and amsas of the jati Sadjodicyavati.
Verse-85 : Pancama, rsabha, nisada and dhaivata have been
declared by the Wise as the amsas and grahas of Karmaravi.
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Verse-86 : Gandhara, rsabha, pancama and nisada these four are
the amsas and grahas of Andhri.

Verse-87 : Sadja, rsabha, madhyama, pancama along with
dhaivata should be known as the grahas and amsas of Madhkyama.

Verse-88 : Nisada, sadja, gandhara, madhyamaas well as pancama
should be known as the grahas and amsas of Gandhari and Raktaga-
ndhari.

Verse 89 : $adjihas its grahas and amsas through (or by) dhaivata,
gandhara, sadja, madhyama and pancama, It is distorted by the
combination of (different) notes [i.e., if samvadi or vivadi is made the
graha then it is distorted).

Verse-90 : Leaving aside rsabha, all the six notes should be
remembered as the grahas and amsas of Kaisiki. Sadjamadhyama
should be known as having all seven notes as grahas and amsas.

Verse-91 : These sixty-three should be known as the amsas of all
the jatis. The grahas of these are always to be the same as the amsas.

Commentary : Now ‘he’ mentions the division (of amsas) for each
Jjati in order to describe the number of the grahas and amsas, ‘verse-78’.

Since the (total) number (of amsas) is to be reckoned, having dis-
regarded the order of the grama division (of jatis) ‘he’ begins by men-
tioning the one amsa (jatis) upto seven amsa (jatis). ‘Mad-
hyamodicyava’ etc. Now three (jatis) having one amsa each. Three (jatis)
have two (amsas each). Three (jatis) have three (amsas each). Three (jatis)
have four (amsas each). Four (jatis) have seven (amsas). Thus (a total of)
sixty-three (amsas). Only that which is amsa may alone be graha. In
Nandayanii too, the amsa note (pa) is the graha (also) However, an
alternative (opinion) is admitted, gandhara too, on account of its charac-
teristcs as graha may be seen (acting as graha).'® The Sage has affirmed
the grahatva of the amsa, hence it is predominant. When some other note,
samvadi or vivadi etc., is made the graha, then they are deformed (vikrta).
So ‘he’ says, they are deformed or vikrtza on account of combination of
notes, But this deformation of the initial note (grahavikara) exists for all
the jatis.
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Verse-92 : The classification of all the jatis is in groups of three

jatis each (for the purpose of reckoning the total aggregate of amsas).
The Wise know these to be seven groups, with the (amsa) notes
increasing successively (one by one).
i Verse-93 : (These groups should be of) one (amsa) note (jati
i group), two (amsa) notes (jati group), (group of) three (amsa) note
(fatis), four (amsa) note (jatis), four (jatis) of five (amsa) notes (each),
one (fati) each with six and seven (amsa) notes.

Commentary : Now the division of the jatyamsas which are more
than forty-seven is declared to merit a close examination, and hence ‘he’
summarises the principal classification of number of all the jatis. The
collection is of three jatis. On what principle are the collections to be made
9 The answer is, that, they are to be made on the basis of the increasing
pumber of the amsa svaras. Thus, the number of the amsas is the basis on
which the different classes or ganas of jatis are to be made. The number
of amsas vary from one to seven.

Objection. If there are to be seven ganas, each of three jatis, then
there will be twenty-one jatis. But that is not so, since only eighteen jatis
have been mentioned by Brahma.

The answer is, that, there, is a rule about making an exception of the
number three in the ganas. Thus there are four ganas having three jatis
each. Thus, we get twelve jatis. In these, the amsas range from one to four.
Now, the exception is, that there is a gana of four jatis when the amsas
are five. This gives sixteen jatis. When the amsas are six or seven, the
ganas contain only one jati each.'® Each one jatiis called a gana because
of the rule of vyapadesivadbhava.'® Thus, there are eighteen jaris based
on the number of amsa svaras. There are sixty-three amsas. They are the
grahas also.

Verse-94 : The composition of the grahas and amsas of these (jatis)
has been mentioned by me. Now, I will again speak (of these jatis) with
the combination of their (the jatis) nyasa and apanyasa.

Verse-95 : Excluding the (notes) nisada and rsabha, $adji should
have five amsas. Gandhara as well as pancama should be the
apanyasas here.
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Verse-96 : The nyasa here (in $adj?) should be sadja and the
, seventh (note, i.e. nisada) may be omitted (in the hexatonic rendering).
i The sancara or movement (in the antaramarga of this jati) is between
sadja and gandhara, and between sagdja and dhaivata.

Verse-97 : In the hexatonic rendering (of this jati), nisada and
rsabha should be made weak (alpau). Gandhara, indeed, should be
made prolific here (in this jati) by the Performers.

Verse-98 : In Arsabhi (Jati) the amsas are rsabha, nisada as well
. as dhaivata. These are only the apanyasas and rsabha is to be remem-
it bered as the nyasa. Here, it (this ja#i) is rendered hexatonic by
omitting sadja and pancama respectively.

e Verse-99 : In Dhaivafi (jati), the nyasa is dhaivata, the amsas are

24 rsabha and dhaivata. The apanyasas here are dhaivata, rsabha and

i i madhyama.

I Verse-100 : The petatonic form is rendered by omitting sadjaand

hie! il pancama. The hexatonic rendering is declared to be without pancama.

| Verse-101 : (However when this jati is heptatonic or pirna then)
sadja and pancama should be used only in the ascent, although they
were otherwise notes on which langhana applied. Nisada and rsabha

- (being amsas) are strong notes as also gandhara.

HE Verse-102 : In Nisadini, nisada is the amsa along with gandhara as

th well as rsabha. These are only the apanyasas and the seventh (note) or

nisada is the nyasa here,

Verse-103 : Its hexatonic and pentatonic rendering shall be done
in the same way as Dhaivafi (jati). The (application of) langhana and
strong notes there, too, are similar to Dhaivafi.

Verse-104 : The amsas of Sadjakaisiki are sadja, gandhara and
pancama. The apanyasas here are sagdja, pancama and the seventh
note (i.e. nisada).

Verse-105 : Gandhara, here (in this jati) is the nyasa, No note is
to be omitted here (there was no auduva, sadava rendering of this jati).
The weak notes here were dhaivata, (madhyama) and rsabha.

Verse-106 : Sadja and madhyama, nisada as well as dhaivata, these
are the amsas of Sadjodicyava. The nyasa is madhyama.
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Verse-107 : Its apanyasas are dhaivata and sadja. The movement
of the amsa notes (sa, ma, dha, ni) with each other was desirable.

Verse-108 : Those proficient in the Gandharva Veda, render it
hexatonic by omitting rsabha. The pentatonic rendering there, is, by
omitting pancama and rsabha.

Verse-109 : Sadja, rsabha and gandhara should be made strong.
The prolific use of gandhara in the lower octave is to be accomplished.

Verse-110 : All (seven notes) are the amsas in Sadjamadhyama and
the same are the apanyasas. $agdja and madhyama are to be made the nyasas
by the performers.

Verse-111 : The pentantonic rendering is to be accomplished by
excluding gandhara and nisada. The hexatonic rendering here, is,
strived for by the excluding of nisade.

Verse-112 : The movement (sancara) of all notes is desirable (in
this jati). These should be known as the seven jatis dependent on the
sadja grama.

Commentary : He (Bharata) concludes, that, now, ‘I will mention
the elements including nyasa and apanyasa of the ten laksanas’. The idea
is, that, amsa and graha have been mentioned, and so also nyasa and
apanyasa. Now, there are other elements which fall within the ten char-
acteristics, such as sadava, auduvita etc., which have not been mentioned
before, and need to be mentioned for each jati. Nyasa, apanyasa and yoga,
they, together, constitute a dvanda-samasa here. He wants to explain the
ideas of graha and amsa again, because that will make understanding
other things easier. Generally, other technical elements depend on the amsa
in practice. The characteristics of the jati also become clearer at one
place.* All this attention to jati is useful for drsta and adrsta purposes.
Others say, that the line only means that the characteristics of amsa, graha,
etc., are to be given.

He defines $adji. Sa, ga, ma, pa, dha are amsas, Two apanyasas are
ga pa. Nyasa is sa. When nisada is omitted sadava is formed. There is a
mutual sanicara of sa ga and sa dha.'%’ Gandhara being very frequent is

* The next sentence is defective and obscure.
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vadi. (Rsabha) is vivadi, (hence) rsabha is not an amsa, Nisada is lopya.
Amsas are ten. They are Suddha and vikrta. Five are in purna and four are
in sadava. On gandhara being the amsa there is no hexatonic render-
ing. 168 The amsas (ga, in this case) are known clearly by the omitted notes
(ni, which is a samvadi of ga). Nourished by that, are the jatyamsas in the
svara portion. Apart from that and the asarita portion, in the nigada stutis
and samidhenis (?) the gandharva phala (i.e., adrsta phala) is clear in
both.'%? As has been said, ‘even once properly employed, the Nandayanit
purifies’, This has been said to make known its preeminence. In the loka
(among the people), the jati gana is known through the vartika marga,
through the samanya tala (i.e., the basic tala) caccatputa etc., desregard-
ing any special iala. Where there is no alternative to caccatputa etc., and
the beats (kalapata) are to be sounded according to the rule of four kalas
(catuskala), that is not well known among the folk (loke na prasidhal,z).”o
This is so, because svarabhaga is prominent there. The forms in sanskrta
and prakrta, spoken by Brahma are well known. But in the gitaka etc.,
tala-bhaga is predominant. As has been said, ‘those who perform
vardhamana, they go to the world of Siva’. This is said to point out its
excellence. Now trotika, gitaka [obviously different from the gandharva
form of gitaka), etc., are different from the pure forms produced from the
jatyamsas and are well known in the order of the grama-ragas. Principal-
ly, with the jatyamsakas, the tala by giti, raga etc., sanskrta padas and
clear attention, all these form the mixed (forms of) gandharva. Then in
that, gitaka, vardhamana etc., were manifested of yore [Here jati gana is
disting- uished from gitaka; grama-ragas are distinguished from both).'”!

He defines Arsabli. The amsas are ri, dha, ni, and apanyasas are ri,
dha, ni. Nyasa is rsabha. Sadava form comes by omitting sadja. Auduvita
comes from losing sadja and pancama. There is concordance or sangati
of sa dha and ri ga. Some say that pancama may be skipped (langhana).
In the full form, sadja, gandhara and pancama are infrequent (alpatva).
In the auduvita, ga and ma are infrequent (alpatva). Tala is caccatputa.
It is employed usually in the Naiskrami dhruva

Now Dhaivaii. The amsas are rsabha, dhaivata. In the vikrta state
apanvasas are ri, dha, ma. Nyasa is dhaivata. Sadava comes from omit-
ting pancama. In the full form, pa and sa are to be employed in the
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arohi varna or ascent. By ‘lopyatvar’ is signified that, they can be glided
over. But again (by being glided over) they gain strength. There are seven
amsakas. Suddha and vikrta, two in the full form and in sadava and
auduvita

Nisadavafi. The amsas are ni ga ri. These are also the apanyasas.
Nyasa is ni. Sadava is like Dhaivaii. With pancama omitted there is
sadava, Auduvita is with sa-pa lopa. Sa, pa are 10 be skipped (langhaniya)
in avarohana, are non-amsas, and have a multiple dependence. Ten
amsas-three suddhas, three vikrtas, purna, sadava and auduva.

Now Sadjakaisiki. Sa, ga, pa are amsas. Apanyasas are sa, pa, ni.
Nyasa is ga. It is always in sampurna form. Madhyama and rsabha are
weak, Since their weakness is already clear, the mention for the second
time is for the emphasis of this fact. Ni, dha are more frequent. It has no
Suddhatva [it should perhaps be asuddhatva), hence it has three purna

Now Sadjodicvava. Amsas are sa, ma, ni, dha. Apanyasa are dha, sa.
Nyasa is ma. There is mutual sangati of amsas. Sadava is through ri lopa.
Auduva is through ri-pa lopa. Rsabha is samvadi of dhaivata in the sadja
grama, where it (i.e., dha) is an indispensable note. Sa, ri, ga are strong.
That sadja is strong is clear from it being amsa. Rsabha is very infrequent,
but to check this gandhara is frequent in the mandra sthana. Amsakas are
eleven, four are purna, three ,s&java.”3 auduvita are four. There is no
Suddha. About Kaisika, the explanation has been given earlier. By com-
bining with it, there is the jari Kaisiki. About udicya, it is said, since there
are northern performers frequently for it (i.e., it is popular in the North)
so it is called udicya. ‘Vanti’ means gacchanti. In udicya, i.e., the north
also, it (the regional influence) is seen. A gita (musical composition) is
often named through regional names because of its frequency or
popularity (in those particular regions). Thus, Takkaraga,
Malavapancama, Gaudi, Malavi, Kambhoji etc. (show regional influence
through their names).

Sadjamadhyama. All are amsas in the Sadjamadhyama. And the
(same) seven are apanyasas. Nyasas are sa and ma. Sadava is through ni
lopa. Others hold that auduvita is through ni, ga, lopa. When the other
notes are amsas, then ni is infrequent.174 The sancara is according to
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one’s discretion.!”® Tt has seventeen amsakas. Seven are purna, five
sadava and five auduvita. He concludes that these seven jatis depend on
the sadja grama.

Verse-113 : Hereafter, 1 will speak of the madhyama grama
dependent (jatis). Excluding dhaivata and rsabha, Gandhari (jati) has
five amsas.

Verse-114 : Sadja and pancama are said to be the two apanyasas.
Gandhara should be the nyasa, and the sadava or hexatonic rendering
is without rsabha.

Verse-115 : The pentatonic rendering should be by the exclusion
of dhaivera and rsabha. These twe should be glided over (langhariya),
and (in the heptatonic form), the movement should always be from
rsabha to dhaivata. Thus, the movement of the notes of Gandhari with
the nyasa and amsa have been said.

Verse-116 : The characteristics of Raktagandhari should be
remembered as the same as that of Gandhari. Dhaivata is strong here,
(even though) it is a lopya svara and should be weak.

Verse-117 : There is movement (sancara) of gandhara and sadja
(but) by excluding rsabha. Madhyama is to be made the apanyasa
here.

Verse-118 : Sadja and madhyama should be known as the amsas
of Gandharodicyava. There is no pentatonic rendering here, and the
hexatonic rendering is by the exclusion of rsabha.

Verse-119 : The antaramarga, nyasa and apanyasa should be
similar to Sadjodicyavafi. It is not rendered with the pentatonic form.

Verse-120 : The amsas of Madhyama (Jati) are by excluding
gandhara and nisada (i.e., they are sa, ri, ma, pa, dha).

These are the only apanyasas and the only nyasa is madhyama.

Verse-121 : The pentatonic rendering is to be accomplished by
the omission of gandhara and nisada. The hexatonic rendering should

be done by (dropping gandhara).

Verse-122 : Here (in this jati), prolific use should be made of sadja
and madhyama. The performers or the Directors should always make

AL
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gandhara langhaniya here (this meant that even when the jati was
rendered as purna, ga, was particularly weak).

Verse-123 : Madhyamodicyavais with seven notes (i.e., it does not
have hexatonic and pentatonic forms). Pancamais the sole amsa. The
rest should be made similar to Gandharodicyava.

Verse-124 : In Pancamii (jati), the two amsas ave rsabha and
pancama. It (pancama) along withri (rsabha) and nisada are the apanyasas
and pancama is the nyasa.

Verse-125 : The hexatonic and pentatonic rendering should be
similar to Madhyama (Jati). The weak notes are sadja, gandhara and
madhyama.

Verse-126 : Here (in this jati) a movement should be made between
pancama and rsabha. A movement, though less frequent should also be
made from nisada to gandhara.

Verse-127 : Now, paricamaisknown as the amsa of Gandharapancami
(7ati). The movement in the fara (higher octave) was never to reach beyond
the fGra (saptaka) sadja.

Verse-128 : Rsabha and pancama are known as the apanyasas (of
this jati). The nyasa is gandhara and it (this jati) always remains hep-
tatonic (prna). The samcara should be (like that) of Pancami and
Gandhari (jatis).

Verse-129 : Paricama, rsabha, gandhara and nisada these four are
the amsas of Andhri. These are only the apanyasas.

Verse-130 : Gandhara should be the nyasa (here). The hexatonic
rendering is by dropping sadja. There is a sancara or movement
between gandhara and rsabha.

Verse-131 : A movement of dha and ni should be made and there
is an orderly movement upto the nyasa (in the order of the amsas).
There is dropping of sadja here (for hexatonic rendering), and there
is never any pentatonic rendering.

Verse-132 : The nyasa, apanyasa and amsa of Nandayanfi in due
order, are always gandhara, madhyama and pancama.

Verse-133 : The hexatonic rendering is by dropping sadja and its
langhana. Wts sancarana or movement (of antaramarga) should not be

el
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like Andhri. There, movement of the rsabha in the mandra ma be
skipped (langhanam).

Verse-134 : The movement in the fara or higher octave should
never be beyond the (fara) sadja. Gandhara should be made the graha
and nyasa always.

Verse-135 : The amsas of Karmaravi are to be remembered as
rsabha as well as pancama, dhaivata and nisada. These only are the
apanyasas.

Verse-136 : Paricama should be the nyasa, and no svara or note
is omitted (i.e., it is always purna) here. The special movement is of
gandhara, which should move every where (i.e., be associated with the
other notes).

Verse-137 : Kaisiki has all (the notes) as amsas, except rsabha.
These only ace the apanyasas. Gandhara and the seventh note, (nisada)
are the nyasas.

Verse-138 : On dhaivata and nisada being the (ruling) amsas (of
this jati), paricama as nyasa is desirable. Rsabha, too, sometimes may
be made the apanyasa.

Verse-139 : The hexatonic rendering is by dropping rsabha and
the pentatonic rendering, here is by the exclusion of dhaivata and
rsabha. Nisada and pancama are strong (notes).

Verse-140 : Rsabha, here, is a weak note and lenghana should
particularly apply to it. The role similar to amsa is done by others (other
notes than rsabha ?) in the accomplishment of the hexatonic form. The
movement here (in this jati) should be similar to Sadjamadhyama jati.

Verse-141 : In this way should the Wise know the jafis along with
their ten characteristics. In which rasa is each jati to be used, (this) I will
speak of (please) understand.

Commentary : Now commences another (i.e., madhyama grama)

‘Atah paramiti’ Now here of Gandhar.

Sa ma ga pa ni are amsas. Sa and pa only are apanyasa. Ga is nyasa.
Sadava in by omission of ri. Auduvita is with omission of ri, dha,
Pancamaisalopyaie.,notomitied in this (i €., madhyama) grama. “Theix
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skipping’ means, that, in the purnavastha one proceeds from rsabha to
dhaivata.'™®

The movement of all other notes (is with respect to amsa or nyasa,)
‘he’ says. Others explain this by saying, ‘itis the sphere of the amsa and
the nyasa of the svaras’. In this, there are thirteen amsas, suddha and
vikrta, five pirna, four sadava. In the fifth, there is an exception. In the
auduvita, when gandhara alone is the amsa, then it is accepted.

Now Raktagandhari. Five amsas, sa ga ma pa ni. Sadava is by ri
lopa. Auduvita is by ri-dha lopa. What is then the difference ? He
(Bharata) says, that, dhaivata is powerful here, (although) it should be
weak, by being lopya. And rsabha have being skipped in moving from sa
to ga (and back), the two notes are brought together and there is the
combination (melana of sa and ga). Apanyasa is madhyama.'77 There are
twelve amsakas of this. Four are sadava, in pancama also there is an
apavada. Three are auduvita. But in madhyama and sadja there is an
apavada of them.

Gandharodicyava. There are two amsas, sa and ma. Sadava is
through rsabha. Similarly auduvita.”8 Another in Sadjodicyava. An-
taramarga is the mutual sancara of the two amsa svaras. Apanyasas are
sa and dha. Amsa also is frequent by sadja. Rsabha, although lopya is
infrequent (rarely used) in purnavastha. In the mandra sthana, gandhara
is also much used. There are four amsas-two purna, two ;Edava.”9

Now Madhyama. Amsas are sa ri ma pa dha. The same are
apanyasas. Nyasa is ma. Sadava is through ga lopa. Auduvita on ga ni
lopa. Sa and ma are much used as paryayamsas. Since it is mentioned
again it should be considered as emphasized. Gandhara being lopya is
alpa. Itis thus found (alpa) in the plirnavastha also. It has eight amsakas,
five $uddhas, vikrtas as many as sadava and auduvita.

Now Madhyamodicyava. Paricama is amsa. It is always purna. The
procedure is, as is in the case of Gandharaodicyava. Apanyasa are sa,
dha. Bahulya with ma, ga. Nyasa is ma, one amsaka and pima.

Now Parnicami. Two amsas are ri and pa. Apanyasas are ri and " g
Nyasa is pa.




ABHINAVABHARATI

It is implied that when ga is omitted, there is sadava and when ga
and ni are omitted it is auduva as in the case of Madhyama. Due to sadja
and madhyama being anamsas'®! and gandhara being lopya their alpatva
is proved, the mention is for (showing) it to be even more weak.

There is a mutual sangati of ri-ma. In the purnavastho there is a
movement from gandhara to nisada but it is limited.'®* Six amsakas are
Suddha, two pirna, two sadava and one auduvita, and on rsabha (as) amsc
there is an apavada of dhaivata.

Now Gandharapancami. Amsa is pa. Apanyasa is ri-pa. Nyasa is ga.
It is always pirna. Movement is from rsabha to dhaivata. This is the
sancara of Gandhari. Tt has been said that, ‘in the Pancami, there is
sangati of madhyama and rsabha and movement from nisada to
gandhara.” Both of these (sangatis) are to be executed in this (jati)
also'®%2 It has only one amsaka.

Now Andhri. Amsas are ri, ga, pa, ni,. The same are apanyasas. Ga
is Nyasa. Sadava rendering is on the lopa of sa. There is no auduvita.
There is sangati*® of ri and ga. ‘Nyasa of nisada and dhaivata in orderly
movement’. That which is the principal amsa, from that a movement
should be made. As has been said, ‘moving to nyasa is in the order of the
(enumeration of) amsa’. Others say, the amsa svaras are to be rendered
in the same order in which they are read, upto the apanyasa svara. So here
are eight amsakas, four purna and (four) sadava.

Now Nandayanii. Nyasa and graha are pa. Apanyasa are sa and ma.
Pa is amsa, and is also the apanyasa. Sadava is through sadja, which can
be omitted or it can be glided over. Since it is mentioned again, it means
it may be used (but), very rarely. ‘The sancarana (movement) should not
be like Andhri. Andhri is born of Gandhari and Arsabhi. Nandayanii is
(bom) from (the jatis) Pancami, Zr,sabh? and Gandhari. This is
propounded in the section on samsargaja (mixtures). Here, the pronoun-
cement that, where there is similarity and common origin, the sangati
should be like Andhri, is restrained by the principle that where there is a
similarity of origin, the jatis should have dissimilar sangati.'®* Rsabha in
the mandra is to be skipped. In the taragati, sadja is not to be exceeded.
The top seven notes (i.e., tara saptaka) are not to be touched [prasivyah
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should be sprstavyah). Others say the sadja itself never goes up and, thus,
tara is not to be touched. The fara (sa) is optional. There is one purnamsa,
one sadava, thus there are two.

Now Karmaravi. The amsas are ri, pa, dha, ni. The same are the
apanyasas. Pais nyasa. It (this jati) is always piirna. Others (say thateven
though piirna) non-amsas notes are used less.' Gandhara has a special
sangati. As Visakhilacarya has said, since the anamsas are prolific, one
should particularly make a movement from all (the notes) to gandhara.
(It has) four amsas and is purna.

Now Kaisiki. The amsas are sa, ga, ma,pa, dha, ni. The same are the
apanyasas. Nyasas-are ga, ni. When dhaivata and nisada are paryayamsa
(optional), then pancama is nyasa. ‘Some time even rsabha’ (is
apanyasa). It is not so when it (i.e., the jati) has omitted (notes), but is so
optionally in the heptatonic form (full octave). ‘Rsabha is weak’, because
it can sometimes be omitted. On its lopa there is sadava. Auduvita is
through lopa of ri dha. Nisada and pancama are more powerful in relation
to any one of the paryayamsas. As has been said for Sadjamadhyama, (so
also for Kaisiki) that there is free sancara when dhaivata is the svaramsa.
Since here (this jati) has six amsas (not seven as Sadjamadhyama, hence
comparatively) sancara is a little curtailed.

Some read the following Arya (verse) to indicate the origin of the
grama-ragas bom of the jatis. "As for the mixed musical piece which
shows a variety of forms, it is delimited by the requirements of the jati. It
shows, however, a wonderful variety of the sequences of alamkaras born
of mixture and producss great entertainment”. That which is mixed by
being joined with the ten laksanas of the jatyamsas, that is misra. And
geya means that which has the characteristics of grama-raga etc. Thus, if
the amda is related to some jatyamsaka and the nyasa is of another and
the apanyasa of still another, then there is much vzuiety.186 Such a misra
geya tends to belong to some jati and this is regulated by Matanga,
Nandikasyapa, Yastika etc., on the basis of much elaboration of forms
(ripabahulya), (i.e., to say mixed forms are attributed to that jari, whose
forms are most numerous in them). This is a mixed drink.'®’ It does not
follow any order. So ‘he’ says in this much mixed jati, when, there is
mixture or saikara, then numerous strange alankaras are produced. How
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are they to be respected ? The answer is, through their being very pleasing.
Their idea is that its use is not too much in vocal etc. Dattilacarya also
says, when there is sankara, then jati is indicated by rupabahulya i.e.,
frequency of form. Thus Bhinnasadja (raga) is similar to
Sadjodicyavati (jati ), because the forms frequent in it are different from
those in Nandayanii. Dhaivata is amsa, madhyama is nyasa. Rsabha,
pancama are absent. Hence the laksana of grama-ragas is spoken by the
Sage. The authors, Kasyapa elc., are also well known. But the totally
ignorant cheat the world. So that there may be clear demarcation we
briefly read the laksanas below in order. [Grama-rangas arise from jatis
through sankara apparently. They have numerous alamkaras. They are
praised for their ranjana, which is primary in dhruva-gana, not in
gandharva. Their jati is determined by rupa-bahulya. An attempt is made
to demarcate the grama-ragas).

The two (grama-ragas) named Sadjagrama and Madhyamagrama
arise from the combination of W]T—.Sa_djamadhyanﬁ'ss and Mad-
hyamodicya'® respectively. They have ma as nyasa.

Raga S’uddha,sadava is produced from Madhyama (jati) and has ma
as amsa and nyasa.'”® (Raga) Paficama has pa as amsa and nyasa, weak
ga-ni and is born from the Madhyama and Panicami jatis."®' Kaisi-
kamadhya is produced from the jatis Dhaivaii**? and Sadja-Madhyama,
sa is amsa and ma is nyasa. Suddhasadharita [there is no such raga as
Sadkarita, hence, it should be Suddhasadkharita] is obtained from
Sadjamadhyama (jati). It has sa amsa, ma is nyasa, ga and ni are alpa.'">
Kaisika (raga) is obtained by (the mixture of) Kaisiki and Karmaravi
(jaris). It has sa amsa, pa as nyasa and is pirzta.'94

These seven belong to the Suddha giti.'% Bhinna-sadja is obtained
from Sadjodicyava, has dha as am$a, ma as nyasa and pa and ri are
omitted.'%® Bhinnatana'®’ [Bhinnatagah should be Bhinnatanah) has pa
as amsa, ma as nyasa and is obtained from (the mixture of) Pancami and
Madhyami (jati). Raga Kaisikamadhyama'%® should be known with sa
amsa, ma nyasa and weak ga and ni. It is obtained from Sadjamad-
hyama (jati). (Raga) Bhinnapancama has dha as amsa, pa as nyasa, weak
ri and arises from the Pancami and Madhyama jatis. 199 Bhinnakaisika is
born from (jatis) Karmaravi and Sadjamadhyama;*® Sa is amsa, pa is
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nyasa. These are regarded as the five types of Bhinna g"l'tiszol
Gaudapancama is born of (jatis) Dhaivaii and Sadjamadhya, pa and ni -
202 »re omitted, dha is amsa, ma is nyasa. Kaisikamadhyama has sa as
amséa, ma nyasa, pa is omitted. It arises from the Dhaivafi and Madhyama
]ﬁtis2°3 (?) (Raga) Kaisika has sa as amsa and pa (as) nyasa. It is (born)
from (jatis) Karmaravi and ‘,S'atjjamadh)ﬁ.204 All these three (ie.,
Gaudapancama, Gauda Kaisikamadhyama and Gauda Kaisika) are of the {
Gauda giti. Sauvira arises from Sadjamadhya (jﬁn’).zo5 Takka has sa as
amsa, many types of (note 7) combinations, sa as nyasa and arises from
..S'cu_ijamadhy'&.20ts Sauvira omits ga and ni. Malavavesara arises from
Paricami and Madhyama (7). Amsa and nyasa are pa (? not clear).2” Ga
and ni are omitted. Vesarasadava has ma as amsa and nyasa. It arises from
Sadjamadhya and ga, ni are omim:d.208 (The source jatis of Botta are not
clear).209 It has pa as amsa and arises from the i (i.e., Arsabhi) and dha
(i.e., Dhaivaii) jﬁtis.zm Takkakaisika has dha as amsa and nyasa, weak
ni ga, and arises from ma (i.e., Madhyama) and dha (i.e., Dhaivati)
ﬁtis.zn Malavakaisika which arises from Kaisiki has the rule of sa as amsa
and nyEsam There are eight types of Vesara gitis oOr
styles.213 .......................

Bhammanapancama has sa as amsa, ma as nyasa, weak ga ni, and
arises from Sadjamadhyama ()Tm')214 Sadjamadhyama and Naisadi are
the source (jatis) of Ripaswhc'mx21 S which has sa as améa and ma as nyasa. |
Gandharapaficama (raga) is born of the gandhara (i.e., Gandhart and ‘
Raktagandhart) f&tis.z16 It has ga as amsa and nyasa. The three Sruti note P
is weak (here).zn Revagupta has ri as amséa and ma as nyasa. It is born W‘
of Arsabhi ( j&ti)2l8 and is devoid of ,cadja.zw Two Sruti notes are
T I (text missing). .Sat_ijakais'ika220 arises of Kaisiki and has
sa as amsa, Sakapancama is born of (jatis) Sadji and Dhaivaii ', it has
sa as amsa and nyasa and ni and ga are weak 222 Thus, it should be
remembered that, Sadharani (etc.), are the nine [should be five] gitis (or
modes of singing). These (wo- bhasa and Vibhasa gitis being dependent

on grama-raga, according to received opinion, are (included as) forming
223

the seven gitis for use in the dhruva-gana.
It is for the summing up (sairgiaha) that this Arva has been read by
some. But it is not to be found in our manuscripts. It is not that without
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ttie Arya all this would remain unsummarized, for the whole has already
been accepted in the (treatment) of the principal notes of the melody- types
(jatyamsakas). There, too, the Sage has permitted a variety that may be
useful and may be utilized.?** Saying ‘the employment of the four notes
in the avakrsta dhruvas®® is to be done here,” He has implied that the
variety of alamkaras is to be classified later.?2

Summing up the sense of the chapter, ‘he’ introduces a new subject.
““Thus these (are to be known as the jatis with ten laksanas)’’. That is to
say, in these, the ten laksanas are never absent. In which rasa they are to
be used, with which amsa, nyasa etc., that is (part of the character of these)
jatis, ‘As is being stated by me,’ shows self disparagement. The idea is,
the word of the author alone should not be regarded as pramana, since the
Sage Kasyapa etc., have already so formulated it.

Abhinavagupta, whose affliction (heat) has been removed by resort-
ing to the lotus-feet of the (God) with the cold-rayed (moon) as his crown,
has thus discussed the secret chapter of the jatis.
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NOTES

Bharata mentions here, a four-fold classification of musical
instruments  viz., tata  (cordophones), avanaddha
(membranophones), ghana (idiophones) and  susira
(areophones).

Abhinavagupta is known as the greatest master of Kasnira
Saivism designated Pratyabhijna darsana or Trika darsana. It
was a philosophy of monistic theism or ISavaradvaita. It con-
ceives ultimate reality as consciousness, and consciousness itself
as the unity of prakasa and vimarsa. That is to say, that
consciousness not merely apperceives, but also determines its
content. Consciousness is not simply passive, it is active and
creative. This active or creative aspect is called vimarsa and
manifests itself at many levels in the process of creation. Kala
has many meanings. It stands for a part or digit or time-fraction,
expressive power, esp of sound, limited power of the anu,
supreme power (= anuttara kala). Although in Abhinava’s order
of identifying the NS chapters with Saiva tattvas, Kala here
should stand for the kancuka so named, it actually seems to stand
for the expressive power of Vak or Nada of which Bhavabhuti
says ‘‘Vandemahi ca tam vacam amrtam atmanah kalam”. Tt
thus indicates the basic creative power of consciousness. This
power expresses itself first, in the form of Nada or sound which
has four stages Para, Pasyati, Madhyama, and Vaikhari. In its
original form, sound is a rhythmic but unstruck vibration in
emptiness or sinya. In its supreme form, Nada is indistinguish-
able from consciousness, but in its lower form it is the audible
sound. In its musical aspect, it has a subtle and gross aspect called
sruti and svara respectively. The middle point of the svaras is
the madhyama svara, regarded as unchanging. It may be recalled
that ma is a well known name of Siva and so Abhinavagupta, the
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philosopher, poet, musician, imagines that the unchangeability
and beauty of madhyama arises from its connection with Siva
through Kala and Nada. The verse, thus, says that from the form
of Siva as Kala arises Nada, of which Srutis and svaras are
aspects, and in the sequence of svaras, madhyama shines by its
beauty. It may also be noted that the gandharva padas appear to
have been mostly in praise of Siva and that madhyama had a
special importance in this system of music.

Music helps the spectators to move away from their sense of
everyday reality into the spectacle. Psychologically, it creates a
partial disassociation of the mind.

— o —

Abhinava, here, mentions two types of vinas viz., daravi vina and
the gatra vina. The daravi vina is the actual wooden lute and the
gatra vina is the human throat. He refers to the daravi vina as a
pratibimba, obviously of the gatra vina or human voice. Thus, the
gatra vina is of primary impotrance. This, he reiterates by saying
that in gandharva, the performer reaps the merit, hence the impor-
tance of the humnan voice- ‘Gandharve’ pi (hi) prayoktuh phalamiti
tadanusGrena sarirapradhanyam phale darsitam’.

In the same paragraph, he indicates that tata-Gtodya or
stringed instruments are connected with svaras and hence have
been mentioned first.

The three elements of gandharva were svara, tala and pada. The
first two were primary and pada was useful only in so for as it
formed the base. This tendency was perhaps inherited from
Saman singing. The Saman singers did not attach much impor-
tance to the intelligibility of the hymns, but distorted the words
freely. Svara and tala were the essence of gandharva and from
their proper practice accrued transcendental merit or adrsta
phala.

The composition of brahma-gitas has been ascribed to Brahma
by ancient texts. Dr. Lath explains these, as well as some others
viz., Rk, Gatha, Panika and Kapalas and some minor gandharva
forms to be of sacerdotal character. “The brahma-gita has been
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associated with the gitakas, not with the jaris, and, were probably
a tala structure basically, but the Kapala as described as above
is clearly a svara structure associated with the jatis.” Lath, M.,
A study of Dattilam p. 139.

The gitakas were major tala structures of gandharva. Jatis "
were svara or melodic structures analogous to our present day :
ragas.

¥ Abhinava here speaks of ‘vadyantarasya’, i.e., of instruments :
other than the ones mentioned - i.e. fala etc. What could these il
be ? Why have they not been mentioned ? |

The reply is ‘tasmallaksanam na krtamityaha’, i.e., ‘their
characterisation has not been traditionally made, it is said.” Now, ‘
this is an interesting reference. We hear of instruments other than :
the four aforesaid, which have not been mentioned by the
Sastras. The temptation is irresistable, that these may have been
instruments current among the people, that they constituted the
folk instruments of the times. Since they were current in society,

Abhinava must have felt impelled to refer to them. Since, how-

ever, they may have been rudimentary and not described in \
traditional scriptures, he did not feel it necessary_ to give a /
separate and detailed description of them. He just says that they

can be included in either of the categories-stringed, percussion

or wind. This inclusion may be either as an anga or limb or as -@wi
an auxiliary (upayogi). Of the first kind, he gives examples, but i
defective published text makes it difficult to make out the names |
of the instruments.

8. Tata meant stringed instruments, chiefly the vina. Susira meant
areophonic instruments, chiefly the vamsa or flute. Other sub- _
sidiary instruments of this category were the nadi, tunava, |
$amkha etc. Percussion instruments have been classified into two
basic categories by Bharata-avanaddha and ghana. The former
are membranophonic instruments or skin vibrators in which the
sound waves are due to the vibrations of a stretched skin or
membrane when struck. The latter or ghana are idiophonic
instruments or self - vibrators, i.e., instruments of solid sub-
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stance, which have a sonority of their have own, which is emitted
in waves when they are struck.
Tala in gandharva music was played on ghana instru-
ments, which consisted of cymbals, generally of bronze. Because
of the hardness of its form it could not play a variety of varnas
used for expressing rasa and bhava (which were the essence of
dhruva gitas). Hence, it was not useful for dhruva gana. Tala or
ghana was only used for establishing samya in gandharvamusic.
Samya indicated neutral ‘balance’ or ‘equipoise’ between tala
and svara structures. In another place (AB on NS 31, 1), Ab-
hinava says “ghana vadya can produce only a single monotonous
sound, unvaried in nature, and, is used only to keep the measure
in the ala by sounding at the proper intervals”-*Tatva hanyata
it ghanah Kathinataikarupah tata iva
namanonama(nma)nan(na)mai ($ai) thilyadiyogabha-
(va)daksaravaicitryam svaravaicitryam canurud-
dhyamanamatrenopayogi kamsyatalikadirucyate’. It could not
be used for expressive playing, as in avanaddha instruments. Tala
in dhruva gana was played on avanaddha instruments. These
membranophonic drums were capable of expressing a wide
variety of varnas or ‘bols’. These drums, through the pliancy and
resulting inflections of the taut skin on which they are played,
produce a number of notes at different pitches as well as a wide
variety of different expressive sounds.
The word ‘kutapa’ indicates an opera of vocalists, instrumen-
talists and actors.
There is a variant reading ‘nanadesasamasrayah’ or ‘samasri-
tah’ for ‘samudbhavah’. Does desa refer to region or spot?
The idea is that singing depends on voice, instrumental music
arises from different types of instruments, acting depends on the
movement etc., of actors. These different phenomena arising
from different sources and in constant movement have to appear

harmony and form, just as the rapid whirling of a fire-brand
produces the illusion of a fiery circle. :
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As Abhinavagupta explains, though the song, acting etc.,
are perceived through different senses and consist of divergent
actions, care has to be taken to unite them into one intelligible
form. Though music is perceived by the ears, mime by the eyes,
the mind is the unifying factor that perceives them as one
intelligible whole.

The kemnel of the idea is that the groups of vocalists,
instrumentalists and stage-performers (actors) and dancers are to
work in unison, harmony and continuity.

That is, song and instrumental music are accessories to the action
of the play.

That is, the diffferent notes should appear continuous.

Vadya here seems to cover the body (gatra) also.

Abhinava first raises an objection, saying that many people
think, that plays can be simply read and that there is no need for
orchestra and music. Thereafter, he negates this doubt by saying

that, in this way plays are incomplete. Song and instrumental
music are necessary.

The varios fala structures of gandharva music were classified
into two basic groups, viz., the trayasra (i.e. those structured on
triple grouping) and caturasra or those structured on duple
arrangement (N.S‘ 31, 7). The two formula names for the caturasra
and trayasra talas were caccatputa and cacaputa (ibid. 31, 8).
These names do not have any significance in themselves, but
when separate, split up into single syllables of guru, laghu and
pluta, they give the basic patterns of beats of the trayasra and
caturasra talas in the ekakala tempo. Even now, one may note
the triple grouping or trayasra in talas like dadra (6 beats),
ekatala (12 beats) and caturasra grouping in falas like Keherava
(8 beats) and tritala (16 beats)

Ranga refers to the stage, as well as the diversely standardized

opening or preamble of the performance.
Abhinavagupta interprets atyarthamistam not as ‘excessively
desired’, but as ‘transcendentally sacrificed’. The offering in the
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sacrifice consists of sense objects such as musical sounds, spec-
tacles etc. When something is offered through the fire, it is
sublated. Nevertheless, there is a transcendent effect, both for
Gods as well as the sacrificer. Similarly, here, with the offering
of sounds and spectacles it is likened to a sacrifice producing
transcendent effects. This apparently follows the characteri-
sation of dance by Kalidasa, as a ‘visual sacrifice’ - ‘devanami-
damamananti  munayah  Santam  kratum  caksusam’'
Malavikagnimitram. 1,4.

The word gandharva sometimes stood for music, in general, but
also had the techincal sense of a particular system of music. Itis
5. &4is scuse, it the word invariably occurs in the NS and its
commentary the AB. Gana, too, may mean singing, in general,
but here, it has the sense of a particular type of music - dhruva-
gana or theatrical music. Gandharva was ritualistic music, dear
to the gods. Its performance was difficult and needed con-
centration- ‘avadhana’ (Dattilam 3). Hence, the deep immersion
and concentration in gandharva music is likened to one being
totally immersed and subsumed by a fragrance.

Well performed gandharva music resuited in adrsta phala
or transcendental merit, hence Abhinava says that the ‘result
accruing to the performer is primary’. On the other hand, gana
had a drsta-phala, to produce rasa, thereby giving pleasure to
the audience. Thus, here the primacy was with the audience.
Hence, as Abhinava, further says that gana should not be iden-
tified with gandharva.

Geya is the relevant group of words which are to be sung. This

lyric is produced by the human throat. The instruments only help

to enhance the beauty of the lyric and are thus subsidiary. (See

Acarya Brihaspati Natyasatra-Atthaisva Adhyaya, p.11, pub.

Brihaspati Publications, New Delhi, 1986).

M M. Ghosh has taken gatra here as a variant reading. He thus
interprets verse 10 to mean that "the source is the human voice
etc.”
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Here, Abhinavagupta tries to trace the origins of gandharva
music. Earlier, he had said, that from Saman came gandharva.
The gandharva form was apparently intermediate between later
Saman forms and the gana form of singing described in the NS.
NS 28, 10 gives the genesis of gandharva as gana, the vina and
the vamsa. This, in itself, would be quite cryptic, but Abhivana
comes to our rescue. Gana, here, he explains are the songs of
Saman, i.e., Samagana. The other two influences were the vamsa
or flute and the vina. The vina, here, is the audumbari vina used
in the Mahavrata ceremony. This ceremony pertained to the
preparation and offering of Soma and constituted a festive, albeit
holy occasion. Maidens bearing pitchers did a circular dance, the
foot-movement of which was in concordance with the rhythm of
songs known as gathas. On this occasion, the ladies played the
audumbart vina. Hence, even though the matrix of gandharva
music was the formal, ritualistic Saman singing, yet, the mention
by Abhinava of the audumbari used in Mahavrata ceremony is
significant and connotes folk influence. In fact, percussion music
too, it seems, is the offspring of the popular music of the Vedic
times. Percussion music was, then, incorporated into the
gandharva forms, wherein, it was developed and elaborated into
complex fala structures. It may be noted that Saman chanting
shows no evidence of rala. Thus, though Saman music must have
given the basic structure (the rigid, traditional, ritualistic aspect)
to gandharva, folk music too, must have helped its development.
Acarya Brihaspati (op. cit., pp 13-14) opines that the audumbari
vina was the precursor of the Mattakokila (21 stringed) vina.
What, however, is not acceptable, is that Acarya Brihaspati takes
the vamsa referred to by Abhinava, as the vamsa of Matanga
muni. In fact, he (Brihaspati) says that the genesis of gandharva
was ‘Samagiti, audumbari vina’ and the ‘vamsas of munis like
Matanga etc. The time of Matanga is approximately the 7th cen
A .D. This was the time of the efflorescence of dhruva-gana and
Matanga himself was the author of BrhaddesT, a text on desi or
raga music. It can hardly be, that his vamsa contributed to the

——
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genesis of gandharva, which was already in vogue about Ist cen
BC - IstCen AD, the approximate date of the NS.

The mention of a popular tradition of songs within the brah-
magita is highly intriguing. Actually, we must remember that
rites and festivals must have been concurrent in the remote past
as they are now, with the result that there would be a kind of
cultural counterpoint in the folk singing of the festival to the
ritualistic and formal singing of the Saman. It seems, that brah-
magita was connected both with Saman and folk traditions. It
may have belonged to the former and also inspired the latter to
creative development which helped the rise of gandharva.

A distinction is apparently being made out between the melody
which is termed Saman, and the words of the song which are
sung in that particular melody or tune. The commentator ap-
parently held that the word - combination was primary, thus
making instruments secondary. Abhinava, on the other hand,
seems to argue, that melody and words qualify each other.
Sri M.M. Ghosh has interpreted ‘gandharvam trividham’ as
three kinds of gandharva (p.3., footnote). “The three kinds of
gandharva seem to be three kinds of musical performance in
which individual notes, beating time, or songs respectively play
their principal or only part”.

Actually, svara (notes), fala (thythm and time-measure)
and pada (words of the song) are the three constituent elements
of gandharva. Gandharva is a synthesis of these three.

Refer to note 19 for avadhana. See also Lath, M., Op. cit. p. 5,
also pp. 192-93. Svara, fala and pada in their totality constituted
gandharva, and its performance could not be done without
concentration - avadhana. Thus, avadhana, was a part of
gandharva, and not separate from these three elements.

Abhinava remarks that in defining gandharva, it is not sufficient
to state that it is a synthesis of svara, tala and pada, because this
implies an equality of status for all three elements. The fact is
that a hierarchy exists; svara is the dominant element, rala
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follows it next: its function being chiefly to give an equipoise
and equilibrium (samya) to svara, pada comes at the bottom of
the list. Bharata has not explicitly set forth this hierarchy, though
according to Abhinava, he has implied it by listing the three
elements of gandharva serially as svara, talaand pada. To prove
his point, Abhinava quotes Dattila’s definition of gandharva,
which, besides implying a togetherness of svara, pada and 1ala,
also suggests a hierarchical relationship between the three.

Even now, in classical music, it is the svara and fala which
are primary, the words of the composition are frequently dis-
torted and serve only as a basis for the exposition of the raga. In
contrast to gandharva, in the dhruva gana, pada is the most
important, since it the pada which would draw attention to, as
also enhance the dramatic situation.

Dhruva gana was used in the theatre and avadhana was not
really relevant to it. However, the purvaranga or the preamble
of the play consisted of some rangapija and had elements of
gandharva. Here, possibly, elements of the complex gandharva
tala were played on the drums, which needed intense concentra-
tion or avadhana. Bharata does not specifically define parivaria,
but he mentions the term in certain places in the sense of
repetition. Perhaps, it was comparable to the present day avar-
tanas of .tala?

i.e. the function of designating a certain note as graha, amsa,
etc..- all these which go to make a melodic structure of jatt.

Much of the text is missing here.

Bharata, in his list of topics relating to svara, mentions only
seven items as relating to the $ariri vina or the human body as
the source of vocal music. Tana has not been included in it.
Abhinava explains this by saying that, even though, /ana is
possible in vocal music, it is inconvenient. It may be u<ed only
in vocal practice. Even then, one has to take the help of the
vina which is capable of producing the exact number of notes
required. That is, even when one is not able to produce the notes

"m«.
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from the voice, one may, by having the distinction of notes
comprehended by the heart, be able to produce the exact notes
of the tana on the vina. It seems, that though rana was possible
in the $ariri, it was actually more popular on the vina. It may be
noticed that the word fana derives from the root ‘tan’ which
means ‘to stretch’ or ‘pull’; perhaps this reference to stretching
or pulling of strings indicates instrumental playing as the source
of tanas.

éu,ska refers to meaningless words like jhanti'm, digle, digidigi
etc. These were used for fulfillment of the metre, but could also
be set to metre independently too. Thus, these were called
‘bahirgita’ or ‘nirgita’. Bahirgita was a gita with meaningless
words. According to Abhinava (AB on NS 31,323), bahirgita
referred to upohana, which meant the prelude to a melody. These
nonsensical syllables were rendered both in vocal and
instrumental music. However, they were more popular in the
latter, and were know as dhatususka. On the vina, meaningless
syllables like jhantum, jagatiya formed the basis of making
different strokes (AB on NS 34, 33).

A $ruti was a cognisable musical microtone; however, it was not
sung or played per se. A $ruti was a musical interval; it func-
tioned as a unit of measurement of svara or note, and a svara
was supposed to consist of a specific number of Srutis - two, three
or four. It may be noted, that, Bharata does not mention Srufi in
connection with the $ariri vina, but instead relates it to the
daravi. Abhinava thinks, that $rutis are useful for relaxation and
tightening of strings in tuning. Agin "the srutis are clearly
illustrated on the vina“ (AB on NS. 28, p.13). “The Srutis are
described only to divide the grama-" (ibid.p.12). The purpose of
Srutis was to subdivide the octave into twenty-two micro-inter-
vals and, thus, it could be of help in instumental music. It is
significant, that the most fundamental aspect of srutis viz., the
pramana sSruti or the standardized $ruti is described in the
context of the tuning process of the vina. In fact, that is how it
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could be discerned, for it was not conceived in terms of any
mathematical ratio. Thus, the srutis were held to be audible and
practically useful, particularly in the case of instumental music
and more so when vinas of the harp type were used. Neverthe-
less, no strict mathematical measures were relied upon. The
tuning itself depended on the tension of strings rather than the
control of their available length.

Pada is one of the constituent elements of gandharva. It consists
of the words of the melody. Bharata, and following him Ab-
hinava, ennumerate all the linguistic elements which relate to
pada. Thus, they speak of grammar and syllables, corsonant,
vowels, halanta syllables, prefixes, suffixes, sandhis, vibhaktis
etc. :

The various #ala structures of gandharva were constituted by
basically eight types of beats, four unsounded and the other four
sounded ones (NS 31,30-31).

The former consisted of avapa, niskrama, viksepa and
pravesa, the latter were Samya, tala, dhruva and sannipata. In
gandharva, these beats were denoted by some typical gestures
of hands and palms and one could not deviate from these
prescribed movements. Thus, these gestures seem to have had
some ritualistic significance. Avapa was the folding of fingers
with palm facing upwards (ust@nangulasankoca ibid. 31,30).
Niskrama was the adhogata palm with fingers extended -
prasaranat (ibid. 31, 33). Casting of this hand to the right was
viksepa (l.c.) Drawing in of the fingers stretched during viksepa
was pravesa (ibid. 31, 34). Of the sounded beats, samya was the
beat sounded with the right hand, fala with the left hand and
sannipata with both the hands (ibid. 31 36-37). Dhruva has been
described by Sarngadeva, as a movement of the hands after tLe
snapping of fingers (SR. 5, 9 Adyar ed).

Ju<t as present day fala is measured by matras (for eg., ekiala=12
matras, teental=16 matras etc.), the basic time-unit of the an-
cient ralas was, what was termed kala. However, one kala
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measured five nimesas, and not one nimesa (the time taken to
utter a short sanskrit vowel), as the present day matra. One unit
of two kalas in the dvikala mode was termed padamarga, and
four such padamargas made a larger ¢ala unit called matra-this
was quite different from the metric matra (equal to one nimesa)
spoken of above. The gitakas were the major fala structures of
gandharva, and prakarana was the generic name for the seven
gitakas. The term vastu though used prolifically by Bharata, is,
howere, not defined by him. A vastu was one of the main
constituents with which the structure of the gitakas was built. It
consisted of matras (not the metric one, but the larger 7ala unit).
According to Dattila (Darrilam 139), it consisted of six, three or
one and a half such matra units.

Abhinava gives a two-fold meaning of anga, as falanga and
varnanga. The former, as described by Bharata, are of three
types, viz., vivadha, ekaka and vrtta. Bharata says that these were
formed within the vastus and avayavas (limbs) of the gitakas
(ibid. 32, 190-91).

Bharata defines vidari as the consummation of a pada or varna.
Abhinava terms vidari as a gitakhanda, i.e., a musical segment,
and the division seems to have been made on the basis of rala.

Bharata speaks of three tempos (laya), druta or fast, madhya or
middling and vilambita or slow. These corresponded to the three
margas, citra marga (druta laya), vrtta marga was in madhya
laya and the daksina marga related to vilambita laya.

Yati was the regulation of speed or tempo of words of varnas,
i.e., syllables of both vocal and instrumental melody. This was
regulated by three types of laya. The one which had the same
tempo in the begining, middle and end, was sama. Srotogata,
like the river current, began with a slow speed and gradually
accelerated to a fast one. Gopuccha was the reverse of srotogata,
commencing as a fast [aya and concluding in a slow one.

Pani related to the synchronisation of 7ala, and the rala stresses
of the vocal or instrumental melody. This was of three kinds -




—————

——

NOTES

4].

42.

43.

45.

125

samapani, avapani and uparipani. If the laya of the fala and that
of the melody played or sung were in harmony, it was termed
samapani. i.e., their beats synchronised with each other. If the
melodic stresses preceded the 1ala beats, it was termed avapani,
and if they followed the fala-beats, it was termed uparipani.
What Abhinava means, is, that one point of view is that vyanjana
(consonant) indicated meaningless syllables, the Suskaksara like
Jjhantum etc. But, since earlier (see note 32), the suska has been
understood as basically connected with instumental music, this
meaning would be out of place. It would be more appropriate to
connect it with the grammar of the pada.

Raktagandhari was a madhyama-gramiki jati with sa-ma move-
ment dominant.

See note 6.

Prakarana was a general name for the seven gitakas, also called
saptarupa. They were major fala-structures of gandharva music.
Madraka was the name of one of the seven major fala-composi-
tions. Both are related to the taladhyaya.

The gandharva system of music admitted of only seven notes.
Apart from these seven, the only others that were permissible
were kakali nisada and antara-gandhara. Both had the nature of
being slightly sharpened notes, being two srutis higher than their
regular intervals. As they were modified froms of the regular
gandhara and nisada, they did not have the same status as the
seven pure or avikrta notes and were subsidiary to the latter,
Hence, these were known as the vikrza notes or the two
sadharana notes.

Kakali nisada and antara gandhara could not be employed
as amsa in any jati, since they were only modified notes.
Moreover, the sadharana notes were to be used only in some
specific jaris and there, too, in a limited fashion; Madhyama,
Pancami and the Sadjamadhyama were the only three jatis in
which the svara-sadharana could be used. However, these two
svaras were used prolifically in dhruva gana.

L



126

46.

47.

48.

49.

ABHINAVABHARATI

The idea is, that on hearing, the mind is absorbed in sound and
assumes its from. Normally, this state of sound perception does
not affect the emotional neutrality of the mind. Musical notes
destroy this neutrality and draw the attention of the mind to their
own specific beauty.

Here, the svara is defined as arising from a transformation of a
sruti. First, we have an interval consisting of a fixed number of
Srutis; within this interval, ata fixed point, the sruti is magnified
through a slight force of breath, and the resultant note is smooth
and pleasing.

The essence of svara, is, not just its smoothness or sweetness,
but the fact that it is characterisd by resonance. In fact, this is
what $ruti lacked and hence it could not be sung or played per
se. The srutis have fixed places; when some out of them are
struck by an impact and a particularly pleasing and continuous
resonance is produced then we have a svara. Svara, thus, is of
the nature of resonance (anuranatma), which has continuity and
sweetness and is produced from the magnification of specific
Srutis at the end of particular intervals. Cf; Lath, M, A study of
Dattilam p. 210, where snigdhatva and raktatava are not distin-
guished. Snigdhatva seems to indicate the unbrokenness and
continuity of resonance, whereas, rakzatva seems to refer to its
accoustically pleasing effect. Dr. Lath opines that the resonance
of the svara is to be understood within the law of harmonics.
Abhinava criticises the doctrine which regards the vina as an
image or reflection of the human-body or voice. His argument
is that, (1) the vina is not an image at all. A mirror shows the
likeness of the body reflected in it. Vina is not perceived as such
areflected likeness. (2) Nor is the vina perceived like a reflecting
mirror in which a likeness may be reflected. (3) Nor is the vina
a reflection or echo of the note produced by a human voice
because the two are perceived by different senses; the vina is
seen and the note is heard. If the meaning is that the note of the
vina is not literally an echo of the note produced by.the human-
voice, then the reason given should be interpreted to mean that
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the two are perceived by two different acts of sensation. (4) This
second interpretation mentioned in (3) is given as an additional
argument by saying that the same sound does not travel in space.
The perception of sound was a subject of debate in Ancient
Indian Philosophical Schools. The two theories generally current
were termed (a)  vici-taranganyaya and  (b)
kadamabogolakanyaya. In both the theories, the original sound
is the cause of further sounds, and thus a series is produced of
which the proximate member is perceived. The nature of the
series is disputed. For some, it is like a series of waves. For
others, it is like the different concentric rings of a kadamba
flower. There is a further difference of opinion on the subject.
Some like the Vaisesikas and Buddhists believed sound to be
impermanent and momentary, while the Mimamsakas,
Vaiyakaranas, and Vedantins believe sound to be eternal and 1
consequently that it is only air-movements which are produced, ‘
through which sound is manifested. In denying the translocation
of sound in the ether, Abhinava, perhaps, has in mind its real |
indivisibility and perhaps the idea that when an echo is heard, it '
is the original sound itself that is heard. Hence hearing the human
voice and hearing the vina correspond to differnt acts of percep-
tion with two different objects.
50. Bharata, and following him Abhinava, hold svara to be primary.
The other school of thought, led by Dattila, believed sruti to be W,
the basis of svara. Only certain specific Srutis out of the twenty
two, which were musically relevant attained the status of a svara,
thus making the svaras dependent on the Srutis.
$1. ‘Puspasadharane kale kokila vakti pancamam.’
Naradiya Siksa. 1,5, 4.

WP T P W TR VY

sadiac whoan

Then again -

‘Urasah Sirasah kanthadutthitah pancamah svarah’

ibid., 1,5, 6. | |
Here, the identification of the svara, is in terms of some

determinate pitch, rather than relatively to the Srutis; because the
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srutis; cannot be connected either to the seasons or locations of
the body. The reference to cuckoo in the spring is an attempt to
indicate the absolute pitch of the pancama. This procedure
would be irrelevant if the pancama was to be defined in a fixed
order of srutis, and the srutis were available independently.
Srutiis a microtone, i.e., a minimal segment of an audible
musical sound ‘dhvaninadasamjnitah svarah’. Svara is a musi-
cal note characterised by resonance (anuranana, ranana) and
harmonics.

‘Samavede gramavibhagabhavat °, - Abhinava makes an
important statement here. Does this mean that the concept of
srutis was not really applicable to Saman but arose in the context
of gandharva, the genesis of which was intimately connected
with the wooden lute? Saman music was primarily vocal singing,
and it would be difficult to fix the twenty-two srutis in the throat-

‘Daravi gatravina ca dve vine ganajatisu /

Samaki gatravina tu tasyah srunuta laksanam //

Gatravina tu sa prokia yasyam gayanti Samagah /

Svaravyanjanasamyukta angulyangustharanjita j/

Naradiya .S:ik.yﬁ 1,6, 1-2.

There was possibly an artificial division of the octave. With
the development of instrumental music, perhaps the need for
srutis arose 7 How were they to be tuned accurately and the notes
fixed ? The relationship of the seven notes to the twenty-two
srutis is clearly analogus to the relationship of the diameter and
the circumference, a ratio which is now know as n. Perhaps, the
semi-circular form of the harp-shaped vina suggested this kind
of relationship.

There are five $ruti - jatis viz., Dipta, Ayata, Karund, Mrdu and
Madhya. The twenty-two srutis are classified into these five

Jatis.

This apparently means that there are no such fixed sthanas for
the srutis.
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The idea apparently is, that the property of musical charm should
belong to the sound produced by the impact of the breath on fixed
places of the body.

Tradition believes that scorpions arise from cow-dung.
Abhinavagupta is arguing, that, the true musical property
belongs, not to the sound consisting of mere physical vibration,
but rather to a kind of resonance. The physical sounds seem to
manifest musical property of which it is the immediate locus or
form. The physical sound is produced, while the musical proper-
ty of resonance is manifested. The musical property has a neces-
sary psychological aspect. It can be recognised by the mind as
an ideal form, even when the sounds manifesting it are different.
In essence, Abhinava’s conception of svara, may be expressed
as ‘dhvani-vyangya-dharmavisesa’, and readily reminds one of
the grammatical notion of sphota. In fact, Abhinava declares the
svara to be resonance and compares it with anusvara. Musical
property, thus becomes a supervenient ideal quality. It may be
compared with poetic dhvani which was accepted for non-verbal
media also, vide Dhvanyaloka.

The charge was, that Srutis and svaras presuppose each other.
Without a fixed starting point in svara, we cannot count the
$rutis, and without counting the Srutis, we cannot determine the
svaras. The answer seems to be, that, svaras are recognisable
per-se, and the Srutis serve to subdivide the octave and measure
the intervals.

The meanirg is, that sounds produced from two immediate
positions will not lead to two clearly distinguishable notes; i.e.,
to say, if a $ruti follows another immediately and the former
represents a note, then the latter cannot be a new and distinct
note.

In gandharva music, svaras or notes are of three types - those
which consist of four srutis, those which have three srutis and
those which have two srutis. No svara can have more than four
srutis or less than two.
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The concept of grama is rather difficult for the modern mind to
comprehend, for the notion is long since extinct. The gandharva
seven-note octave had a basic two - fold division on the basis of
somewhat differing number of srutis contained by certain notes.
These two divisions were the sadja-grama and the madhyama-
grama. The sadja grama began with the sadja note and the
arrangement of svaras and srutis was thus :

sadja B 4 Srutis

rsabha - P

gandhara - §

madhyama -

pancama -

dhaivata -

nisada -

In madhyama - grama, pancama was lowered by one sruti,

becoming trisrutika. Conseqently, dhaivata gained one Sruti
becoming catussrutika. The srutis of the rest of the notes were
the same. The madhyama-grama, however, commenced with the
madhyama note, and its Sruti arrangement was thus :

”

"

"

NOW R AN

ma - 4 Srutis
pa - : SR
dha - | R
ni - ¢ A
sa - e
ri - ¢
ga - 2

Abhinavagupta makes an interesting statement here-that only
three sruti notes are to be used for tremolo. The explanation
seems to be, that, while in oscillation during ‘the tremolo or
kampana, even if, perchance, the note was to touch a sruti above
or below it, it will still not create vaisvarya as notes of two, three
or four $rutis are legitimate. But, in the tremolo of a catussrutika




66.

67.

68.

ABHINAVABHARATI

named as its amsa, graha, nyasa and apanyasa. It also had the
nyasa svara regularly in the mandra, and did not have notes
dropped from it.

Malavakaisika is a grama raga. The dhruva songs were set to
musical forms such as grama-ragas, raga, bhasa, vibhasa etc.
Abhinava explains, that, these musical forms were derived from
the melodic structures of gandharva i.e., the jatis. These grama-
ragas were born through combining the various elements of
various jatis. Malavakaisika had Kaisiki as its source jati, sa as
amsa and nyasa, and, was sung in the vesara giti (style).
Bharata equates the vadi with the amsa, i.e., the predominant
note in a jati - tatra yo yadamsah sa tadvadi (NS. 28, p.15). As
stated by Abhinava, Dattila, too, regards vadi and amsa as
synonyms - Yo'tyantabahulo yatra vadi vamsasca tatra sah
(Dattilam. 18). Matanga (BrhaddesT. p. 13) and Sarigadeva (SR.
1, 3, 50; also ibid. 1, 3, 47), giving an analogy for the vadi, have
called it the ruler among the other notes. Simhabhupala
(Sudhakara comm. on SR 1, 3, 47) and Kallinatha (Comm. on
SR 1. p. 183) also term vadi to be the most recurring note and
synonymous with amsa. Kallinatha explains, that, vadi was the
main amsa of a jati. The remaining amsa notes were the
paryayamsas (ibid. p. 190). He also says, that, any amsa notes
of a jati could be made vadi and graha alternately (ibid. p. 186).
Accoding to Bharata, the notes which have an interval of nine or
thirteen s$rutis between them are mutually samvadi, or, that they
have a matural harmony (N.S". 28. p. 15). He enumerates the pairs
of samvadis in both the gramas. These are, namely, sa-pa,
ri-dha, ga-ni and sa-ma samvada in the sadja grama. Tn the
madhyama-grama, the sa-pa samvada does not obtain and is
replaced by ri-pa samvada. Now, Bharata, Dattila (Dattilam. 18)
and others have spoken of nine-thirteen sruti interval samvada,
i.e., dha is located on the thirteenth sruti from ri, ni is on the
thirteenth sruti from ga and so on. But the actual interval existing
between these notes is eight or twelve. Perhaps this is why
Samgadeva, at a later period upholds the other point of view
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"Samvadi svaras are those between which are 8 or 12 $rutis” (SR.
1, 3, 48-49). Abhinava, however, quoting his teacher, attempts
to clarify the two points of view. He says that antara here does
not mean interval, but nature or form (i.e., of the svara). Thus,
the contradiction is resolved, The two views are but one and the
same, and are only two different ways of expressing the same
thing.

Abhinava had earlier said that the maximum span of sruti inter-
vals between two notes consists of four Srutis. An objection is
raised - that if one moves from (madhya) sadja to madhya
nisada, we shall have an interval of eighteen Srutis. Abhinava
argues that this does not contradict the basic principle, because
in covering such long intervals, the breath necessarily touches
intermediate stations. In other words, while from one note to the
other adjacent one, there can be a clear staccato jump, for larger
intervals intermediate stations are touched and passed over.

Abhinava is arguing, in effect, that to reach one note from
another, the voice must jump fixed intervals of 4, 3 or 2 Srutis
neither more nor less. Thus, if 7sabha has to be articulated after
sadja, there can only be one jump of 4 srutis, because there are
no intervening notes of 2 or 3 sruris. These intervals, thus,
become like musical quanta.

The svara is a partless and integral unity, not a compound of
simultaneous or successive parts. In the Srutis, there is undoubt-
edly a succession of units. But on account of the quick process
of transition, their succession appears continuous and the last
Sruti where the svara is reached, acquires its character from the
continuous growing impression produced by the successive
Srutis on the mind. In this sense, the svara may also be regarded
as a whole or an énsemble, which is reached through a successive
and orderd process but whithin which no parts can be distin-
guished, Thus, while the passage from one note to another
constitutes a quantum leap in terms of musical intervals, in
another sense, it is constituted by a continuous wave- like pas-
sage, where, only the last effect can be self-consciously ap-
prehended.
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Here, Abhinava says that there is no samvada between mad-
hyama and nisada even though the interval is of nine and thirteen
Srutis. He gives the example of the Sadja-madhyama jati, where
in its sadava or hexatonic form, even though madhyama is the
amsa, there is lopa of nisada. Bharata does not raise the question
at all. The answer is, however, given by Abhinava. He says that
samvada will accrue when two notes are formed with an equal
number of Srutis-samasrutika (besides, of course, the fact that
there should be an interval of nine and thirteen srutis between
them). Now, madhyama has four srutis and nisada has three, so
there will be no samvada. Similarly, in the madhyama-grama,
where dhaivata becomes catussrutika, no samvada will obtain
with rsabha which is trisrutika. Abhinava here cites the example
of Kaisika jati, where, in its sadava form, the elimination of
rsabha even with dhaivata as amsa is not an exception.

What is probably meant, is that the samvada or ri-dha, sa-pa are
eliminated in favour of ri-pa in the madhyama grama.

The idea seems to be, that, in gandharva, the use of kakali and
antara is so slight and transient that sadja and madhyama (the
unchanging note) should over-all appear unchaged. Again, there
are obviously some problems relating to samvada as regards the
sadharana notes. Hence, they are rarely used in gandharva.

In the dhruva gana, sadharana notes were used freely in the
extension of the melody. This could upset the classic scheme of
the samvadis. In such a case, reliance was placed on the amsa as
a basic stabilizing factor.

What is probably meant, is, that when kakali-nisada is used, it
is so used that sadja can also be heard on the same string. In other
words the distinction between them is kept wholly elusive in
gandharva.

This probably refers to the fact that apart from the 2 Srutis
specified in nisada and gandhara, there are 2 other Sruis latent
in them. These hidden $rutis are manifested, only when kakali
and antara svaras are sung.
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This passage of Abhinava has been understood by some to mean,
that, the gandhara and nisada are vivadis to ali notes, which is
not a correct interpretation. The meaning of vivadi, in the context
of present day Indian music is, that note which is omitted in a
certain raga, or, that which brings about discordance. The con-
cept of vivadi in gandharva seems to have been different. As
regards vivadi, Bharata says, those which have two Srutiintervals
are termed vivadis such as rsabha and gandhara, dhaivata and
nisada (NSl 28, p. 15). Thus, particular notes have not been
singled out and described as vivadis to particular jatis. Instead,
two pairs of notes, rsabha and gandhara, dhaivata and nisada
are described as vivadis to each other; gandhara being at a two
$ruti interval from rsabha, and so also nisada from dhaivata.

It should perhaps run like this - With rsabha (as amsa) dha pa,
(instead of dha ma) ni ga, ma sa (instead of pa, ma sa). It would
then mean that with ri amsa, dha pa are samvadis (of ri), ni-ga
vivadi and ma sa anuvadi.

It seems, that, in an earlier period there were three gramas
current viz., sadja grama, madhyama grama and gandhara
grama. Narada in his Naradiyasiksa (1, 2, 7), mentions the
gandhara grama, although, he says that it does not exist in this
world and is found only in the world of gods. This shows, that,
even by Narada’s time, the gandhara grama had already become
extinct. That it was definitly extinct by Bharata’s time is proved
by the fact that he does not even mention it.

Why are there only two gramas ? Why are not there other gramas
according to the other notes too ? This is the basic question which
Abhinava is trying to answer here. He first quotes Dattila by
saying, that, the answer is, that this is because the murcchanas
are named by the sadja and madhyama gramas - sadjadi
mircchana and madhyamadi murcchana. But he himself rejects
this as not valid, as one could easily have a mircchana beginning
from rsabha ending in sa, or a miurcchana beginning from ga
ending in ri, and there would be thus the defect of circularity. He
answers it by saying that madhyama is imperishable, preeminent
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This passage of Abhinava has been understood by some to mean,
that, the gandhara and nisada are vivadis to ali notes, which is
not a correct interpretation. The meaning of vivadi, in the context
of present day Indian music is, that note which is omitted in a
certain raga, or, that which brings about discordance. The con-
cept of vivadi in gandharva seems to have been different. As
regards vivadi, Bharata says, those which have two Srutiintervals
are termed vivadis such as rsabha and gandhara, dhaivata and
nisada (NSl 28, p. 15). Thus, particular notes have not been
singled out and described as vivadis to particular jatis. Instead,
two pairs of notes, rsabha and gandhara, dhaivata and nisada
are described as vivadis to each other; gandhara being at a two
$ruti interval from rsabha, and so also nisada from dhaivata.

It should perhaps run like this - With rsabha (as amsa) dha pa,
(instead of dha ma) ni ga, ma sa (instead of pa, ma sa). It would
then mean that with ri amsa, dha pa are samvadis (of ri), ni-ga
vivadi and ma sa anuvadi.

It seems, that, in an earlier period there were three gramas
current viz., sadja grama, madhyama grama and gandhara
grama. Narada in his Naradiyasiksa (1, 2, 7), mentions the
gandhara grama, although, he says that it does not exist in this
world and is found only in the world of gods. This shows, that,
even by Narada’s time, the gandhara grama had already become
extinct. That it was definitly extinct by Bharata’s time is proved
by the fact that he does not even mention it.

Why are there only two gramas ? Why are not there other gramas
according to the other notes too ? This is the basic question which
Abhinava is trying to answer here. He first quotes Dattila by
saying, that, the answer is, that this is because the murcchanas
are named by the sadja and madhyama gramas - sadjadi
mircchana and madhyamadi murcchana. But he himself rejects
this as not valid, as one could easily have a mircchana beginning
from rsabha ending in sa, or a miurcchana beginning from ga
ending in ri, and there would be thus the defect of circularity. He
answers it by saying that madhyama is imperishable, preeminent
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and fixed, and sadja being its samvadi is also prominent. What
he means is, that, sadja and madhyama are the only two full i.e.,
catussrutika notes and permanent. The dvisrutika and trisrutika
notes are not strong enough to generate a new grama. Abhinava
points out that pancama also has equal Srutis, i.e., it is also
catussrutika. But, since it becomes a trisrutika note in the
madhyama grama, it is not a stable note. Sadja and madhyama
are the only two notes which have full srutis and do not change
their nature (i.e., loose any Sruti) at all. Hence the raison détre
for sadja and madhyama gramas. This, however, would not
apply to gandhara grama if gandhara is trisrutika.

If the srutis of all three octaves (twenty-two in each octave) are
taken, then there would be sixty-six srutis. However, the gamut
of seven notes are produced only by twenty-two, so only twen-
ty-two Srutis have been mentioned here.

Distinction is here made between the apprehension of srutis as
atomic units and the svaras as the real units. Also a difference is
made between the relationship of srutis to svaras, in gana and
gandharva. In madhyama grama, only the sa-ma samvada ob-
tains and not the sa-pa.

Again, Abhinava repeats, why two gramas only ? Although
pancama is catussrutika in the sadja grama, it has a variant in
the madhyama grama, where it is not catussrutika. That is why
pancama has two forms. Hence it is not a filled up (purna) note
in that sense. So also, gandhara and nisada which have their
variant forms in the kakali and antara notes.

If veda sruti is taken as fourth sruti, and yati $ruti as third, then
the meaning would be, that, the four sruti note does not waver,
just as a ripe kapittha fruit. The four srutinote is a complete note,
unable to take on more srutis and is like the kapittha fruit which
cannot ripen any more, as, it is fully ripe. Just as, when there is
a slight breeze the fruit bends in that direction, so also the four
sruti note (i.e., it bends or lends its sruti to any preceding or
succeeding note).

NN
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Abhinava, here, refers to the alamkaras, kampita, kuharita and
recita. These seem to be alamkaras of three Sruti notes, i.e., ri
and dha (and perhaps pa in madhyama grama). In chapter 29, he
says - ‘recitakampitakuharastu’ Sirovaksahkanthanivistasya
trisruteh svarasya kamparupa ityabhijnanenapi
darsitumasakya iti na vilikhita iti (AB on NS 29, 21-22). Recita,
kampita, kuharita, resulted from a subtle quivering of the three

 $rutinote in the head (tara) chest (mandra) and throat (madhya).

These alamkaras were so subtle, that, though they could be
recognised in a melody, they could not be expressed through
words. Bharata, however, describes kampita as "a quiver of the
time duration of three kalas” ‘Kampitam tu kalatrayam NS
29.43). Abhinava, commenting on this says, that kala could not
be taken as sruti here (as was opined by some) but instead was
to be taken as a measure of time - kalatra na srutih api tu
kalakalah (AB on NS 29,43). Perhaps it means alamkaras, which
consisted of a quiver of sruti notes lasted a time duration of three
kalas?

Bharata, thus, explains the pramana sruti. Pancama, in the sadja
grama consists of four Srutis, in the madhyama grama it is
lowered by one sruti. It is this relative difference of one sruti
that Bharata terms as pramana sruti, and it was not conceived of
in terms of any mathematical ratio. As Abhinava says here, “The
difference which occurs in pancama, when it is raised or lowered
by a sruti and when consequent slackness or tension (of string)
occurs, that indicates a standard (pramana) Sruti.” This is il-
lustrated by the procedure of comparing two vinas, first funed to
sadjagrama and then differentiated, so as to yield the requisite
Sruti differences.

Perhaps the demonstration of the standard sruti can be better
demonstrated on the harp type of vina rather than the lute type
of vina made of gourd etc.

The difference of one Sruti (that one pramana sruti) between the
two notes viz. catussrutika pancama of sadja grama and tris-

-
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rtutika pancama of madhyama grama, struck on two differently
tuned but otherwise identical (in string, beam etc.) vinas.

Two indentically constructed vinas are taken. Both are
tuned to the seven notes of the sadja grama. One is termed the
dhruva vina - this is the ‘immovable’ or constant vina which is
not touched. The pancama of the other vina, called the cala vina,
is slightly lowered, so that it sounds just a little lower than the
pancama of the dhruva vina; this lowered pitch is tuned to the
pancama of the madhyama grama. This is three srutis from
madhyama, and is thus distinct from the sadjagramika pancama
which was four srutis from madhyama. This gave the measure
of one $ruzi. Then, with this lowered pancama as the focal point,
all the other strings of the cala vina are also lowered so that they
return to the sadja grama but at a pitch of one sruti lower than
the dhruva vina.

Abhinavagupta seems to imply clearly, the difference between
laksana and laksya in music. Laksana is the formal aspect as
prescribed in the s@stras. Laksya is the music actually practised.
The dhruva and the cala vinas have already been described.
Further lowering of the cala vina in relation to the dhruva vina,
revealed the pramana or measure of the intervals of two sruti,
three sruti or four sruti. The tuning procedure was thus. A fter all
the notes of the cala vina had been lowered to the measure of
one Sruti, the gandhara and nisada of the cala vind, now, only
slightly higher than the rsabha and dhaivata of the dhruva vina
were so lowered that they reached the same pitch as the rsabha
anid dhaivata of the dhruva vina. The rest of the vina strings were
again lowered to conform with the new positions of ri dha. This
second sarana or tuning gave the magnitude of the two $ruti
interval. In the third sarana or tuning, the trisrutika notes, rsabha
and dhaivata of the cala vina, (which were now only a sSruti
higher than the sa and pa of the dhruva vina) were so lowered,
so as to become one with the sadja and pancama of the dhruvia
vina. This demonstrated the magnitude of three sruti intervals in
three steps of a $ruti each. The rest of the strings of the cala vina
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were again lowered to conform to this new position of ri and dha.
In the ultimate sarana, the three svaras pa, ma and sa (all
catussrutika svaras) of the cala vina (which were already three
* $ruti lower than these same notes on the dhruva vina) were
further lowered and made one with the notes ma, ga and ni
respectively of the dhruva vina. This demonstrated the four Sruti

interval.
90. Bharata does not mention any graph. The BrhaddesT is the first

work where such graphs are described and drawn, though they
may have existed earlier. Danda Prastara - This could be some

thing like this.
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91. The miircchanas are in ascending order. Why Abhinava should
refer to them as in orderly and successive descent is not clear. \
Perhaps he means that each new miurcchana begins from a
successively lower note, and hence there is a descent. |
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The etymology of the word murcchana is given here. The word
murcchana has been derived from the root murcch which has
two meanings : moha or loss of conciousness and samucchraya
which means to swell or rise. It is the latter meaning which seems
to apply here. Matanga, while defining miircchana states that
miircchan is the basis on which raga is built or erected.
Nisadaddhaivatantam should be inserted in-between i.e., from
nisada to dhaivata. This seems to be missing. '
Ancient Indian music reobgnised two gramas, on the basis of
two different arrangements of sruti intervals according to the
seven notes of an octave. Each of these gramas could result in
seven murcchanas, which, were the seven svaras of an octave in
a serially ascending order; each new murcchana beginning on a
new and successively lower note. These murcchanas were num-
bered serially and each had a distinct denomination.

Sadjagramiki murcchanas : :

1. Utaramandra - sa ri ga ma pa dha ni

2. Rajant -nm sa ri ga ma pa dha
3. Unarayata - dha ni sa ri ga ma pa

4. .S‘uddha.yadj& -pa dha ni sa i ga ma
5. Matsarikrta - ma pa dha ni sa ri ga
6. Asvakrania - ga ma pa dha ni sa ri
7. Abhirudgata - ri ga ma pa dha ni sa

Madhyamagramiki murcchanas : .

1. Sawvirt -ma pa dha ni sa ri  ga

2. Harinasva - ga ma pa dha ni sa riv
3.Kalopanata - ri ga ma pa dha ni sa

4. Szuddha-madhyamfz-sa. ri ga ma pa dha ni

5. Margi -ni sa ri ga ma pa dha
6. Pauravi —dha ni sa ri ga ma pa

7. Hrsyaka -pa dha ni sa ni ga ma

Due to the lowering of pancama by one sruti in the madhyama
grama, alot of difference arises in the two gramas as regards the
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arrangement of samvadis, anuvadis, notes which were permitted
omission as well as in the order of murcchanas.

Though Bharata does not mention miircchanas in connection
with the $arirf vina, strangely enough, Abhinava does. He tries
to justify the role of mitrcchanas in singing by pointing out their
use in the singing of Saman.

So it has been shown "he sings three songs by the Ut-

taramandra” (AB. p. 30). The same has been repeated here, as
also the singing by Paralikas (this appears to be some Vedic
miircchana though its identification has not yet been made). He
also says that jari Arsabhi was sung in the miircchana beginning
with pancama (AB. p. 55). Thus, the concept of a murcchana
bears the strongest resemblance to a scale, seven in each grama,
each commencing from a different note. Indeed, in the ancient
musical system, with its rigidly fixed scheme of determined Sruzi
intervals between the notes, there could be no other method of
obtaining a variety of scales.
Abhinava, here, it seems, is trying to give the etymology of the
word auduva. The woud ‘uduva’, he says, means the sky, in
which move about the stars ‘udu’. The earth, water, fire, air and
sky these are the panca-mahabhitas or the five great elements.
Since the sky (uduva) is the fifth element here, the mircchanas
derived from five notes are termed auduva and the rendering of
five notes is auduvita. The explanation is rather far-fetched and
he seems to be trying to somehow attach some metaphysical
significance to the word auduva and auduvita.

It seems that there were four classes of murcchanas; with full
seven notes, with six notes, with five notes and with auxiliary
notes. But this seems to be contradicted by the fact that soon
after, Bharata says that mircchana is an orderly sequence of
seven notes. Were the murcchanas, then, rigid heptatonic struc-
tures ? What in that case would these four classes of murcchanas
be ? Could miircchanas be rendered hexatonic and pentatonic
too ? One view it seems, was that, the miircchanas rendered
hexatonic or pentatonic were but another form of fanas (cf
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Bharata, NS. 28, 32). Samgadeva, too, says - Tanah syh.:
mircchanah sadavauduvikriah (SR (Adyar ed), Svaradhyaya, p.
115). The other view is that mircchanas were of four types-
hepatonic, hexatonic, pentatonic and with auxiliary notes.
Simhabhiipala gives the view of Dattila and Matanga on this
(ibid. p. 114). Abhinava, here, also expounds such a view.
Acarya Brihaspati opines that the sadharanikrta (with auxiliary
i.e., kakali and antara notes) murcchanas were used not in the
jati singing but in the rendering of ragas (Natyasastra - 28th
adhyaya svaradhyaya. p. 60).

A mircchana can be accomplished in two ways. If in the sadja
grama, gandhara is raised by two Srutis and considered as
dhaivata of the madhyama grama, the rest of the notes get
automatically adjusted to sruti intervals of the madhyama-grama

~ and, thus, we can obtain suddha murcchanas of the madhyama-

grama. Similarly, by lowering of dhaivata by two srutis in the
madhyama-grama and considering it as gandhara of the sadja
grama, the Sruti intervals will get so adjusted so as to correspond
with the notes of the sadjagrama.

Bharata declares fanas to be dependent on the murcchanas and
gives their number as 84 - tarra miircchanasritastanascaturasiti
(NS 28. p. 27). Abhinava explains fanas as particular states of
mircchanas. There were seven ways of rendering fanas as
hexatonic - by dropping 4 notes i.e., sa, ri, pa and ni in the sadja
grama and 3 notes sa, ri, ga in the madhyama grama. For
example, the first (i.e. Uttaramandra) murchana (sa ri ga ma pa
dha ni) of the sadja grama would work out thus -

1. - ri ga ma pa dha ni
2. sa - ga ma pa dha ni
3 ga ri ga ma - dha ni
4. sa i ga. ma  pa dha -

In the same way, each one of the seven sadja grama
murcchana could be rendered in four ways, so that there would
be twenty-eight hexatonic sadja - gramiki mircchanas. Similar-
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ly, in the madhyama grama by the lopa of sa, ri and ga, each one
of the seven madhyama grama murcchanas could be rendered
in three ways, giving twenty-one hexatonic madhyama
gramiki murcchanas. This would give forty-nine hexatonic
tanas in both the gramas. Pentatonic fanas could be rendered in
five ways. There were three ways in the sadja grama - by
omission of sadja and pancama, by omission of rsabha and
pancama, and by omission of gandhara and nisada. In mad-
hyama grama the two ways of rendering were by omission of
gandharaand nisada and by that of rsabha-dhaivata. There were
twenty-one pentatonic {anas in the sadja grama and fourteen in
the madhyama grama giving a sum of thirty-five. Thus, forty-
nine hextonic fanas and thirty-five pentatonic fanas in both the
gramas gave a sum total of eight-four tanas. It may be noted that
the rule of samvaditva governed the omission of notes in the
pentatonic fanas.
Tanakriya was the method of playing fanas on the vina, when
certain notes were to be dropped. Tanakriya could be executed
in two ways - by pravesa and nigraha. Nigraha is not-touching.
Pravesa is the sharpening of the preceding note or the softening
of the succeeding note. Nigraha is clear enough. It means that
when a note is dropped, it is simply avoided. Explaining pravesa,
Abhinava says that when a note, say sadja, was to be dropped,
then (by tightening of the string) the note could be raised and
rendered as rsabha. Alternately, in the Uttaramandra
miircchana (the sadjagramiki mircchana) begining with
(sadja), when sa was to be dropped (the string could be) lowered
and tuned to ni. Whether the note was renderd higher or lower
depended on whichever note happened to be stronger in that
particular jati, and thus further strength was imparted to the
already strong note. The basic idea was that in pravesa, the
omissible note was not avoided while playing, but assimilated
into its neighbouring note, whether higher or lower as required
by the exigencies of the melodic structure.




R e = e

144

101.

102.

103.

104.

ABHINAVABHARATI

The mention of the notes of the daravi vina is also for obtaining
the unsung notes that are present in the saririka vina. Inthe latter,
the notes are not fixed by strings. They are latent, and, are
manifested only when the musician sings - hence ‘unsung’.
Before singing, the musician first fixes the pitch of his voice with
the help of some musical instrument.

Some appear to have regarded the flute as the basis of determin-
ing the srutis and the relative position of notes in the gramas,
since they apparently thought that in the case of the lute, notes
may be defective on account of some instability in the tying of
the strings 10 the pegs of the vina.

The text of Bharata says murcchana is to be demonstrated from
the notes of the middle octave, because they are permanent in
nigraha and paryagraha. Abhinava suggests that when all the
positions are either not fully reached, or some positions are
reached but not all, the middle octave, in any case, is fully
available. Hence, that remains the basis for demonstration of
murcchanas. :

Abhinava, here, is discussing the sadavita of a mircchana in the
sadja grama which is to be accomplished with the elimination
of sadja. But a problem arises here. In this sadava form, how is
the first to be differentiated from the seventh mircchana ? In the
purna forms, they will be 1) sa ri ga ma pa dha ni 7) ri ga ma
pa dha ni sa. When sa is eliminated, both will remain as ri ga
ma pa dha ni. To this, Abhinava says that when sa is eliminated
from the seventh murcchana, the middle saptaka being depleted
the notes sadja, rsabha etc., being heard in the mandra saptaka,
i.e., this murcchana will be entirely in the mandra saptaka. This
he calls the seventh lupta murcchana. Similarly, the first
murcchana with the sa eliminated, will belong only to the
madhyama saptaka. (What Abhinava means by saying that the
sadja eliminated here is that of the tara saptaka is not in the least
clear. This seems to be a mistake for the madhya-saptaka sadja).
It has clearly been indicated that the murcchana will begin from
madhya saptaka i.e., the first mircchana of the sadja grama,
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beginning with sa will begin from the sa of the middle octcave.
Each new miircchana will begin on a successively lower note.
This is the lupta sadja murcchana.

Apparently, this refers to the samvada of pancama (of the
madhyama grama) with rsabha. This new samvada is made
possible by nigraha. j

In madhyama grama, pancama was never to be dropped. This
is, perhaps, because the focal point and nucleus of the madhyama
grama was the trisrutika pancama. The reason for never drop-
ping dhaivata in the sadja grama is a little more difficult to
comprehend. Again, perhaps this was to distinguish the sadja
grama from the madhyama grama. The catu$Srutika pa and
trisrutika dha distinguished the sadjagrama Sruti arrangment
from that of madhyama grama (with triSrutika pa and
catussrutika dha). Either pa or dha whould have to be indispen-
sable to preserve the identity of the grama. Thus, pa was indis-
pensable in the madhyama grama and dha (though it could have
been pa again) in the sadja grama. As regards the indispen-
sability of madhyama, Kallinatha gives two views. The first was
simply a reiteration of tradition that madhyama was indispen-
sable because Bharata and others have said that it is never to be
dropped in fanas on rendering jatis pentatonic or hexatonic. But
this seems arbitrary. The other view seems more logical. It held
that madhyama is the central note dividing the octave in tho two
parts : sa, ri, gaand pa, dha, ni. Madhyamais never to be dropped
because of its solitary and focal position (Kalanidhi on SR. 1, 4,
6-8). One may compare the same idea implied by Abhinava on
p.14. Kumbha, the author of Sangitaraja has used an interesting
term “trika” (group of three) in this context and has pointed out
that ma is the central note between the lower and higher
tetrachords (trikas) viz., sa ri ga and pa dha ni. For this reason
it is an indispensable note (Sangitaraja, 2, 1, 1, 235).

In the sadava form gandhara is not dropped, only ni is. In the
auduvita form both ga, ni are dropped.
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The prastara of seven notes would have 5040 permutations as
kiatatanas if all the notes are used at the same time. These were

arranged in a fixed order in numbered rows so that given the
permutation one could find the row and vice versa.

As has already been stated, seven note mircchanas on being
rendered hexatonic or pentatonic were termed fanas. However,
here too, there were rules regarding the dropping of a note or pair
of notes in either grama, and, as a result only a total of eighty-
four hexatonic and pentatonic fanas were permissible in
gandharva. In gana, the fanas were limited by no such restric-
tions. Besides tana, gana utilised kuzatanas which were basically
permutations of two or more notes in all possible arrays. Ab-
hinava says “......c..cceeee in gandharva there are fourteen
miircchanas and eighty-four fanas. In gana there is a variety of
kiitatanas depending on the utilisation of (as few as) two notes
upto all the (seven) notes. Thus there would be 2,6, 24, 720 and
5040” (AB on NS. 33, 1). The seven notes of an octave could be
permitted and combined in 5040 possible ways - two notes gave
rise to only 2 combinations three notes gave 6 combinations, four
notes to 24, five notes to 120 and six notes to 720 combinations.
All these possible combinations were permissible in gana.
Bharata has not described kitatanas. However, Dattila (Dat-
tilam. 38-39) says that kiitarana was a miurcchana, but with this
basic difference that unlike the mircchana its note sequence was
in disarray. A kutaiana when rendered with all the seven notes
was called piirna kiitatana, when rendered with less than seven,
i.e., with hexatonic or pentatonic structure, it was termed apurna
kiitatana. The latter could be rendered with four notes or less.
Dattila gives the number of kiitatanas as 5033. These kiitatanas
pertained only to gana and it is only in the context of ragas that
Abhinava discusses them. The regular 84 tanas of gandharva
were for pleasing the gods - i.e., for transcendental merit. The
kutatanas were “infinite” and their purpose was to “produce
pleasure for the audience” - i.e., the drsta purpose or rakii.
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Abhinava gives the analogy of seasons to explain the svara
sadharana. There is a time when winter is not fully over but
spring has not fully arrived. This is in-between season, between
two major seasons, winter and spring i.e., it neither has the biting
cold of winter, nor has it matured into the warmth of spring. It
shares the characteristics of both winter and summer, so also the
sadharanasvaras. They are ‘inbetween’ notes, having borrowed
two Srutis they have become slightly sharp, but have not ripened
to the status of the full fledged regular seven notes of the octave.
The gandharva system of music admitted of only seven notes.
Apart form these seven, the only others that were permissible
were kakalf nisada and antara gandhara. Both had the nature of
being slightly sharpened notes, being two Srutis higher than their
regular intervals. As they were modified forms of the regular
gandhiara and nisada, they did not have the same status as the
seven pure notes or avikrta notes and were subsidiary to the
latter. Abhinava points out that the two terms kakalt and antara
were only a matter of convention. As a matter of fact, either could
be termed kakali or antara. These two notes were also collec-
tively know as svara sadharana.

What Abhinava is trying to make clear is, that even when two
(or more) jatis are grouped as jati sadharana by way of having
common armsas or vadr etc., yet they do not become identical.
They may have some similar features, but there are other charec-
teristic elements of jati too, which serve to distinguish them from
each other.

This sentence quoted from the text in the commentary is not
found in the Baroda edition of the text.

Jati Sadharana is because of some similarity in some portions
of two or more jatis due to similarity of the amsa and graha.
Dissmilarity of the jatis continues on account of the features of
which the most impotant are nyasa and antaramarga. Here, jati
sadharana is sought to be defined ,in terms of
grahadilaksanaparijnana. Since this is precisely what distin-
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guishes the jati sﬁd)z&raz:a it can be emphasized only by neglect-
ing these laksanas.

Perhaps what Abhinava is referring to, is, that in the sadja grama,
murcchanas are rendered sadava (tanas) by dropping the note
nisada and auduvita by both ni, ga. In madhyama grama, it is
the opposite - i.e. sadava by dropping ga only and auduvita by
both ga ni.

The idea is that the texts gives to svara sadharana the name
kaisika also. Now, which note is this ? If it is kakalf or antara,
then it will belong to nisada and gandhara and will have ap-
propriate forms in accordance with the change in grama and
extent of the scale - sadava, auduva etc. But in either case, it does
not appear to be discernible in Sadja Kaisiki or Kaisiki as
explained in the commentary. Sadja Kaisiki is a purna jati, it
does not have sadava auduva forms at all. Kaisiki has ri dha
dropped in hexatonic and pentatonic forms.

Abhinavagupta quotes his teacher’s teacher Utpaladeva, who
held that the svaras had 2 kinds of forms - prakrta and vikrta,
natural and deformed. Any of the notes may acquire a deforma-
tion or vikrti. This idea is not clearly mentioned in the text. It
seems to fore-shadow the medieval practice, only the distortion
here presupposed the system of gramas and murcchana and not
a fixed tonic with varying thats. :

In pages 33-34, Abhinava has been trying to drive home two
points viz. (i) what is sadja and madhyama sadharana (ii) what
is kaisika ? One type of svara sadharana i.e., kakali nisada and
antara gandhara with two Srutis raised has already been men-
tioned. But if the same was meant why should it be repeated? To
this, Abhinava answers that another type of ‘sadharana’ is meant
here, viz., sadja sadharana and madhyama sadharana. When
the first $ruti of sadja is borrowed by nisada and its (i.e., sadja’s)
last sruti is borrowed by rsabha, in that state, sadja is termed as
sadja sadharana. Kaisika means ‘fine as a hair’ and denotes
subtlety. This trisrutika nisada is now termed kaisika nisada.
Thus, in the state of sadja sadharana, sadja is of two Srutis,
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rsabha four and nisada of three Srutis. Similarly, when gandhara
takes the first Sruti of madhyama and pancama its last sruti, in

~ such a state madhyama is termed as madhyama sadharana. Such

a gandhara raised by one $ruti is termed sadhzrana gandhara.
The objection raised here is, svara - sadharana has already been
mentioned as the raising of ga ni by 2 Srutis, then what does this
new svara sadharana mean? The answer is, that, in the context
of gandharva music there is only one svara sadharana - kakalt
nisada and antara gandhara. Gandharva music admitted only
two vikrta notes- ga and ni raised by two Srutis collectively
termed svara sadharana. The other svara sadharana, however,
pertains only to gana system of music. Here, a variety of notes
were used, and kakali nisada and antara gandhara were dif-
ferent from the svara sadharana mentioned here.

According to Abhinava the notes used in the raga, bhasa, did
not follow the rigid rules of gandharva. The raising and lowering
of pitch did not in popular practice follow the quantum of two
Srutis, but varied by any number. The fifteen notes, thus, used
were as follows. :

Sadja grama - nisada - trisrutika
rsabha - catussrutika
sadja - dvisrutika

Madhyama grama - gandhara - trisrutika
pancama -  tristutika
dhaivata - catussrutika

The 7 pure notes + these 6 notes + 2 notes - (kakali,
antara)= 15 notes.

Thus, it is shown that in actual singing of the period of
Abhinavagupta, notes were not merely used in the standard form
of the octave, but variations or vikara for each one of them were
recognised.

Two kinds of sadharana had been mentioned svara sadharana
and jari sadharana. Jati sadharana was described in terms of

ik,
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similarity of jatis. In this very context, however, there is also a
mention of sadja sadharana and madhyama - sadharana, which
seems to refer to the raising and lowering of the notes of the two
gramas in accordance with a certain actual but highly skilled and
difficult style of music. The altered notes in this style are also
called kaisika and the style is kaisiki. Abhinava mentions the
alteration of notes in the 2 gramas in this connection. This
apparently links up with the quotation from the elder KaSyapa.
It is, thus, incorrect to think that the only vikrra notes used in
Indian music were gandhara, nisada and pancama. Here rsabha
and dhaivata are also raised by one sruti each. The whole :
concept of sadharana is the concept of the alteration of notes
from their standard gandharva forms to accomodate the actual
practice in raga, bhasa etc. In the jatis of gandharva, only a
restricted use of sadharana was permitted. But now, the concept
was generalised and elaborated. This reflects the evolution of
Indian music from the time of Bharata to Abhinavagupta.

The use of antara gandhara in ascent should be thus viz., ma ga
ri ga ma or ma ga ma. \n she same way kakali nisada in ascent
should be used thus: ‘sa ni dha:ni sa’ or ‘sa ni sa’. Even this use
should be in a limited way. These notes should not be used in
descent.

The seven modes of singing pertain to gana system of music.
Hence he says that these produce bhava and rasa and thus
pleasure or drsta phala. These grama-ragas are born from jatis
which have traditionally been known to be eighteen.

Jatis are said to be present in the heart. What the sGstrakara does
is to propound an ordered system of definitions. We can, thus,
notice that Abhinava indicates the 3 poles of the creative process
of the musical triangle. The apex is in the heart, the instinctive,
intuitive apprehension; then there is the pole of popular practice
or laksya and finally the traditional conception or laksana.

This use of the sadharana svaras - antara gandhara and kakali
nisada was greatly restricted in the jati singing of gandharva
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music. “There are only three jatis - viz., Madhyanmii, Pancami and
Sadja-madhya which are connected with the use of the
sadharana svaras. The amsas in these jatis are respectively sadja,
madhyama and pancama. In case of pancama it is to be applied
as an alternative to an extremely weak note.” (N.S" 28, 37-38; 28,
44-45).

Bharata’s language is cryptic and it is Abhinava who
elucidates. The amsa in a jati was its dominant note and can be
equated with the vadi svara. Many jatis had not one but several
amsas. These multiple amsas were termed paryayamsas or
alternate amsas. Only one of the multiple amsas could obviously

be the dominant amsa at a time. All these three jatis had multiple

amsas. Madhyami or Madhyama had five amsas, sa, ri, ma, pa,
dha; Pancami had two amsas ri and pa and Sadja-madhya or
Sadja madhyama had .all its seven notes as potential amsas.
Abhinava explains by saying that in these three jatis only when
sa, ma or pa was the acting amsa could the sadharana svaras be
used. In the seven amsa jati Sadja- madhyama, antara ga and
kakali ni could not be used when the full fledged two sruti notes
gandhara and nisada were the acting amsas. They could be used
only when sa, ma or pa were the ruling amsas. The same
injunction accrued in the case of Madhyama which had five
possible amsas including sa, ma and pa. Pancami had two
possible amsas ri and pa and the sadharana svaras could be used
only when pa was the amsa. This jati was rendered sadava by
the lopa or dropping of the note ga and auduva by the lopa of
both ga and ni. Abhinava suggests that when this jar was
rendered sadava by omitting ga and with pa as amsa, then in
place of ga, which was thus rendered weak (a dropped note was
often not totally omitted but rendered weak), an exceedingly
weak antara gandhara was to be used. Similarly in the auduva
form of this jati, kakali nisada in place of the regular two Sruti
nisada, 100, was used as a very feeble note.

The Vikrtas, although, derived from the Suddhs, are not
described as the Suddhas, but described by their own names. This

A
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is unlike material substances derived from their cause, eg. a pot

! ; made of earth called earthen-ware, but it is not like this.

i 127.  Thisis a very curious derivation. The vigraha vakya is totally at

4 e variance with the types of compounds mentioned, a sure sign of

i1 M | the bad state of the text.

I F | 128.  Should not aparaspara be paraspara ?

‘ 129. The idea seems to be that dvaigramikya character may be defini-
tional by virtue of the use of svaras, grahas etc. from the two
gramas. ¢

130.  Eighteen jatis have been enumerated by Bharata, 7 belonging to
sadin grama and the rest to madhyama grama These eighteen !
jatis were further subdivided into two - Suddha and Vikra. !'
Suddha jatis were those which were named ‘after the seven ]
svaras, and that very note after which the jati was named was its
amsa, graha, nyasa and apanyasa. It also had the nyasa svara ]

S s S
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regularly in the mandra and did not have notes dropped from it.

When two or more characteristics of the Suddhaja jati were altered ‘

except for the nyasa (though it could be sometimes inthe madhya

sthana too), it was termed a Vikrta jati. These were born through

mutual combination (samsarga) of the Suddha jatis. These were

eleven in number and their names and origin have been

enumerated by Bharata.

Parent Jatis Derived Jatis

(Suddha) (Samsargaja Vikrta)

1. Sadji and Madhyama Sadja-madhyama

2. Gandhari, Sadjt Sadja Kaisiki

3. Sadji, Gandhari, Dhaivafi Sadjodicyava

4. Sadji, Gandharyi, Gandharodicyava
Madhyama, Dhaivafi.

5. Gandhart, Pancami, Madhyémod’icyavit’i
Madhyama, Dhaivafi.

6. Gandhari, Pancami, Raktagandhari
Saptami (Naz',v?zdb
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7. Gandhari, Arsabhi Andhrii

8. Arsabhi, Pancanii, Gandhari Nandayanfi

9. Arsabhii, Pancami Karmaravi

10. Gandhari, Pancami Gandharapancanit
11. Sadji, Gandhari, Madhyama, Kaisiki.

Pancami, Naisadi. _
Since these had some characteristics of the Suddha altered in
them, they were termed Vikr1a; since they were born of combina-

tion, they were also Samsargaja. See also my A Historical and
Cultural Study of the Natyasastra of Bharata; fn 141, pp. 219-21.

Perhaps sadjasvaratvena is a mistake for satsvaratvena. This
would be closer to the text of Bharata.

Bharata speaks of four jatis which always had seven notes, i.e.,
they were purna jatis, four were hexatonic (sadava) and ten
pentatoni= ie., auduva. Madhyamodicyava, Sadjakaisiki,
Karmaravi and Gandharapancamt had all seven notes. Sadji,
Andhri, Nandayanii and Gandharodicyava were hexatonic. The
pentatonic jatis of the sadja grama were Naisadi, Arsabh,
Dhaivafi, Sadja-madhyama and Sadjodicyavait; the madhyama-
gramiki pentatonic jatis were Gandhari, Raktagandhari, Mad-
hyama, Pancami and Kaisiki. However, Bharata also adds that
those that were hexatonic could sometimes be rendered as pen-
tatonic and vice-versa.

Here Abhinava discusses the amsas which did not permit
sadavita and auduvita.

A general rule that govemed these jatis, was that in the rendering
of sadvita and auduvita of these jatis, the samvadis could not be
dropped. Hence the jatis had to be rendered hexatonic or pen-
tatonic in such a way so as not to effect the samvaditva.

The three jatis indicated by Gandhari etc., are Gandhari, Rak-
tagandhari and Kaisiki, all belonging to the madhyamagrama.
Here a samvada existed between ri and pa. In these jatis, the
hexatonic rendering was effected by the dropping of rsabha.
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However, when pa (which was indispensable in the madhyama-
grama) was the amsa, ri could not be dropped and then sadava
rendering was not permiited.

Sadjodicyava belonged to the sadjagrama where a samvada
existed between ri and dha. In this jati, sadava was effected by
the dropping of ri. This jati had four amsas viz. sa, ma, ni, dha.
When dhaivata (which was indispensible in the sadja grama)
was the ruling amsa, ri could not be dropped because of the rule
of samvada.

He, i.e., Bharata sums up the seven amsas which prevent
hexatonic rendering in certain jatis. These are ni, ga, pa, pa, pa,
ga, dha. Tn case of either ni or ga being the (ruling) amsa, the
jati Sadja-madhyama cannot be rendered hexatonic. If pancama
is the dominant amsa in the three jatis Gandhari, Raktagandhart
and Kaisiki then these jatis cannot be rendered sadava. If
gandhara is the amsa in $adji and dhaivata in Sadjodicyava,
then both these jatis cannot be rendered sadava.

No independent rationale can be discerned here, i.e., for barring
auduvita with all four amsas (sa, ma, pa, ni) in these two jatis.
It seems simply a matter of prescription in the Sastras.
Possibly, Abhinava means the recounting of the number of amsas
which do not permit sadava and auduvita.

Abhinava probably means sixty-three. That this is what he has
in mind is obvious by the next sentence. By subtracting nine amsas
from the total number of amsas he arrives at the number fifty-
four.

The four ever pirna jatis were Madhyamodicyava (1 amsa),
Sadjakaisiki (3 amsas), Karmaravi (4 amsas) and
Gandharapancami (1 amsa), thus giving a total of 9 amsas. In
Sadjamadhyama (ga or mi), Sadji (ga), Kaisiki (pa), Gandhari
(pa), Raktagandhari (pa) and Sadjodicyava (dha). These seven
amsas prevented the sadavita rendering of these jatis. Thus
subtracting 16 (=9+7) from 63 amsas, we are left with 47 amsas.
It is these remaining forty-seven amsas which when used permit
the jatis to be rendered as sadava.
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The ever purna jatis have 63 amsas
Sadava jatis have 47 ”
Auduva jatis have 30 7
Jatis named Pesin

7 notes have
147 amsas

With this total of hundred and forty-seven amsas both the
gramas can be obtained. See also Brhaspati ibid., pp. 100-101.
Probably what is meant is grama raga (not grama and raga)
belonging to the popular dhruva gana system of singing. But as
to what ‘may happen’ is not clear. Probably it may refer to the
violation of rules regarding sadavita and auduvita (which was
the context earlier). Dhruva gana was not governed by such rigid
rules.

This passage is quite cryptic and does not give clear reading. In
the latter part, however, Abhinava seems to refer again to the
twelve amsas which prevent auduvita viz., eight in Gandhari
and Raktagandhari (sa, ma, pa, ni each), two (ga, m) in
Sadjamadhyama and two in Pancamii (ri) and Kaisiki (dha)
respectively.

Bharata clearly refers to the indispensability of only the mad-
hyama— (N.§ .28, 33; 28, 65). He does not say this about the other
notes. But according to Abhinava there was another opinion also
and in this context he (AB. NS 28, 34) quotes Dattila (Dattilam.
20), Visakhilacarya and others. These theoréticians held the
opinion that dhaivata was indispensable in the sadja grama,
pancama in madhyama grama and madhyama in both the
gramas. They do not accept the opinion of Bharata that it was
only madhyama which was indispensable.

As said, a peculiar feature of gandharva was the indispensability
of madhyama in both the gramas. It seems to have been bor-
rowed from samagana. Bharata speaks of this as a common
feature of gandharva and saman music. "Madhyama is the chief
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of all notes andistmnedsindispensable-soithasbeensaid
in the rules of gandharva and saman” (28, 65).

The reason given by Abhinava for its importance in
gandharva and saman is that it holds a position of equilibrium.
Madhyama is the central note dividing the octave into two parts:
Sa, ri, ga and pa, dha ni, the lower three being consonants to the
upper three, Sa to pa, ri to dha and ga to ni. Between these two
divisions, madhyama, the nucleus, stands alone and has no note
left as its samvidi. Hence it is not to be dropped due to its solitary
and central focal position.

In this context (the indispensability of madhyama) Bharata
uses the word gandharva kalpa. Abhinava interprets the term
gandharvakalpatomeannotonlyg?'mdlwmbutalsogrbna
ragas which were those forms of dhruva gana that were closest
to the jatis. These i.e., grama ragas were bom directly of the jatis
in contrast to the bhasa, vibhasa etc., which were bomn not of
gandharva forms but out of grama ragas. Kallinatha explaining
the significance of the name grama raga and its relation to
‘grama’, connects this form directly with the jatis, “even though
the grama ragas are not directly born of the gramas but only by
way of the jatis, yet they are less removed from the gramas than
such forms as bhasas, ragas etc. Hence they are called grama
ragas (Kalanidhi on SR. 2, 1-8- 14). Hence in the grama-ragas,
{00, as in the jatis, madhyama is said to be an indispensable note.
However, it did not have this position in other dhruva forms such
as bhasa etc.

The word ‘rakti’ has been translated by Dr. Mukund Lath as
‘musical charm’, which does not seem to do justice to its subjec-
tive, experiential implications.

Graha was the note used at the commencing of a melody: that
the graha was the intial note of a melody is an accepted fact. The
controversial aspect, however, is its relationship with the amsa.
Is graha only similar to amsa, or is it in fact, identical with it ?
From the passage of Abhinava it is clear that though invariably
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graha and amsa were the same, there were some exceptions too,
as in Nandayanfi Jati, hence each had their independent status
too. Graha, being the intial note had a limited role, whereas amsa
was a much larger concept. It was the note which determined the
form of a melodic structure and was the dominant note in it. The
grahas specified for a jati are exactly the same as their amsas,
except for Nandayanft.

149. ‘Sadgrahah’ here does not make sense, hence the alternative
reading ‘sadjograhal’ is suggested. Sadja is graha, amsa and
nyasa of Malavakaisika (Brhaddesi, 346). Abhinava also says
this while referring to gramaragas at the end of the chapter. The
meaning, then, would be that in the various forms in which
Malavakaisika is sung, all do not regularly have sadja as graha.
(Hence the need to define graha and amsa separately). In the
jati-gana the graha and amsa are invariably the same except for
Nandayanii. However, this was not always so in the grama-
ragas, as is evident from the example of Malavakaisika as given
by Abhinava.

150.  This means that, amsa is the note which governs the movements
in the rara and mandra octaves.

151.  Amsa is the most prolific note as compared to all others and,
hence, it is the dominant note. ‘Svasvarapeksaya’ here, seems a
mistakes for ‘sarvasvarapeksaya’. |
152. In relation to amsa, other notes are established such as |
samvadi, anuvadi etc., and on it depend the five factors graha,
apanyasa, vinyasa, sannyasa and nyasa. The amsa is, however,
in no way related to th~ vivadi note.
153.  Even if some of the notes (not samvadi, anuvadi, but others apart
from them) do not look in the same direction as the amsa (i.e.,
are not associated with it), yet it may still impart charm to them,
by a kind of covered withdrawl.
154. In verses 68-70 Bharata enumerates these ten characteristics of
the amsa. These are (1) Amsa is that note (of the musical
composition) in which lies the charm and from which is
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generated the aesthetic form of the composition; (2) it determines
the range of the mandra; (3) also the range of the fara; (4) it is
the most prolific note; it determines the (5) graha, (6) apanyasa,
(7) vinyasa, (8) sannyasa, (9) nyasa; (10) it is the note which the
others follow.

What Abhinava is trying to say, is, that this rule of ascent upto
fifth of amsa, pertains only to notes vibrating in the head and
heart, i.e. the rara and mandra. If it is applied to the madhya
saptaka (i.e., ascent up to the fifth note of the amsa in the middle
octave), then it would greatly contradict practice. In the madhya
saptakaallnotwmtobetakenandthemtrictivemlcistobe
applied only in the lower and higher octaves.

Here Abhinava comments on the movement of the fara. He says
that if sadja was the amsa, then, starting from the sadja itself one
moved upto the fifth note, i.e., sa, ri, ga, ma, pa. This was if one
could stretch the voice so high. There was no fault in going upto
a note lower, but it was never to be beyond the fifth note. With
rsabha as amsa, one could move upto ara dhaivata, and with
gandhara as amsa upto fara nisada. With ma, pa, dha, ni, the
maximum permissible movement was the nisada of the higher
octave. This meant that the atitara was never to be taken. The jati
Nandayanii was an exception to the rule of the fara movement.
In the Nandayanfi, the movement in the higher octave was
confined only up to the first f7ra note, i.e., the fara sadja.

In NS 28.24, Bharata singles out two pairs of notes ri-ga, and
dha-ni as being vivadis. It is perhaps because of this vivaditva
that Abhinava talks of lack of rakti here ?

How would the #Gra movement be calculated in jatis which were
hexatonic and pentatonic and which omitted notes ? The rule was,
that, as regards such jatis, while determining the upper limit of the
highcroctave,theomiuednmewasalsotobecmmted.'lhweml&s
about the f@ra limit pertained only to the jatis of gandharva and not
to grama ragas.

There were three options for the extent of movement in the lower
octave. One possible limit for the movement in the lower octave




Rt tay —'fnn——-wu-—-«d.\

NOTES

158(b).

159.

159

was the amsa note itself in the mandra saptaka. Another option
for the lower limit was the nyasa svara. Yet another altenative
for the limit of the lower movement was the note beyond the
nyasa, for example, if gandhara was the myasa, one could move
down up to the rsabha.

Here, the unedited text reads ‘langhanabhyayoh visam; the
edited text has ‘langhanabhyayoh visam; the proposed reading
is ‘ langhananabhyasayoh’ where visam does not make sense and
so is omitted.

Alpatva was of anote which was weak, or used rarely or omitted.
The alpatva of a note in any jati could be effected in two ways,
viz., by langhana and by anabhyasa. Langhana was effected by
gliding over a note in such a manner so as to leave it unem-
phasised, and, there by, rendering it subordinate to the empha-
sised note. Anabhyasa was the avoiding of the repetition of the
note. What was the difference of context ? When did the alpatva
operate through langhana and when by anabhyasa 7 Abhinava
has an answer to this. In the piirnavastha of the jati (where no
note was to be dropped), then alpatva was effected on the weak
note through langhana, Anabhyasa operated on notes that were
not potential amsas (paryayamsa). He gives the example of the
jati Sadja, where, anabhyasa operated on the anamsas, nisada

.and rsabha. However, it could not operate on the graha and

samvadi notes. .

* Bahutva was the prolific use of a note. This could be effected in

two ways, viz, by abhyasa and by alanghana. The former meant
frequent repitition of the note.

Alanghana meant, not skipping over a note while rendering
the jati-sancara.

The strong notes in a jati, were, obviously the amsa, the vadi
and the samvadi. Apart from these inherently strong notes, the
other notes on which bahutva operated were the paryayamsas
(alternative amsas) and notes which even though not samvadi
were strong. Bharata has not mentioned the term paryayamsas,
but Abhinava has.
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3 160(a). Some of the text is missing here, but it seems that Abhinava is
trying to define the antaramarga. The antaramarga manifests
the jati. Where the amsa note is predominant in a group (dala)
of selective notes, the samvadis, too, are strong, the anuvadi
notes follow, alpatva operates on weak notes and bahutva on
strong notes; such a play and interplay of notes is called the
antaramarga of the jati and helps to unfold or manifest the nature
or form of the jati.

161. See note 132.
162. See notes 140, 141, 142 and 144,

163. A rendering with four notes was only possible in dhruva gana,
but was not permissible in gandharva music. Only heptatonic,
hexatonic and pentatonic renderings were possible in gandharva
music :

164.  Inall the jatis, graha and amsa were the same note (NS.28,67).
Nandayanii,however, seemed the only exception. In verse-79 of
this chapter Bharata gives pancama both as the graha and amsa.
However, in another place (verse-134) he says that the gandhara
should always be made the graha and amsa. Matanga
(Brhaddesi. 275), and, quoting him Sarigadeva (SR. 1,7,107-
108), too, explicitly state both the options, i.e., (i) pa as amsa
and graha (i) ga as graha and pa as amsa - "Nandayantyam
pancamo 'mso gandharastu grahah smrtah | Kaiscittu pancamah
prokto graho syam gitavedibhih /| Abhinava (AB on NS. 28. 67)
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f mentions gandhara as graha, although here (ibid. 28,79) he
il gives it as an option to be accepted. Dattila (Dattilam,85) how-
‘i ever, gives only gandhara as graha.
1 165. Jatis Total no. of amsas
; l in each group.
il Group of one amsa jatis
i j 1. Madhyamodicyava
il i 2. Nandayanit 3
i l, 3.Gandharapancami

pom

ety
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Jatis Total no. of amsas
in each group.
Group of 2 amsa jatis
4. Dhaivafi
5. Pancami 6
6. Gandharodicyava
Group of 3 amsa jatis
7. Arsabki
8. Nisadirii 9
9. Sadjakaisiki
Group of 4 amsa jatis
10. Sadjodicyavafi
11. Karmaravi 12
12. Andhri
Group of 5 amsa jatis
13. Madhyama
14. Gandhari 20
15. Rakigandhari
16. Sadji
6 amsa jati
17. Kaisiki 6
7 amsa jati
18. Sadjamadhyama 7
Total = 63 amsas

Vyapadesa means designation. Vyapadesin is one that is desig-
nated. VyapadeSivadhava enables one to treat the object in
accordance with its designation. Thus, a jati is here called a gana
becouse it is treated as belonging to a designated gana having a
particular number of amsas.

Bharata (NS 28, 96-97) prescribes a sanicara or movement of
sadja and gandhara as also sadja and dhaivata in the jati Sadji.
The commentary on the Brhaddesi (251) also says the same -
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‘sadjagandharayoh sadjadhaivatayosca samgatih, gandharo’
tivelapaditval parsparagamanam ca samgatih.” Kallinatha, the
commentator of the Sangitaramakara defines this movement
more specifically. He says “the sangati, here, should be of sa-ga
and sa-dha”. Here sadja has to be associated with gandhara and
dhaivata, both of which happen to be removed from it by one
note (thus : sa (ri) ga,and dha (ni) sa). This association (of notes)
should be aesthetically charming. The sangati should be thus :
either sa ga sa ga sa dha sa or ga sa ga sa dha sa - ‘sagayoh
sadhayoscatra samgatiriti. Atra sadjasya
gandharenaikantaritena tadrsenaiva dhaivatena ca yatharakti
sambandhah sagasagasadhaseti gasagasadhaseti va karyah.’

Kalanidhion SR, 1,7,61.
The jati Sadji has five amsas viz, sa, ga, ma, pa, dha. Tt had 2
forms; viz, the heptatonic and hexatonic and as such would have
a total of 10 amsas. Sadji was rendered hexatonic by omitting
the note nisada. However, when Sadji had gandhara as amsa, it
could not be rendered hexatonic, because ni as a samvadi could
not be omitted. Consequently Sadji could be rendered hexatonic
with only 4 amsas (not five) viz, sa, ma, pa, dha. Hence, in
practice there were only a total of 9 (not 10) amsas in both the
suddha and vikrta forms. The Vrtti on Brhaddesi 251.

also says the same -

“Sadji (dvi) vidha nityasampiirna sadava cefi.........Suddha
vikrtasca panca purnascatvarah sadavah gandhare' mse
SEAQVBPAVAAGL,........coresnere Suddham parityajya caturvidha
Sadji vikrta boddhavya.

Just as the recitation of Vedic mantras used as formulae (nigada
stuti) or while reciting mantras during the kindling of sacrificial
fire (samidheni), there is an invisible or transcendent effect
(adrstaphala), similarly also, th. performer of gandharva music
attains adrsta phala.

Some technical terms pertaining to fala have been mentioned
here, viz., kala, kalapata, caccatpula, catuskala, vartika marga
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etc. Kala was the basic unit of time - measure in ancient ralas.
(For further details see notes 35 and 36). The beats could be
sounded and unsounded. Pata literally meant a sounded beat.
The basic structures of fala were classified into two basic groups,
aduple arrangement and a triplearrangement. Thus, caccatputah
and cacaputah were the two basic tala-prototypes. Bharata terms
them yonivadya (NS' 31,7), because they were the base on which
were constructed other alas. For further details of these two see
note 16. Bharata speaks of three layas or tempos viz., druta or
fast, madhya or middling and vilambita (slow). These cor-
responded to the three margas; citra marga (druta laya), vrtta ot
virtika marga was in madhya laya ot medium tempo and the
daksina marga related to vilambita laya ot slow tempo. In the
three margas, there were three different styles of applying the
kalas. Thus, in the citra marga, the style of applying the kala
was ekakala, i.e., for eg., in the caccatputah tala it would be-

S S 8 S—Hetet.hemodeofsinglekal&wasused.ln
R U v

(kalas)
the vartika, the dvikala mode was used -
Paribhasic matra - (see note 36)

ss S8 S5 SS

foreg: S W i i dvikala caccatputah
pada nllargas (5o oks 36)
In the daksine marga, the catuskala mode was used.
Paribhasic matra '
SSSS SSSS SSSS SSSS
foreg: — > 3 r catuskala -
pada margas caccatputah

The point which Abhinava is trying to make, is, that in the
singing of this jati (probably Nandayanit only, to which he has
referred to), it is sung in caccatputa tala. The Sadji is sung in the
pancapani tala (Brhaddest Vrtti. p.70; SR 1,7,62) which was a
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different mode of fala, the popular practice was to render it in
the vartika marga, which meant medium tempo. The rala, too,
was the basic, ordinary caccatputah tala. He goes on the say that
(theoretically) the real application should have been the
catuskala mode (i.e., daksina marga), however, it is not popular
in actual practice. The catuskala mode would have been an
extremely vilambita form or slow tempo, perhaps that is why the
vartika marga or medium tempo was preferred by people by the
time of Abhinava.
Gandharvamusic consisted of jati singing and was distinguished
from dhruva-gana which consisted of grama ragas. The jati gana
itself had 3 parts: the pada (words), svara (notes) and fala (time
measure). The svarabhaga consisting of svara and samskrta and
prakrta pada or words was well known. However, the rala part
of gandharva music was extremely complicated The three basic
tala-structures - caccatputah, cacaputah and pancapani helped
in building the structure of large, elaborate and complex tala
forms such as the vardhamanaka, seven gitakas etc., which have
no parallel in present day tala. Vardhamanaka was made up of
acombination of (fala constituents such as) @saritas (NS, 31,69).
It consisted of four asaritas viz., kanistha, layantara, madhyama
and jyestha. The different @saritas differed as regards the words
and laya. Bharata (ibid.31,156) says that the vardhamanaka was
so named since it increased constantly as regards kalas (from 9
to 17 to 33 to 65) words and laya (from ekakald to dvikald to
catuskala - though in effect the speed is decreasing). The
vardhamanaka was the fala form which accompanied the
tandava dance performed during the pitrvaranga or the preamble
of the play. The gitaka was a complex fala - cum-melody
structure. Its main importance, however, lay in its complex and
elaborate fala. The seven gitakas were: madraka, ullopyaka,
aparantaka, prakart, ovenaka, rovindaka and uttara. They could
be rendered in the ekakala, dvikala and catuskala modes.

For further details of vardhamanka and gitaka see my A
Historical and Cultural Study of the Natyasastra of Bharata.
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- Bharata (NSI 28,115) and Abhinava both refer to a typical move-
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pp-259-269. Trotika, mentioned here, seems a type of desi com-
position, set to a desi metre. S'amgadeva refers to a
Totakaprabandha. SR,2,4,244-45
Dhruva gana was ancient stage music. Five types of dhruvas
have been enumerated by Bharata v1z pravesiki, aksepiki, prasa-
diki, antara and naiskramiki (NS 32, 310-315) The dhruvas
suggested acts and moods of different characters in a play, and
this was suggested by the contents of the songs, as well as their
metre, language, tempo and tala. Particular types of dhruvas
were to be rendered on particular junctures. The entrance and
exit.of characters was indicated through the pravesiki and
naiskramiki dhruvas respectively. If there was a sudden distur-
bance in the prevailing rasa of the scene, by the imposition of a
new element, then the @ksepiki dhruva was employed. The
prevailing rasa which had been disturbed was once again
purified and stabilised by the prasadiki dhruva. The antara J
dhruva was sung to cover up a fault or mistake by the actor during
the actual enacting of a play. 1
Dhaivata is the samvadi of rsabha in the sadja-grama. Here, in
the sadja-grama, dha is an indispensable note, i.e., it can never
be dropped. Hence in the Sadjodicyava jati, there in nohexatonic

rendering with dha as amsa. Consequently, there are only three
hexatonic renderings- with sa, ma or ni as amsa. Samgdeva too,
says - ‘dhaivata mse na sadavam’ (SR. 1,7,82). K
Samgdeva explains that ni is alpa or rare, except when ga is the
amsa, or when it (n) is vadi. niralpo’ msadgadrte vaditam
vina® (ibid.1,7,86)
The Vrtti on Brhaddesi. 251 (p.72) elucidates that the sancara
in this jati is according to one’s own discretion, as long as it did
not violate the rules of the grama - ‘gramavirodhena yathestam
sancara’ The Daitilam, 73., also says the same. This is probably
explained by the fact, that, since there were as many as seven
amsas in this jati, it could be sung in a multiplicity of ways.

ment in the Gandhari jati ‘from rsabha to dhaivata’ (‘rsab-
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haddhaivata’). However, all others refer to this movement as
being from ‘dhaivata to rsabha. ‘dhaivatadrsabham’ (Dat-
tilam.75), says Dattila. The Vriti on Brhaddest. 251 (p.73) refers
to the association of dhaivata and rsabha ‘dhaivatarg&bhayob
sangatih’. However, it also says, ‘ma pa ri dha iti prayogah
kadacidapina syat’. 1t is possible that he means movement from
dha to ri. Sarngdeva also refers to movement from dhaivata to
‘rsabha......... dhaivatadrsabham vrajet’ (S.R. 1,7,67).

The jatis Gandhari and Raktagandhari shared many common
characteristics. What then was the difference ? Firstly, the notes
nisada and dhaivata (despite the fact that dha was a lopya svara)
were strong in Raktagandhari. Secondly, there was a special
movement between sa and ga. This particular sa-ga movement
was to be made without sounding the note rsabha (N§28,1 17).
Abhinava explains, that, in moving from sa to ga and back,
rsabha should be skipped, thus bringing these two notes
together, Finally, the apanyasas of the two jatis were different.
Gandhari had sa and pa as apanyasa, whereas Raktagandhari
had ma as apanyasa.

There seems to be a mistake here. Bharata specially says that this
jati could not be rendered auduvita i.e.,pentatonic (NS.28,118).

The jati Gandharodicyava had much in common with the jati
Sadjodicyava. Both had the same apanyasas, hexatonic render-
ing, mutual sancara of amsa notes - and prolific use of mandra
gandhara. However, Sadjodicyava had four amsa notes - sa, ma,
dha, ni and Gandharodicyava had only two - sa nd ma, and even
in this, amsa by sadja was more frequent. Moreover,
Gandharodicyava did not permit pentatonic rendering. Even
though the antaramarga (calana) in both the jatis had the mutual
association of amsa notes, yet in the actual rendering a difference
would inevitably come out in the antaramarga. In
Sadjodicyava it would be the mutual sancara of four amsa notes
viz., sa, ma, dha, ni, and in Gandharodicyava, it would be the
sancara of only two amsa notes, namely, sa and ma.
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Dattila (Dattilam,80) and Sarngadeva (S.R. 1,7,75) give three

apanyasas viz., ri, pa and ni.

The reading ‘sadjamadhyamayoramsatvad ’ should be corrected

to sadjamadhyamayoranam&atvad *, since sa and ma are not

amsas, but anamsas in this jati. Sa, ma and ga are particularly
weak in this jati ; sa and ma, due to their being anamsas, and ga

because it is lopya.

The Asiatic Society edition gives a sancara between madhyama
and rsabha in this jati; ‘Sancaram madhyamasya rsabhasya ca’
(NS A.S. ed. 28,133). However, the reading in the Gaekwad
edition has a pancama-rsabha sancara. Abhinava’s commen-
tary seems to lend support to the reading in the Ablatlc Society
ed - ri ma (pa) ityanayoranyonyasangatih’ (AB on NS 28,126).
The bracket has been added by the editor and does not form part
of the manuscript reading. Moreover, while commenting on

verses 127-128, Abhinava clearly states that Bharata speaks of
sangati between ma and ri - ‘uktam madhyamarsabhasanganr—
msadt'zd-gandlmra iti pancamyam’ (AB on NS. 28,127-128).
Matanga, Dattila, Simgadeva and Kumbha, too, speak of mad-
hyama-rsabha movement.

a) madhyamiarsabhasya sangatih. Brhaddest. 218.

b)......madhyamarsabhasangatih. Dattilam. 80.

¢) rimayoh sangatih. S.R.1,7,73.

d) rimayoh sangatih karya. S.Kgj. 2,1,4,258.

Acarya Brihaspati opines that since ri-pa were samvadi (in
the madhyama grama), why should Bharata mention their
sangati specifically. Obviously pa is an editing mistake for ma-
Brihaspati, Bharata Ke Sangita Siddhanta Ka Itihasa fn on
p-103,. Ga-ni was a secondary movement. Bharata says it was
less frequent (NS 28,126). Abhinava says that this sangati took
place when this jati was purna (for obviously these were the two
notes dropped in the hexatonic and pentatonic renderings).

Gandharapancami was born of a combination of Gandhari and
Pancami jatis, hence it has the sancara of both the jatis.
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Gandhari had a ri-dha movement. Pancami had two sancaras
-a primary one between ma and ri and a secondary one from ni
to ga. Gandharapancami included all these movements.

Andhri had a typical movement of ri-ga. There also seems to be
a sangati of ni and dha. This is not made clear by Bharata.
However Matanga and Sarngadeva state it clearly.

.......................... rigayornidhayostatha ||
SONEAHN...crucvvorionss | Brhaddesi 172-173.
also S.R. 1,7,105.

The text as printed suggests an opposite sense , but leads to a
contradiction The ¢oxt. therefore needs to be ammended so that
‘raktatulya is read as ‘raktitulya’. This ammendment has been
adopted by Dr. Mukund Lath, but he has not specifically justified
it. (A Study of Daztilam. p.290)

‘anamsa ihabhuyah’ (anamsas are less) should perhaps be
‘anamsa ihabhuyah’ (anamsas are prolific). In fact, in the next
sentence, Abhinava quotes Visakhilacarya, saying that the latter
held that anamsas were prolific in this jati. Matanga also says
the same - ‘Bahavo’ ntaramargatvadanamsah parikirtitah’
(Brhaddesti, 268), éirflgadeva repeats exactly the same
(S.R.1,7,101).

In fact, Kallinatha, the commentator of SR, raises a pertinent
question in this context : If both the amsas and non-amsas were
to be dominant in this jati, how then were they to be distinguished
from each other ? He answers by saying that, the amsas in the
antaramarga were emphasized in the sthayi-varna (sthayitvena)
and the non-amsas were emphasized in the sancari-varna
(sancaritvena).

At the end of this chapter, Abhinava quotes a long passage in
which grama-ragas are traced to their parent jatis. The Vritikara
of BrhaddesT also says that grama-ragas are bom of jatis and he
ascribes this statement to Bharata.

321. Kallinatha, too, says the same (Kalanidhion S.R.2,1,8-14).
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In the context of explaining the significance of the term grama
of the word grama-raga, he says, that, though grama--agas are
not born of gramas but of jatis, yet, compared to forms such as
bhasas, ragas etc., they are less removed from gramas, hence
the name grama-raga -
"Gramayorjativyavadhanenotpannanamapi bhasaragad-
yapeksaya vyavadhanalpatvadetesam gramaragat-
vavyapadesah” (Kala on SR.[.c.) Abhinava, too, says "grama-
ragas, because grama means a collection of jatis and connected
with that are the excellences of entertainment and raktyatisaya”
- (Ata eva hyete gramaraga ityuktah gramohi jatisamuhastasya
sambandhino raktyatisaya iti - AB on NS.29,8). ‘
Abhinava includes grama-ragas in the forms that were
close to gandharva (gandharvakalpa. NS. 28,65). In fact, the Vriti
on Brhbdde.s‘? 364, quotes a passage of Kasyapa which ascribes
to thr: grama-ragasthe same ten laksanas which characterise the
Jjatis namely, amsa, nyasa, sadava, auduva, alpatva, bahutva,
graha, apanyasa, mandra, tara, Yet, even though close to the
Jatis, the grama-ragas did not belong to the gandharva system,
but, to the popular, freer system of music termed gana; their
ultimate purpose was not adrsta or transcendental merit (as in
gandharva), but to produce pleasure and entertainment. All the
grama-ragas used the antara-gandhara and kakali nisada
prolifically.
The mixed drink has been mentioned elsewhere too (chapter.32).
Since misrageya, i.e., grama-ragas were born through combin-
ing various elements of various jatis, they were analogus to
panaka (a popular mixed drink of the period). However, just as
the panaka, though made by a mixture of spices had a flavour of
its own, similarly, the mixed forms, though born of jaris, were
new and independent musical formis, with characteristics
peculiar to them and different from the forms they were derived
from. However, the parent jati could always be traced by dis-
cerning the jari or jatis whose structure dominated the raga form.
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Sadjagrama here denotes not only one of the gramas, but is also
the name of a grama-raga. Nanyabhupala in his Bharatabhasya
(2,6, 82-86) also giv~s Sadji and Sadjamadhyama as source jatis,
quoting ancient authorities like Kasyapa and Narada.
Samgadeva (SR2,2,27-29) however, gives only Sadjamad-
hyama as the source jafi. Both say that the ragais heptatonic and
give sadja as amsa svara. Interestingly enough, S'amgadeva says
that the fara sadja is graha and amsa of this raga. Sadja was also
nyasa and apanyasa. It was sung to the Uttaramandra
miircchana (begining with sa). It was adorned by kakali and
antara notes and Nanybhiipala says that thete was a tremolo of
dhaivata (dhaivatah kampito yatra......... ). It was sung during the
rainy seasons, and in the first quarter of the day. The rasas were
vira, raudra and adbhuta.
Samgadeva (SR 22,67) gives Gandhari, Madhyama and
Pancami as the source jatis of this grama-raga. While
Sadjagrama is termed as an ancient grama-raga (prakprasid-
dhagramaraga), Madhyama-grama (grama-raga) is termed as
‘adhunaprasiddha’ currently well-known raga. The ragas
described by him under this class must have beoome popular by
the 13th century, i.e., early mediaval period. Sﬁmgadeva (SR
2,2,67-69) says that it had mandra sadja as graha and amsa, used
the kakali note, sauvira murcchana. It was used in the muk-
hasandhi (of the nataka), was sung in summer, in the first quarter
of the day and was used in the hasya and Srngara - rasas.
The Vriti on Brhaddesi (p.89) says that this raga belongs to the
madhyama-grama- ma is amsa and nyasa. Tara ma is the graha.
Ga is weak, and kakall and antara notes are used. Ma is vadi, sa
is samvadi, ri-pa anuvadi. There is no vivadi. It is heptataonic,
and is used in srngara and hasya rasa.
The Vrtti on Brhaddesi (1.c.) gives sa as amsa, ma nyasa, weak
ga-ni and born from Sadjodicyavaii jati.
In the AB, Dhaivaii and Sadjamadhyama are given as the source
jatis of raga Kaisikamadhya. Nanyabhupala also refers to
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Dhaivaii and Sadjamadhyama (BB 2,6,189), and quotes

Kasyapa, who gives the same source jatis (ibid. 2,6,191). Matanga

(BrhaddesT, 320) and also Sargadeva (SR. 2,2,97) huwever,
give Kaisiki and Sadjamadhyama as source jatis, and this seems
more logical. This raga belonged to the sadjagrama.
Samgadeva (SR. 2,2,97-98) says that ri-pa were omitted, it
had a weak ga and kakali note, was utilised in the nirvahana
sandhi and vira, raudra and adbhuta rasas.
Brhaddesi. 319-320; BB. 2,6,88-89; SR. 2,2 21-23. This raga is
eraployed in the vira and raudra rasas and during the garbha
sandhi.
This raga belongs to the madhyema grama. It is sung in the
winter season and used in the nirvahana-sandhi. SR.2,2,30-32;
Brhaddesi, 321-322; Vrtii on ibid.
Grama-ragas were classified into categories according to their
styles of rendering. Samgadeva (S.R.2,1,2-7) ennumerates five
types of gitis, viz, Suddha, Bhinna, Gaudi, Vesara and Sad-
harant. In the Suddha style the melody was rendered in a clear
and simple style and was gentle and soft. The Bhinna style was
a complex one with subtle notes and gamakas. The Gaudi style
was characterised by the use of sharp gamakas pervading all the
three octaves. It was beautified by the use of ohati or lalita
svaras. This meant the use of trembling notes in the lower octave
rendered in fast speed, as also the use of hakara. Vesara or
Ragagiti was characterised by a brisk and fast style and the
Sadharani was a mixture of all four. These seven ragas here, viz,
Sadjagrama, Madhyama-grama, Pancama, Suddhasadava,
Kaisikamadhya, Suddhasadharita and Kaisika, all belonged to
the Suddh style of giti. These dhruvia gitis were very different
from the gandharva gitis in both name and nature.
Brhaddesi. 324; Vrtii on ibid. 324; S.R. 2,2, 79-81 Bhinnasadja
belongs to sadjagrama. The pentatonic rendering is done by
omitting ri-pa. It is used in the pravesiki gana, for example the
entrance of the hero engaged in hunting. It is used with the
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Untarayata murcchana and sung in the Autumn (Hemania)
season.
$rutibhinnah’ Brhaddesi, 331. The Vrttikara explains this to
mean that nisada obtains two Srutis from the catuhsrutika
pancama. But the difficulty is, how can nisada obtain two Srufis
from the trisrutika pancama of the madhyama-grama (this
grama-raga obtained from the madhyama-grama)?. The
Vrttikara justifies it by giving the example of Bhinna Kaisika
raga, where too, it seems that the trisrutika pancama undergoes
such a change - ‘catussruteh pancamasya yada Srutidvayam
grhnati nisadah tadasau Srutibhinno’ bhidkiyate. Nanu mad-
hyama-grama pancamasya tri$ru(ti)katvat katham Srutid-
vayam grhniti nisadah. Ucyate Bhiitapurvanyayena catussrutit-
vamasritya lopah krtah sadjagrame, evamatrapi bhavisyafiti na
dosah’

Vrtii Brhaddest. p. 91.

It may be noted, that, in contrast to the dhruva-gana, such

a change in the trisrutika pancama of the madhyama-grama
would never have been permitted in gandharva singing.

This raga was used in karuna rasa (SR. 2,2 35-37).

This Kaisikamadhyama is the Bhinnakaisikamadhyama, and is
different from the aforesaid which was Suddhakaisikamadhya.
'S’irflgadeva (SR 2,2, 33-35) does not mention the weak ga-ni,
but in fact terms it as piérna. Matanga (Brhaddesi-328) says it is
full of gamakas in the mandra sthana.

The Brhaddesi 325-26, says it was used for the entrance of the
sutradhara - ‘sitradhara-pravesena’. In the Kuttinimatam (880)
of Damodaragupta, where the staging of the first act of Ratnavalt
is described, we have an actual instance of the raga Bhin-
napancama being played at the entrance of the sitradhara.

The Vriti on Brhaddesi (p.89), has an interesting passage -
pancamasya sthane sthane vivaditvena grhito bhavati
pancamasyascasamvaditvena (?) varjyate kadacidasau Bhin-
naparncamah svarabhinno 'bhidhiyate - i.e., from place to place

-
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pancama attains vivaditva. Sometimes, pancama abstains from
its samvaditva (i.e., with rsabha) and the note is said in a
different manner, hence Bhinnapancama. Now, the Bhinna style
was characterised by complex, subtle notes. Here is an example.
Since sometimes pancama sounded in a different manner in
Bhinnapancama, it meant that the Srutis in the trisrutika
pancama must have sometimes varied and hence the differing
nature of the note. It is, then, understandable why pancama
attained vivaditva from place to place. For the same reason,
sometimes it does not have samvaditva with rsabha. It may be
noted, that, for this reason, rsabha was a weak note in this
grama-raga.

Abhinava has mentioned Karmaravi and Sadjamadhya as the
source jatis of Bhinnakaisika. However, all others, Vriti
(Brhaddesi, 330), Sangitaratnakara 2, 2, 37, mention Kaisiki
and Karmaravi as the source jatis of this raga. This raga
belonged to the madhy zma grama.

What Abhinava means, is, that these five are included in the
Bhinna-giti. These five grama-ragas are Bhinna-Sadja, Bhin-
natana, Bhinna Kaisikamadhyama, Bhinnapancama and Bhin-
nakaisika.

Matanga (Brhaddest. 334-35) only says (vira) hitah pancamena
w’; the Vrttikdra commenting says ‘pancamarahito’ yam,
satsvarah’; and finally Sarngadeva, too, says ‘pancamo jjhitah’
(SR 2, 2, 43). However, Nanyabhupala says ‘svalpau sap-
tamapancamaw’ (BB. 2, 7, 166). He quotes Kasyapa
‘hiinapancamasaptamah’ (ibid. 2, 7, 168) and strangely enough,
even cites Matanga to support his point-‘svalpapancamasap-
tamah’ (ibid, 2,7, 169). .

This raga was used for vipralambha Srngara rasa and was
used for vigorous dancing (udbhatanatye, udbhate natane) -
Vrtti on Brhaddesi. 334; SR. 2,2, 44-45.

Abhinava gives Dhaivaii and Madhyama as the source jatis
which seems to be a mistake. The Brhaddési. 336, BB. 2,7, 167-
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note or a dvisrutika note, if either are raised or lowered by even
a single Sruti, then it will create discordance, since a five Sruti
or a single $ruti note is not possible.

In another place (AB on NS, 28, 27), Abhinava discusses

the tremolo of the trisrutika pancama of the madhyama-grama.
He speaks of three types of tremolos - kampita, kuharita and
recita.
Vadi, samvadi, vivadi and anuvadi were the four terms for four
different kinds of notes to be found in jati singing of gandharva
music. Bharata equates the vad7 with the amsa- the predominant
note in a jari. Bharata says, that, notes which have an interval of
nine or thirteen $rutis between them are mutually samvadi or that
they have a natural harmony.

The meaning of vivadt in the context of present day Indian
music is that note which is omitted in a certain raga, or, that
which brings about discordance. The concept of vivadi in
gandharva seems to have been different. As regards vivadr,
Bharata says, that, “those which have two Sruti intervals are
termed vivadis such as ri and ga, dha and ni. Thus, particular
notes have not been singled out and described as vivadis to
particular jatis. Instead, two pairs of notes, ri and ga, dha and ni
are described as vivadis to each other, ga being at a two Sruti
interval from ri, and so also ni from ga.

The concept of anuvadi seems to be, that which is not vadi
or samvadi, but also not vivad.

Here, Bharata enumerates different elements of a jati. Nyasa is
the concluding note of the melodic structure. Apanyasa occurred
at the end of smaller parts, within the melodic structure. Each jati
had specific notes prescribed as nyasa or apanyasa for them.
Sannyasa was the concluding note of the first vidari (a sub-
division of the melodic structure).

There were eighteen jatis which were sub-divided into two-
Suddhd and Vikria. Suddhi jatis were those which were named
after the seven svaras, and that very note after which the jari was
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pancama attains vivaditva. Sometimes, pancama abstains from
its samvaditva (i.e., with rsabha) and the note is said in a
different manner, hence Bhinnapancama. Now, the Bhinna style
was characterised by complex, subtle notes. Here is an example.
Since sometimes pancama sounded in a different manner in
Bhinnapancama, it meant that the Srutis in the trisrutika
pancama must have sometimes varied and hence the differing
nature of the note. It is, then, understandable why pancama
attained vivaditva from place to place. For the same reason,
sometimes it does not have samvaditva with rsabha. It may be
noted, that, for this reason, rsabha was a weak note in this
grama-raga.

Abhinava has mentioned Karmaravi and Sadjamadhya as the
source jatis of Bhinnakaisika. However, all others, Vriti
(Brhaddesi, 330), Sangitaratnakara 2, 2, 37, mention Kaisiki
and Karmaravi as the source jatis of this raga. This raga
belonged to the madhy zma grama.

What Abhinava means, is, that these five are included in the
Bhinna-giti. These five grama-ragas are Bhinna-Sadja, Bhin-
natana, Bhinna Kaisikamadhyama, Bhinnapancama and Bhin-
nakaisika.

Matanga (Brhaddest. 334-35) only says (vira) hitah pancamena
w’; the Vrttikdra commenting says ‘pancamarahito’ yam,
satsvarah’; and finally Sarngadeva, too, says ‘pancamo jjhitah’
(SR 2, 2, 43). However, Nanyabhupala says ‘svalpau sap-
tamapancamaw’ (BB. 2, 7, 166). He quotes Kasyapa
‘hiinapancamasaptamah’ (ibid. 2, 7, 168) and strangely enough,
even cites Matanga to support his point-‘svalpapancamasap-
tamah’ (ibid, 2,7, 169). .

This raga was used for vipralambha Srngara rasa and was
used for vigorous dancing (udbhatanatye, udbhate natane) -
Vrtti on Brhaddesi. 334; SR. 2,2, 44-45.

Abhinava gives Dhaivaii and Madhyama as the source jatis
which seems to be a mistake. The Brhaddési. 336, BB. 2,7, 167-
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69, and S.R. 2,2, 40 give Sadjamadhyama as the source jati. This
raga belonged to the sadjagrama (Vrtii on Brhaddest).
Matanga (Brhaddesi335-36) and Sargadeva (S.R. 2, 2,45) give
Kaisiki and Sadjamadhyama as the source jatis. Abhinava gives
Karmaravi and Sadjamadhyama.

Brhaddesi. 340; S.R. 2, 2, 120-20. Sauwvira belonged to the
sadjagrama (Vrtii Brhaddesi. 340). It had sa as amsa, graha and
nyasa. It was a purna raga, but ga and ni were weak. It was used
in entrance songs, for the entrance of house-holders,ascetics etc.
It was employed in the last quarter of the day. Interestingly
enough, this raga is said to have been utilized in Sanfa rasa.
Abhinava mentions only Sad}amadhyama as the source jati of
this raga. Matanga (Brhaddest. 339) and Samgadeva (SR. 2,2,
90) give Dhaivaii and Sadjamadhyama as the source jatis.
Nanyabhupala (BB. 2,7, 114) gws Dhaivaii and Sadjika (Sadji)
as the source jatis. Matanga and Samgadeva say that it has a
weak pancama; according to Nanyabhupala pa is omitted, the
Vrttikara of Brhaddesi says that ni-pa is weak. This raga
oelonged to the sadjagrama and was sung in the monsoon
season.

The text quoted in Abhinavabharati is far from clear. The pas-
sage of Nanyabhupala in the BB (2, 7, 116) gives dha, pa as nyasa,
sad;aasath.éaandSatﬁamadh)ﬁassmnocj&tL Nanyadeva also
quotes KaSyapa, but the passage of KaSyapa gives Takkaraga as
the source (ibid. 2, 7, 117). Hence, this is probably Mala-
vavesarika, which Kallindtha (commentator of SR) gives as the
bh&s&ofTakkamga.ThcpasageofKasyapatoo has
M‘alavathavesanka not Malavavesara. Neither Matanga nor
S"amgadeva mention this grama-raga. Interestingly enough,
Samgadeva mentions a grama-raga called Malava pancanm
(SR.2,2,53-54), which arises from Madhyama and pancami jatis,
the same source jatis which Abhinava mentions. Perhaps he
meant this grama-raga ? This Malavapancama raga is used for
the entrance of the kancuki or Chamberlain.
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Brhaddesi. 342 and Vrtii on ibid; BB. 2, 7, 104-106; SR 2, 2,
48-50.

This grama-raga belonged to the sadja-grama. Nanyadeva
mentions only srngara rasa in connection with this raga. How-
ever, the Vrttikara and éﬁn}gadeva both refer to $anta rasa also,
in connection with this raga.

For the source jati of Boita, the text of AB simply says
‘dhapamadhyodbhava’ . Matanga (Brhaddesi. 343), Samgadeva
(SR. 2, 2, 50-52) and Nanyadeva (BB. 2, 7, 92-93) gives the
source jatis as Pancami and Sadjamadhyama.

Abhinava gives the source jatis of Hindolaka in a formula style
‘ridhajatyanyasambhavah’. From Sarngadeva, we know that
rsabha and dhaivata were omitted in this raga and the jaris
which derived their names from these two notes were the ones
which were the source jatis of this grama-raga (S.R. 2,2,93-94).
It is employed in the spring season.

For the source jatis of Takkakaisika, Abhinava, here again, says
in a formula style ‘madhajatibhak’ to indicate Madhyama and
Dhaivaii jatis. Matanga ( Brhaddesi. 345), éirﬁgadeva (2,2,190)
and Nanyadeva (BB. 2, 7, 101) also give Dhaivafi and Mad-
hyama as source jatis.

See also Brhaddesi. 346, SR. 2, 2, 71-73 dha is weak, it is
employed for vipralambha $rngara and is sung in the winter
season.

These eight, viz, Sauvira, Takka, Malavavesara, Vesarasadava,
Boita, Hindolaka, Takkakaisika and Malavakaisika belong to the
Vesara giti or style.

Nanyadeva (BB. 2, 7, 178) gives Sadjamadhyan.a as the source
jati of Bhammanapancama. Matanga (Brhaddesi. 355) and
éinigadeva (SR 2, 2, 60) term the source-jati as Suddhamad-
hyama. This is probably an error for Sadjamadhyama.

The Brhaddesi. 356 and SR. 2, 2, 55-57 mention weak ri-pa in
this raga. Nanyadeva (BB. 2, 7, 183-85) says that ni and ga were
strong. He also says that this grama-raga was used for Srngara
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and adbhuta rasas when ni was sometimes used as nyasa.
Sam gadeva mentions the raudra and adbhuta rasas, the Vrttikara,
however, associates this grama-raga with vira and karuna rasas.
As to the source jatis of Gandharapancama, Abhinava merely
says ‘gandharasambhavay’. This is to be taken as the jatis
Gandhari and Raktagandhari. Matanga (Brhaddesi. 357) and
Samgadeva (SR. 2, 2, 103) also give the same as source jatis.
The Vitfi. on Brhaddesi. p. 101. classifies Gandharapancama in
the group of Madhyama-gramiki grama-ragas. So does
Kallinatha (Kala on SR, 2, 1, 8-14). Moreover, the source jatis
Gandhari and Rakiagandhari are both of madhyama-grama. In
madhyamagrama, the two trisrutika notes are pancama and
rsabha, dhaivatais catussrutik, i.., of four $rutis. Abhinava says
‘trisrutidurbalah’ , and not ‘trisrutidurbalau’ , the singular num-
ber, thus, indicating only one trisrutika note. Matanga and
Samgadeva do not mention any weak note, but in Samgadeva’s
alapa notation of Gandharapancama, rsabha is extremely infre-
quent but not so pancama. This is further strengthened by the
fact, that in both the Raktagandhart and Gandhart, which are the
source jatis of this grama-raga, rsabha is a weak note, not
pancama.

Abhinava gives only Arsabiii as the source jati of Revagupta, so
does Nanyadeva- ‘Arsabhyamrsabhe camsanyasayoh sadjavar-
jitah jitasamgramaguptena Revaguptah prakirtitah BB. 2, 7,
172; Matanga (Brhaddest. 359) and SEljflgadeva (SR.2,2,100),
however give Madhyama and Arsabki as the source jatis of
Revagupta.

Abhinava terms Revagupta as ‘visadjakal’, i.e., without sadja.
It may be noticed that Nanyadeva, too, terms Revagupta as
‘sadjavarjitah’, Matanga and Sarngdeva, however, do not men-
tion this. Matanga, in fact, terms it as sampurnasvara.
éin'lgadcva (SR. 2, 2, 66) says that Sadjakaisika had ni-ga as
nyasa and a weak rsabha.

For grama-raga Sakapancama, Abhinava merely says ‘Sad-
hajatijo’, thereby indicating the Sadji and Dhaivafi jatis. Matanga
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(Brhaddest. 353), Nanyadeva (BB. 2,7, 175-76) and éirﬁgadcva
(SR. 2, 2, 58) give the same as source jatis.
Abhinava mentions only the weak ga-ni and not pa. Matanga
(Brhaddest. op. cit) and Nanyandeva (BB. op. cit) mention the
weak pa.
Kallinatha quoting Matanga says that bhasa stands only for a
particular manner or fashion of rendering alapa of grama-ragas.
The word bhasa here denotes ‘mode’ or ‘manner’. In the same
way the word ‘vibhasa’ and ‘antarabhasa’, too, denote alapa-
prakara only (Kalanidhi on SR. 2,1,19-47). Bhasa, vibhasa and
antarabhasa seemed to have-acquired the status of independent
melodic forms and were distinct from the aforesaid standard five
gitis.

At the end of this twenty-eighth chapter, Abhinava quotes
a long passage of Kasyapa. Here, thirty-three grama-ragas are
classified into the five gitis viz., Suddha, Bhinna, Gaudi,
Vesara and Sadharani. Vibhasa is mentioned as a sixth giti, but
no grama-ragais given with it. Thereafter, the last line says, here
are seven gitis to be used in dhruva-gana. The seventh giti is not
mentioned; probably bhasa is the one meant. However, a critical
analysis of the passage shows that the author believed essentially
in five basic aforementioned gitis. The sixth, vibhasa is men-
tioned casually in just one line, and the seventh is not even
mentioned. Abhinava describes seven grama-ragas of the
.S‘uddhﬁ-g?ti, five belonging to the Bhinna giti, three of the
Gaudi-giti, eight of the Vesara giti and nine of Sadharani giti.
éﬁtﬂgadeva, too, has classified the very same 7, 5, 3 and 8
grama-ragasinto Suddha Bhinna, Gaudi and Vesara respective-
ly. However, for the Sadharani giti, Sarmgadeva mentions only
seven ragas, whereas Abhinava gives the number as nine. Since
the text giving the names of the grama-ragas belonging to the
Sadharani giti is missing al places, it is a little difficult to get the
names of all the nine grama-ragas. The names of three grama-
ragas of the Sadharani-giti are missing. Two of these might be
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the grama-ragas Naria and Kakubha mentioned by éﬁn'lgadeva
(SR. 2, 1, 14) as belonging to the Sadharani giti.

The word ‘marjana’ is totally out of context and just does not fit
here. In any case the letter ‘ma’ is in brackets and has been put
in by the editor.

In gandharva singing only one or amaximum of two notes could
be dropped - i.e., a jati could be rendered only hexatonic or
pentatonic. In dhruva singing, however, even three notes could
be dropped. The avakrsia dhruva was one such, which employed
only four notes (N.S=. 28, 77). Abhinava specifies there that such
a four note formation can only be used in dhruva singing. He
also says, that, the avakrsta dhruva is used in karuna rasa and
has prolific long syllables.

The alamkaras (the ornamental rendering of pada) are described
in the following chapter, i.e., the 29th chapter.

R N
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Jati 74, scoff 99-102, 131-32, 152-53
Jatis eighteen 78, 82-83, 102-107 (seven of the sadjagrama and

eleven of the madhyama grama)

Kasyapa 169, 171

Kakali 43,74, 125

Kala 19,27,113

Kallinatha 168

Kampita 47

Kashmir 3,5

Kutapa 29, 30, 31

Langhana 95, 159

Laksmanagupta 3

Laya 124

Madhyama 86

Matra 123-124

Matanga (Brhaddesi) 139, 165, 174,177
Mircchana 62-64, 66, 140, 142, 146
Metrechana (seven of the sadja-grama 61, seven of the madhyama-

grama 61)

Natya 33

Nadamsa 50, 58

Nada 19-20, 27,113
Nanyadeva 170, 171, 174
Narada 87

Nyasa 74, 87,93-94
Pada 37, 123

Prastara 139
Pratyabhijna 8-14
Purna, Sadava, auduvita 84-85
Raga 49,90, 149
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