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INTRODUCTION

The work and its author

The SangTtanarayana is the most extensive surviving Sanskrit treatise on 

music to have been composed in the Eastern region of India now called 

Orissa. It consists of four chapters (paricchedas): gltanirnaya (on 

vocal music), vadyanirnaya (on instruments), natyanirnaya (on dance and 

the mimetic art) and suddhaprabandhodaharana (sample compositions of the 

suddha and salaga varieties). The inclusion of dance is one of those 

features that distinguish sahgita (the tauryatrika, cf. note on 1.12 

etc. ) from gandharva, an earlier conception of music as applied in the 

Mtyasastra of Bharatamuni and the Dattilam. Though we can already see 

in the Mtyas'astra the context in which music and dance are closely 

allied in the service of the total vrtti, which is drama 11 :> , the 

category of sahgita itself, in which the three forms gTta, va"dya and 

nrtya were considered integral, became the subject of a post-Bharata 

sastric tradition. The outstanding treatise in this tradition was the 

SangTtaratnakara of Sarngadeva, composed in the Deccan in the 13th 

century, and this work was to exert a strong influence on the technical

1. The expounding of lasya (a form of dance) is 'appended' to that of 
music in BhNS; cf. Lath 1978, p.32: "Gandharva was explicitly defined as 
containing three elements: svara, pada and tala; nrtta or nrtya did not 
form a part of it by definition. Yet Bharata describes lasya as part of 
his exposition of gandharva because its musical accompaniment was, 
evidently, formed with elements of gandharva. Strictly and logically 
speaking, lasya had no place in an exposition of gandharva, and Dattila, 
indeed, makes no mention of it, Lasya is not included within the scope 
of any of the topics under gandharva or even remotely suggested by them. 
Bharata 1 s chief interest, however, lay in theatre of which lasya formed 
an integral part."



literature of many regions for many centuries. It is in the 

Sangltaratnakara tradition that we must place much of the material we 

find in the SangTtanarayana. In both works dance is dealt with 

comprehensively, and I regret that I have had to omit this section from 

my study, both because of its length (the chapter is the longest in a 

long work) and because I lack the necessary expertise to deal with it in 

the same depth as the (in the Western sense) 'musicological' portions. 

It has, however, received some attention from the dance specialist D.N. 

Patnaik ti:> , who was able to use the chapter in a comparative study of 

sources for a general examination of 'Orissi' dance. I have confined 

this dissertation to the first, second and fourth chapters, which have 

figured far less in studies of the sanglta literature. In these 

sections I have found opportunities to examine or re-examine some of 

the language and method of Sanskrit musicology, since the Farayana is a 

nibandha in which a good variety of earlier sources are drawn together, 

with or without new emphasis or interpretation. Moreover, although an 

edition of the Mrayana was printed in 1966, I have found it necessary 

to re-edit the text, using fresh manuscript evidence.

There is no evidence that the author of the Narayana possessed a 

copy of the Ratnakara, or that he derived material directly from it, but 

the detail, the ordering, and even the wording of topics is often so 

close that an indirect link is certain. Most often this link was the 

work of Harinayaka, an early (at least pre-16th century) authority for 

the Orissan and 'Greater Bengal' sangTta tradition; *-*-'•* his treatise is 

not yet available except through fragmentary quotations in these later

1. Patnaik 1971. 2. See note on 1.35.

II



works. The immediate influences on the NaYayana are those of this 

Eastern tradition, on which published research is scanty and scattered. 

Some of the Orissan literature is briefly described by Kavi (1951, 

intr.), Raghavan (1961), and Nijenhuis (1977, p.31f,>, but these 

accounts are in need of correction and updating.

In two articles c '' the late K.N. Mahapatra has proposed an earlier 

date for the composition of the Narayana than the mid-18th century, 

which Nijenhuis and others have accepted. These articles were published 

shortly after the second volume of the Descriptive Catalogue of Sanskrit 

Manuscripts of the Orissa State Museum, in the introduction to which 

Mahapatra had given his earlier opinion in a statement on the date and 

literary oeuvre of Purusottaraamisra, namely that this author was writing 

in the 18th century. <:2::> It was, I believe, on the basis of this earlier 

statement by Mahapatra that S.K. Sahu (in the English foreword to the 

printed edition) identified Gajapati Jagannatha Narayanadeva of 

Parlakimidi (c.1718-1767 A.D.) with the putative author of the work, and 

it was presumably from this source that other scholars have repeated the 

identification. Mahapatra's later argument rests on several layers of 

evidence, which I summarise.

That the real author of the treatise was not the king Narayanadeva 

but his guru Purusottama Misra is indicated both by colophons to some 

manuscripts'-0 and by internal evidence in the text itself; in the text 

the putative author (a Gajapati Narayanadeva of Parlakimidi, Ganjam 

District) respectfully acknowledges his indebtedness to Purusottama,

1. Mahapatra 1960 Ci'', 1961. 2. Mahapatra 1960, p.cciif. 
3. Where this occurs, it is attached to a post-colophon after the 
statement of Narayana 1 s authorship: Srljagannathaya namah I 
srJkaviratna-purusottamaiBi^rakrtih sangitariarayanariaitia granthah saniaptah J 
Mahapatra was not aware of the 'Northern' group of manuscripts, which 
support this ascription.



makes frequent references to examples of Purusottama's compositions, and 

quotes other of his literary works. There remains the possibility that 

the king really did compile the work under the influence or direction of
 «i _ 

his guru, but we shall see that the mdgalacarana supports the

latter 1 s actual authorship. Mahapatra has collected evidence for the 

dates of both the king and Purusottama. A commentator (tTJrZr/rara) 

Kaviratna Purusottama MisYa is known as the author of several works in
 

the first half of the seventeenth century 11 ', the earliest extant of 

which is a grammatical treatise called SubantapradTpika, in which the 

author states that the work was finished in the 24th anka'^ J year of 

king Purusottamadeva of the Khurda dynasty, a year which corresponds to 

1621 A,D. Purusottama mentions that he composed the work as a mere boy 

( . . . isaya balyavata viracita . . .), and his birth is therefore to be 

roughly fixed in the first few year?of the seventeenth century. 

Corroborative evidence for an early 17th century date is found in two 

commentaries by Purusottama, one on the Anargharaghava of Murari and one 

on the Hamsadifta of RUpagosvamin, both stated to have been composed in 

the reign of Nrsimhadeva or Narasimhadeva, son of Purusottaraadeva of

Khurda, i.e. in the 1620's. From the tTka on Anargharaghava it is known

  / /— that the author's father, Anandamisra of the Sandilya gotra, was also an

accomplished scholar, and a verse in the HamsadTftatTka mentions 

Purusottama 1 s brother, SrTdharamisra, also as a scholar in various 

branches of learning. References to Purusottama's poetic compositions

1. Manuscripts of some of these are to be found in the Orissa State 
Museum collection and are listed in the Descriptive Catalogue. 2. The 
system of ahka (regnal) years was a special prerogative of the Orissan 
Gajapati kings. See Kulke in Eschmann et al. t 1978, p.325.



in the Natyamanorama of Raghuna~tharatha (dated 1697''' in a chrono­ 

logical statement in the text itself) suggest that by the end of the 

17th century his reputation was well established. By the 18th century 

the SangTtanarayana was sufficiently popular to be quoted, with or 

without acknowledgement, by other Eastern safigTtassistra writers such as 

Narahari Cakravartin, and possible Haricandana in his SangTta- 

muktavalT. <2:> Further extant works by Purusottamamisra are a tTka" on 

Sriharsa's Naisadhacarita and a NTladrinathasataka, this being datable 

from its concluding verse to 1644 A.D. (again given as a year in the 

reign of Gajapati Narasimhadeva). There is also a poem called 

Yamakabhagavata by the same author. A connection between the 

Sangltanarayana, the Yamakabhagavata and the NTladrina~thasataka is 

confirmed by a common mangalacarana verse (which opens our present 

work). Other works no longer extant are referred to in the 

SangTtanarayana. The identification of Narayanadeva with the 18th 

century Gajapati Jagannatha Narayanadeva of Parlakimidi is ruled out 

first by the statement in the colophons to each pariccheda (in all 

manuscripts) that Narayanadeva is the son of Padmanabha, also mentioned 

in the genealogical verses which follow the wahgalacarana in most 

manuscripts (but are omitted in the printed text). Only one king in the 

Parlakimidi line called Padmanabha was succored by a son named Narayana, 

and this was Ananta Padmanabha Narayanadeva, who ruled from 1636 to 1645

1. See Mahapatra 1960, p.clvii. This is to be accepted rather than 1702, 
a date given in the preface to the published edition (Raghunatha 1959) 
and followed by Nijenhuis (1977, p.31). 2. In the Sanskrit foreword 
to his edition of the MuktavalT (Haricandana 1955, p. ca) , Pt. 
Vanambaracarya suggests that the references to the Narayana in that text 
are interpolations, but this is based on the assumption of an 18th 
century date which he, like other writers apart from Mahapatra and those 
who have read Mahapatra, accepts for the Narayana.



A.B. His son Sarvajna Jagannatha Narayanadeva ruled from 1648 to
*

1664 C1> , and it is he that must have been the patron of the latter half 

of PurusottamamisVa 1 s career.
 

Our author, who thus appears to have dedicated and ascribed his 

magnum opus on music to his second patron, must have left the service of 

his former Khurda court patrons (at Puri) some time after the 

composition of the NTladrinathasataka (1644 A.D.). By then, if we can 

trust the colophons, he had already acquired the title Kaviratna, which 

was also in other known cases conferred by the Khurda kings on their 

favoured poets. Purusottama would have had good reason to leave Puri at 

this time. During a period of political upheaval the Khurda territory, 

and in particular the palace and temple of Puri, was invaded by the 

Mughal Subahdar of Cuttack in 1647. C:j:::' Gajapati Narasimha was killed in 

his palace in an open revolt, and we may infer that Purusottama felt his 

future patronage much in doubt. Such circumstances could easily have 

led to his migration to the relatively stable Southern feudatory kingdom 

of Parlakimidi in Ganjam district, where a growing cultural interest in 

the court could soon absorb him as the king's teacher.

1. Mahapatra 1960 <2> , p. 207-208, The chronology of the Parlakimidi 
dynasty has thus been reassessed since the publication of Sewell's 
'Sketch of the dynasties of South India' (Sewell 1884), and also the 
succession of the later king Prata"purudra Gajapati NaYayanadeva, who was 
brother, not son, of Padmanabha NSrayanadeva, according to Mahapatra. 
Mahapatra probably had access to such records as the family chronology 
of the Khemundi ra~jas, which is referred to by K.C. Pattanaik (see 
Prajnanananda 1960, p.242). 2. See Kulke, The struggle between the 
Rajas of Khurda and the Muslim Subahdars of Cuttack for dominance of the 
Jagannath temple (op. cit., p.329) Kulke shows the episode to be a 
revolt which was the culmination of tensions created by Narasimha's 
ritual and social reforms at the court and in the temple. The evidence 
suggests that the priests of Puri were to some extent in collusion with 
the Mughal forces, both groups having been suspicious and mistrustful of 
the king's growing influence in certain political and social areas. His 
court poets could not have been certain of continuing patronage under 
his successors. See also Mahtab 1959-60, vol.2, p.463 etc.



The SangTtanarayana was obviously intended to serve as a reference 

guide to topics in the theory of music. Apart from the author's 

original poetic compositions, the work contains a mixture of new 

observations with more or less substantial extracts from older works of 

sangTtas'astra, some from Orissa and Bengal and some (mainly through the 

intermediary of the Eastern sources) from the earlier 'canonical 1 

repertoire. In many works of the genre in this period we can see a 

tendency to preserve ancient theory, even when it may appear obsolete if 

applied to contemporary musical reality, alongside genuinely 

contemporary material. It is arguable that that this tendency is a 

constant feature of the sastra; it need not be considered a blemish if 

we attempt to understand the context and readership of the literature. 

The canonical technical literature on musical theory had a learned and 

autonomous tradition of its own, not necessarily subject to change under 

the influence of practical musical performance. Works like the Narayana 

are then not only concerned with practical musicianship and contemporary 

musical structures (which certainly figure to some extent) but are also 

exercises of scholarship and erudition. We should not be surprised to 

find that the author of such a treatise has wider scholarly interests 

and talents in Sanskrit literature and thought than music alone; the 

varied literary output of Purusottamamisra is a good example of the 

context in which a number of music treatises were composed and studied. 

To reproach the author for antiquarianism or for presenting "old wine in 

new bottles" is, in my view, to miss the point; musical references in, 

for instance, Sanskrit kavya literature, whether reflecting contemporary



musical practice or not, needed to be explained through just such 

special treatises. c1 '

The text is in verse, mainly the standard sastric anustubh and 

sometimes longer kavya metres, for instance in the genealogical 

prologue and in the numerous quotations of ragadhyanaslokas\ in the 

poetic compositions illustrative of musical settings,newer metres are 

used which are closer to the tradition of Jayadeva and show a clear link 

with vernacular poetry (as also in the diction and idiom). Quotations 

from other technical works are frequently expanded by a prose vrtti. The 

work opens with a wangalacarana and a lengthy genealogical section on 

the dynastic heritage of king Narayana, composed as a poetic tour de 

force in kavya metres. There follows a statement of the sastric 

sampradaya and a prasastya. After this the first chapter deals with 

general musical theory taking a strict order of topics in accordance 

with earlier s'astric models; this order is far from random, and in 

itself shows a developing argument concerning the genesis of musical 

material from simple elements through stages of growing complexity, e.g. 

nada -> sruti -) svara -) grama etc. C:2:> The long section dealing with the 

classification and description of rsTgas <I.122ff.) contains a large 

number of ragamala" iconic verses taken from an Eastern repertoire of 

texts and including some which have not hitherto figured in studies of 

ragamala iconography. Indeed, interest in the poetic tradition of 

rSgamala, in the dhyanaslokas, has so far been almost entirely 

subordinate to the art-historical classification of the pictorial icons.

1. I have discussed this point in Katz 1983. 2. The method is 
examined in my notes in the commentary, e.g. in the sections on raga and 
tala. A preliminary comparison of the classical Indian and Greek 
notions of melodic construction may be found in Rowell 1981.

VIM



The 'recensions' of several sets of verses as found in the Orissan and 

Bengal works add useful textual data to the material presented by 

Valdschmidt (1972, 1975), Ebeling (1973) and Nijenhuis (1971, 1976), as 

well as providing valuable iconographic comparisons with the dhyanas of 

Somanatha's Ragavibodha, Damodara's SangTtadarpana, Srikantha's 

RasakaumudT, and other works.

It is in the treatment of composition and tala that we find material 

of most interest for the study of the specifically Eastern music of the 

Vaisnava devotional tradition. The account of formal structures relies« *

quite substantially on the categories and terms of earlier Indian 

theory, but is useful as a record of the later Eastern perceptions of 

that theory. In an effort to link local Eastern practices and 

terminology with earlier theoretical writings, the author and/or his 

sources provide various descriptions of contemporary musical structures, 

technical terms and classificatons, such as the ksudra gTtas (I.547ff.) 

and occasional vernacular words. Perhaps the most interesting section 

in this regard is the account of the suda composition and its sudahga 

talas (I.453ff. etc.), which may be compared with song-forms known from 

other parts of India. The final pariccheda gives valuable examples of 

such compositions from the putative author's own hand, and though there 

is too little evidence to give any clear idea of the melodic character 

of these songs, we can make some attempt to understand the order of 

their structural sections and their metrical organization. The second 

pariccheda gives lists of musical instruments, and singles out certain 

ones for detailed description, presumably because these are instruments 

familiar at the time of composition of the text, even if parts of the 

descriptions are borrowed from older literature and applied to



contemporary local models; such use of the sastra is characteristic 

throughout. These instruments are three chordophones (the kacchapT- , 

rudra- and kapilsfsika-vTnas), then in the avanaddha ('covered') group 

the mardala arid the muraj<i (a type still used to this day in the 

accompaniment of Orissi and Bengali devotional music in preference to 

the Hindustani tabla), and among the susira <= susira , aerophones) the 

vamsa (horizontal flute) and in the ghana (idiophones) the tala or 

cymbals.

The author draws regularly on at least a dozen separate sources, of 

which some are not at present available except through such quotations. 

I have described the sources to the best of my knowledge in the 

commentary; but I am sure that much evidence remains to be recovered 

from manuscript sources in Bengal, Orissa and elsewhere, and that it 

will be easy in time to improve on my findings. The main intermediate 

source for the earlier classical theory of Sarngadeva's tradition is 

Harinayaka, but also prominent are Subhankara's Sangltadamodara and the 

Pancamas'arasamhita of 'Narada' (often referred to simply as the 

ITaradasamhita). Though these are without doubt Eastern texts 11 ', there 

is no evidence to link them specifically with Orissa or the Oriya- 

speaking areas of 'Greater Bengal'. The two other most quoted works 

are, however, definitely Orissan, namely the GTtaprakasa of Krsnadasa

1. In the late 18th century Sir William Jones comments: "The Pandits of 
this province <= Bengal> prefer the Dawodara to any of the popular 
Sangitas\ but I have not been able to procure a good copy of it, and am 
perfectly satisfied with the Narayan, which I received from Benares, and 
in which the Damodar is frequently quoted." (Jones 1965, p.135f.) Thus 
it appears that by then the Narayana had had time to spread beyond its 
native Orissa, perhaps through the agency of the Vaisnava bhakti 
movement, and become recognized as an authority further North. Jones 
nowhere shows any awareness that the work came from Orissa.



Badajena Mahapatra^ ' ' and the SangitakaumudT of (?)VTravara' -"'. The 

second of these exists in four manuscripts in the Orissa State 

Museum'-"', but I have not been able to have access to them, as they 

were said to be in process of preparation for publication. The promised 

published edition of this earlier text, short though it appears to be, 

may turn out to be a valuable source, dealing with the whole field of 

the tauryatrika through Orissan eyes. Raghavan (1961 vol.18, p.7) gives

brief notes from the Madras manuscript, which also I have been unable to

_ _ / ' _
consult so far. The Gitaprakasa has now appeared in an edition by Sri

NTlamadhaba Panigr"ahT <: *•'*. The work deals with gTta (vocal music) alone, 

and provides the Narayana with many of its terms of description. As I
*

have shown in the commentary, some arguments raised in the Gftaprakasa 

are respectfully relayed by the Narayana but without complete agreement. 

In this respect the Narayana, and also its contemporary or later 

contemporary Sahgltakalpalatika (Haladhara, 1984), give an interesting 

record of current debate in musical theory. t&:> For several of the 

passages quoted by our author I have been able to improve on previous 

readings, and in this respect the Narayana can be of value even for our 

reading of earlier texts.

1. Sic, not as in Nijenhuis 1977 p.32. 2. Not 'Sanasena 1 as in 
Raghavan 1961, vol.18, p.6 and Nijenhuis p.32. See note on 1.35. 3. 
See Mishra 1974, p.428. 4. Krsnadasa 1983. I have recently filmed a 
manuscript in Jaipur that Panigrahi did not know, and at first sight I 
find this may improve on several readings. 5. See for instance note 
on the ahgas of prabandha, I.362ff.



The manuscripts and other textual evidence

I have examined fifteen manuscripts of the Narayana, six of them 

fragmentary and nine complete, and I have seen references to several 

others. The printed NagarT text, published by the Orissa Sangeet Natak

Akademi in 1966, does not refer specifically to any manuscripts, but it 

is stated in the Sanskrit foreword that several (ajjeJra) were consulted 

by the editors, Pandit Vanambaracarya, Kavicandra K.C. Pattanaik11 '

and/K.N. Mahapatra. The first two of these scholars died before I 
/

started my work, but I did have an opportunity to meet K.N. Mahapatra 

early in 1981, not long before his death. He told me that he had in 

fact had little to do with the edition; this must explain the failure of 

both Sanskrit and English forewords to take into account his research 

published in the two articles cited above, which he was the first to 

show me. Furthermore he was unable to say which manuscripts had been 

used for the edition; he felt that rather few had been read by the other 

two editors, and could not explain why the genealogical verses had been 

omitted unless it was simply that they did not figure in the manuscripts 

they had seen. He therefore agreed with my proposal to accord the 

printed text no more authority than a further undated manuscript. <*'•' I 

was told elsewhere that Vanambaracarya had dealt with the text in his 

capacity as a Sanskrit scholar (he had published in 1955 an edition of 

the SangTtamuktavalT with an Oriya translation) while Pattanaik had lent

1. 'Kali Babu 1 or SrT KalTcarana Pattanaik,of revered memory in Orissa 
today, was a leading influence in the effort to establish 'Odissi music 1 
on the Indian cultural map in the 1960's. His reputation rested largely 
on his Oriya plays and songs. Among his many publications was the 
edition of the Ragacitra (see Ragacitra 1966 in the bibliography).
2. It is likely that one manuscript he consulted was the one he gave to 
the Orissa State Museum (see note below on Mus 43).



the project his knowledge of music. Though I have not been able to see 

what remains of Pattanaik's library, we know from published statements 

that he had some Sangltanarayana manuscripts (and/or transcripts?) of 

his own. < ' i Of the manuscripts that were available to him in the Orissa 

State Museum there are indications that not all were consulted. The 

printed version does however give occasional variant readings, or 

perhaps conjectures, in brackets in the text. The status of these is 

unclear to me, and here again Mr K.N. Mahapatra was unable to answer my 

questions. If the bracketed readings are genuine variants it is strange 

that so few are given. At the end of the book there is an appendix with 

a few extra verses (compositions) and apparently variant readings of 

some of the ragadhyanaslokas\ I have not seen these in any of the 

manuscripts I have examined, and none of those I asked in Bhubaneswar 

had any idea where the material came from.

It will be seen from the number of references in my apparatus to BS
re-

(the printed edition) that I have found much to^edit. But I admit that

the task would have been very much more arduous if I had not been able 

to use this edition as an initial model, against which I could record 

variants. Of the manuscripts available in the Orissa State Museum, 

Bhubaneswar, I have thoroughly examined the four complete texts except 

for the second pariccheda of MS Mus 43 (in my edition Ms 'Biv'), which 

time prevented me from reading. The remaining four manuscripts that had 

so far been brought into that great collection contain only the first

1. Mentioned by him in his lectures on 'Odissi music 1 at the 
Madras Music Academy (published as Pattanaik 1958); also see 
Prajnanananda 1960, p.242, in which Pattanaik is quoted: "I have 
collected six different readings of the manuscripts, of Sangita- 
narayana, from different parts of Orissa, and in each manuscript the 
name of the author is Gajapati Narayana-deva of Khemundi ..."



pariccheda or little more and are ass* in very poor, virtually unusable, 

condition. 11 ' I examined them briefly but was discouraged from 

attempting to work with them. The following information was gathered

partly from the unpublished library records, as not all the manuscripts

/ , 
have yet appeared in the published catalogue. SrT Nflamani Misra's

Alphabetical Catalogue (Mishra 1974) is a fuller listing than the 

Descriptive Catalogue, but even there two of the manuscripts are not 

included. All of the Bhubaneswar manuscripts are in Oriya script 

incised in palm (palmyra) leaf.

Ms. Mus/5a (Ms. no. 261 in vol. 2 of the Descriptive Catalogue, 
Mahapatra 1960). Incomplete. Extends to the end of the pariccheda 2. 
Collected in April 1950 from Sakhigopal, Puri. The rest of the 
manuscript contains the SangitakaumudT and the GTtaprakasa, and some 
leaves have been identified as belonging^one section of the Bharatagama 
of Nandikesvara. The script is unclear and the whole manuscript is in 
very poor condition; the beginning portion has crumbled away and the 
rest is hard to handle without doing further damage. No scribal details 
or date in colophon.

Ms. Mus/6 (Ms. no. 259 in vol. 2 of the Descriptive Catalogue). 
Incomplete, in similarly poor condition. Collected from Puri town in 
1950. No date etc.

Ms. Mus/44 (uncatalogued) First pariccheda. Very poor condition. 
Contains also the Caurapancasika. Acquired from K.M. Senapati and 
collected from Banpur, Puri District, 1973. No date etc.

The lengthy genealogical prologue which appears after the mangalacarana 

in these three manuscripts (see present edition 1.3-15) is absent in

Ms. Mus/8 (no. 260 in Descriptive Catalogue, vol. 2) Fragment of
pariccheda 1 in very poor condition, collected in 1955 from Ranapur,
Puri District. No date etc.

1. I am convinced that there are several more to be found in other 
libraries in Orissa, such as the Raghunandana Library in Puri and 
perhaps even in Parlakimidi itself. There is no published record of 
these, however, and I have not had the time to conduct a comprehensive 
search.



While I was discouraged from even handling the manuscripts just listed, 

so poor was their condition, the following four complete texts were in a 

less precarious state and have been used for my edition.

Ms. Mus/9 (no. 258 in Descriptive Catalogue, vol. 2) = Ms. Bi in 
present edition. cm. 4 x 38.5. 2-5 lines. Ff. 186. Sanskrit mula with 
Oriya prose translation by Sadasiva. Collected in 1956 from Khallikot, 
Ganjam District. There is no date, but the scribe's name is given in 
the post-colophon: artatranarathasarmana likhitam idam pustam I 
The text is clear and readable, and the presence of the complete Oriya 
translation in what I was told is judged to be 18th century prose is a 
valuable indication of the state of the text at that time.

Ms. Mus/19c (uncatalogued, but listed in Mishra's Alphabetical 
Catalogue, p.429, as no. 4467) = Ms. Bii in the present edition. Kept 
in well decorated wooden covers. cm.3.5 x 33. 5 lines. Collected in 
1965 from Narasinghpur, Cuttack District. Generally legible and correct 
text. This is the only Orissan manuscript yet found which ascribes the 
work to Purusottamamisra (see apparatus at end of pariccheda 4). Many 
folia are damaged, but most of the text could be made out. Many folia 
were uninked, and I was advised that if the text had been studied 
recently it would almost certainly have been inked at the time of 
reading. The museum staff had no hesitation in inking these leaves for 
my use. No date, but the scribe's name is given in a post-colophon 
statement: tuhgagovi ndadaksi narayamah'ap'atrayd' ^ likhitam idam I 
srJlaksmTvallabhayah sriprasanapurusottamadeva udhara karibe adhama 
lekhanakaraku I bhTmasyapi .. . (scribal aphorism)

These two manuscripts contain the genealogical prologue already

?
mentioned. It is abent in

Ms. Mus/25 (uncatalogued, but liste.d in Mishra's Alphabetical Catalogue 
p.429, as no. 4468) = Ms. Bill in the present edition. cm. 3.5 x 35. 4 
lines. Ff.148. Collected from Gadamanitri, Puri District, between 
March 1967 and December 1968, Post-colophon mentions scribe and a date 
corresponding to 1910 A.D.: adya asadha suklapaksa dasamT vela tini
prahara sna 1317 sala thare sesa hela I likhitam hariharamisrasarmana I * «   . »

Ms. Mus/43 (uncatalogued) = Ms Biv in the present edition. cm. 3.5 x 
36.5. 3-5 lines. Acquired in 1969 from K.C. Pattanaik, collected from 
Jagannath Vallabh, Cuttack. Pattanaik probably used it or part of it 
for the published edition. Leaves of the third and fourth paricchedas 
in disarray. Additional leaves from another text (which is not what 
appears as the parisista portion of the printed text). No date etc. 
found.



The three undated manuscripts were judged by Sri Nilamani Misra (an 

acknowledged authority on the palaeography of Orissan manuscripts) to be 

no earlier than the last part of the 18th century and no later than the 

first part of the 19th. I collated the four manuscripts during April 

and May 1982 with the help of Sri Nilamadhaba Panigrahi, who was in 

Bhubaneswar at the time to oversee the printing of his GTtaprakasa 

edition. For the most part I used the printed version as a master copy 

and took down variants at dictation. In frequently imposed moments of 

spare time I checked my transcriptions by reading back in the 

manuscripts myself. In addition I was helped by two specialists on the 

staff of the Manuscripts Department, both of whom inadvertently 

confirmed the accuracy of my readings. Sri Panigrahi was in any case 

aware of the necessity for accuracy and took pains to remove any 

possible ambiguities in his Oriya pronunciation of Sanskrit.

The other manuscripts consulted, all of them containing the 

genealogy in the first pariccheda, were the following. (All are NagarT 

except for Calcutta. I have not repeated the dimensions and other 

details of physical description etc. which are readily available in the 

published catalogues, but my readings often differ from those of the 

cataloguers.)

Oxford, Bodleian Library Ms. Mill 47a (no. 480 in Aufrecht 1864, p.201) 
= Ms. O in the present edition. Very inaccurate, but closely similar to 
the Calcutta manuscript (see below). The post-colophon gives the 
scribe's name and Kasi as the place of copying: li ' srTvanT- 
vamdhopadhyayena kasyay rawesvarasanne vai ' su * sa.kuje I Keith 1909, 
p.59. suggests a date between 1813 and 1820, a peiod when other 
Banaras manuscripts in the Mill collection were copied.

London, India Office Library, San. Ms. R.S. XVI V 29 (no. 16 in the 
catalogue of the Jones manuscripts, Tawney and Thomas 1903, pp.7-9) = 
Ms. L in the present edition. Less inaccurate than the other NagarT 
Mss., and more heavily corrected. This is the manuscript to which Jones 
refers in his essay "On the Musical Modes of the Hindus". There is no



scribal post-colophon, but the copy was obviously made before the 
publication of that treatise in the 1790' s. c 1 ' The first part (only) of 
the manuscript is annotated with headings and jottings by Jones himself. 
Tawney and Thomas suggest (p.7) that the copy was probably made from a 
Telugu original. It now seems more likely that the original was NagarT, 
but this itself may have come straight, or through other intermediaries, 
from an Oriya model. When Jones commissioned the copy he had apparently 
no knowledge that the work or its manuscripts were from Orissa.

Jammu, Shri Ranbir Sanskrit Research Institute, Ms. 1856 (catalogued by 
Sir Aurel Stein in his Raghunatha Temple Library volume, Stein 1894, 
p.57, as no. 656 and by M.M. Patkar 1973, p. 260 as sangita Ms. 26) = 
Ms. J in the present edition. A date of saravat. 1892 <= A.D. 1835) is 
given in the post-colophon (see below). Microfilm obtained, lacking 
ff.75v. and 76. r (pariccheda IV.20.C. - 25.12. (p. 218), etavata).

Kathmandu, Sepal Durbar Library, Ms. III. 267 A (catalogued by 
Haraprasad SastrT 1915, p.!50f.) = Ms. N in the present edition. 
This is strikingly similar to the Jammu manuscript in its (only 
moderate) standard of clarity and accuracy. It is dated samvat. 1857 (= 
A.D. 1800) in a post-colophon. It is likely that both this and the 
Jammu copy were taken at Banaras, together with many other manuscripts 
in these two collections. Haraprasad 1 s catalogue entry for this is 
slightly puzzling; the verses he cites from the 'beginning' are simply 
not in the microfilm copy I have obtained, which starts with the same 
verse as the other NagarT manuscripts. Also he indicates a large number 
of lacunae which are in fact perfectly clear aksaras, but perhaps the 
markings are simply intended to indicate what he considers to be 
doubtful readings. Lastly, in the brief descriptive note he says 
that/the manuscript is prose and is correct. It is neither.

Calcutta, Asiatic Society Ms. no. 2513 (catalogued by Haraprasad SastrT 
1955, p.37, no.60) = Ms. C in the present edition. This is one of the 
two copies that were found by Rajendralal Mitra and recorded in his 
'Notices' (Mitra 1871, 1886) vol.1, p.180, Ms.318 and vol.8, pp.39-40, 
Ms.2583. The former, which Mitra noted as being in the possession of 
SatTsacandra of Krsnanagara, Nabadvip <:2:> , may still exist in Nabadvip; 
the latter isthe one now in the Asiatic Society. Mitra believed the two 
to be different works, but it is clear from the extracts that they are 
both the same Sa^ltanaTrayana. The script is Bengali, demonstrably 
copied from a NagarT original and very close in most respects to the 
Oxford Ms. No details of scribe or date. Microfilm obtained.

1. The treatise was first written in 1784, then published in an expanded 
version in the third volume of the 'Asiatick Researches'. It has been 
reprinted several times since. 2. The files of the 'New Catalogus 
Catalogorum' in Madras refer to a SahgTtanarayana in the Edward VII 
Anglo-Sanskrit Library, Nabadwip, Bengal. There is no published 
catalogue of the collection, and this information is from a library 
handlist. I have made inquiries by letter to Nabadwip, but received no 
further information.

XV"



Madras Government Oriental Mss. Library, R. no. 3234 (Madras Triennial 
Catalogue 1919-20 to 1921-22, p.4804f.) = Ms. Mi in the present edition. 
A NgfgarT transcript made in 1920-21 of the first pariccheda and part of 
the second from a (presumably Oriya palm leaf) manuscript at 
Parlakimedi.

Madras Government Oriental Mss. Library, R. no. 4212 (Madras Triennial 
Catalogue 1922-23 to 1924-25, p.6227f.) = Ms. Mii in the present 
edition. A similar NagarT transcript, starting in the second pariccheda 
(before the point at which Mi. breaks off) and continuing to the end of 
the work, made in 1922-23 from a manuscript at Kadala post, Ganjam 
district. With the small overlap this makes up an almost complete text 
with Mi, but there are lacunae and it appears that the leaves at the 
beginning of the original of Mii were in disarray.

The Ganjam origin of the Madras copies makes these valuable a priori, 

and there is a striking similarity between their readings and those of 

the Bhubaneswar manuscripts, often differing from the others. I 

consider these as a group separate from the FagarT manuscripts. All are 

from Orissa, share significant readings, and represent an unbroken 

transmission through Oriya script (barring the transfer to KagarT of Mi. 

and Mii., the originals of which I indicate by |ii. and fiii). The 

omissions, errors etc. of Biii and Biv are sufficiently similar to 

suggest a common origin (6):



BS (the edition published by the fihubaneswara Orissa Sangeet Natak 

Akademi, is not obviously transcribed from any of the Orissan 

manuscripts I have seen, and I assume that its model(s) were others 

which K.C. Pattanaik had in his collection. These I represent by X in 

the stemma. There are occasional signs that Biv (which belonged to 

Pattanaik) may have been consulted, but I cannot be sure that it was; he 

may have used some other manuscript which resembled, or was related to, 

Biv.

The original(s) of the NagarT/Bengali group may quite possibly antedate 

any of the a. group, and these manuscripts may therefore contain some 

readings of greater antiquity and authenticity than any of the Orissan 

ones. This group I consider as a separate branch descended from a 

manuscript £. Despite the common coverage, shared lacunae, and 

countless common readings in this branch, there are sufficient 

divergences between L and the rest of the group to suggest that J, N, 0 

and C are from a different intermediary, which I have called "X. The 

Oxford (O)and Calcutta (C) manuscripts are so close that I believe they 

can only be explained as copies of a single model, S. There are many 

signs in C that its model was a bad NagarT manuscript, ya being confused 

with pa and tha, tra with va etc. Many nonsenses are shared by 0 and 

C, e.g. damodas tu (1.70.1) and all those readings designated £., most 

often to be found in the 'supplementary notes' to my apparatus. C often 

reads TT (initial a, for"^ ) as g-a, ma as nya etc. , which are easy 

misunderstandings of NagarT. Some lacunae in 0 which are not shared by 

C rule out the otherwise attractive possibility that C was copied from 

0. There are places where even such poor manuscripts as 0 and C have



restored a plausible or even certainly correct reading which is not to 

be had in L, J or N. The hypothetical original I represent by 3 was 

almost certainly a NagarT manuscript in Banaras. The Banaras link is 

shown in the post-colophon to 0, in Sir William Jones 1 statement that 

his copy was made there, and in what we know about the origins of the 

Jammu and Nepal collections, many items in which were commissioned 

copies of Banaras manuscripts. 1' 1 ' £ must have met the hurdle of 

transcription from Oriya to NagarT, resulting in characteristic 

casualties like va for ba, and confusion of da and ha (not uncommon in 

NagarT but very characteristic of Oriya, in which the extra stroke on

da making x . ha is often omitted); the resulting solecisms have been 

copied with great faithfulness by the scribes, whose ignorance of 

musical theory is plain in many places.

The complete stemma, then, shows two main branches, the 'Northern' group 

3 and the Orissan group a:

1. cf. Stein 1894, p.viii

X.X



According to the 'Catalogue of Sanskrit manuscripts in private libraries 

of the North-Western Provinces', pt.III (Allahabad 1878), no.87, there 

was an incomplete NagarT paper manuscript of fifteen leaves in the 

possession of Ayodhyaprasada TivarT of Jaunpur, 'not procurable for 

copying' . I assume that this was in some way connected with the J3 

group. Three incomplete Telugu-script copies of the Narayana are listed 

from the library of the Sri Venkateswara Oriental Research Institute 

(see bibliography, Tirupati 1956), nos.8814-8816. I came to know of 

these too late to attempt to include them in this edition, but I intend 

to procure copies in the future, since it is possible that they are 

transcriptions from reliable Orissan manuscripts in Ganjaia, where Teiugu 

and Oriya have coexisted near the Orissa-Andhra border.

In this survey of manuscripts I should mention the textual work done 

by Pandit N.R. Bhatt and some other Indian scholars under the direction 

of M. Alain Danielou in the early 1950's. M. Danielou's staff was busy 

collecting manuscript and printed sources on sangltasastra from all over 

India when he was in charge of musicological research at the Benares 

Hindu University, and thereafter while he was Director of the Adyar 

Library, Madras. Numerous transcripts were commissioned from libraries 

and many texts were indexed. A resulting achievement was the extensive 

index of references, technical terms etc., numbering around 250,000 

entries according to Danielou's own estimate; on his return to Europe, 

M. Danielou deposited this valuable work in a special section of the 

library of the Fondazione Cini in Venice, together with much of his 

library of manuscripts and printed books on music. Some work had been 

done by N.R. Bhatt at Adyar on the Sangrtanarayana. The Oxford



manuscript was taken as a model, and variant readings were collected 

from the London, Jammu and Calcutta manuscripts, as well as from a 

transcript of an Orissan palm-leaf copy. This last manuscript appears, 

from a bibliographical entry in the above mentioned index, to have been 

in the "MS library Maharaja of Kalahandi in Bhuvaneshwar library." I 

have not been able to identify this with any manuscript that I have 

seen, as there is no reference number available and the library staff 

and records in Bhubaneswar have no record of any copy made for Danielou. 

Bhatt and his colleagues (whom I refer to collectively as the 'Venice 

copyist 1 ) started work on collating these sources, and I have obtained a 

film of the unfinished collation book from Venice. I have found that 

this does not render my own manuscript collations redundant, as I differ 

from the Venice copyist in very many Interpretations of readings. The 

copy has nevertheless been useful to me when I wished to confirm lacunae 

or take a 'second opinion 1 on some bizarre readings in the V 

manuscripts, but I have depended in most cases on my own readings. 

The index, on the other hand, is a work of enormous potential value, and 

could be used to identify and locate numerous quotations and technical 

discussions in many sangTta works.

Some printed works must be taken into account. Two compilations 

bearing the title Samgltasarasamgraha borrow substantial sections from 

the Narayana. The first was the work of the late 18th or early 19th 

century Bengal Vaisnava poet Narahari Cakravartin, also called 

Ghanasyamadasa.':1 > In this treatise, and again in other works dealing 

with music, the Ragaratnakara, Gltacandrodaya and the fifth chapter

1. See Nijenhuis 1977 p.35. I have yet to see a definitive statement on 
the date of this author.



(.taranga) of the Bhaktiratnakara, there are many borrowed passages which 

I have been able to use as further textual evidence for the IIrayana in 

its 18th century readings in some, presumably Bengali or perhaps 

Orissan, manuscript. larahari uses his own illustrative compositions, 

but the theoretical account is laro-ely the same as Puruscttaxaa's.
*_j -j *

Having no independent manuscript evidence for the text of these works, I 

have referred to the published editions by Prajnanananda (Ghanasyamadasa 

1956) and Guru Bipin Singh (Narahar^i Cakravartin 1982). As these are 

not critical editions, it is impossible to know how many of the readings 

are editorial corrections; nevetheless I have sometimes found useful 

confirmation of readings which occur in one or more of the Narayana 

manuscripts. The Sangltasarasangraha of Sir S.M. Tagore (Tagore 1875) 

is a compilation from the Narayana and several other sources, sometimes 

acknowledged and sometimes not. I assume that Tagore had access to a 

manuscript closely related to C, if not C itself. His readings of 

Narayana passages fall generally into the J3 group, but some of his 

variants or emendations are worthy of notice.* 1 '

The Madras manuscripts were used by M. Ramakrishna Kavi for the 

numerous citations from the Mrayana in his encyclopaedic compilation^ 

Bharatakosa (Kavi 1951). His readings show frequent editorial changes, 

and I have been wary of using them as a textual source for this edition, 

preferring the Mi and Mii transcripts in most cases (except where the 

photocopies were illegible).

Finally, I have used the available printed editions of certain works

1. Many musical technical terms in Monier Williams' dictionary are 
derived from Tagore's work, or perhaps in some cases from discussions 
with Tagore. These include several corrupt readings from our text.



r _

referred to by Purusottama - Subhahkara's SahgTtadamodara, Narada's

f^ ^^ _ ^_^ __^
Pancamasarasamhita, Ramanandaraya 1 s Jaganriathavallabha, and the 

GTtaprakasa of Krsnadasa. In my apparatus I have recorded significant 

variants in those editions from the readings in the Narayana 

manuscripts. I have also noted variants in parallel passages in the 

SangltamuktavalT of Haricandana. I can find no certain indication of 

the relationship of this work to the Narayana, but at the very least we 

can see that some of the same sources were used; the readings may 

therefore be useful for comparison.

The edition

I have recorded almost ail readings from all manuscripts in the 

assumption that even some of the nonsenses could possibly be of use in 

determining a place in the stemma for manuscripts that may be discovered 

in future. Significant variants in related printed works are noted, but 

where Tag agrees with J3 or Y or 6 or C I have not recorded it 

separately. The volume of 'rubbish' in the apparatus would have 

obscured the more valuable or genuine variants if all had been left in 

one place, and would have made the edition and translation harder to 

read. I have therefore removed readings of doubtful or secondary value 

to a section of supplementary textual notes. Perhaps many readings that 

still stand in the main apparatus might reasonably have been demoted to 

the 'supplementary 1 category, but of course a reading does not have to 

be 'correct 1 or 'possible 1 to be of interest; some of the solecisms that 

appear in the apparatus may represent corruptions of possible variants, 

or indeed the origins of scribal conjectures. Where I am convinced that 

an ascertainable reading of a lost original is corrupted by one or more



of its apographs or descendants, the original reading is stated first, 

and the errant readings thereafter within brackets. If the errant 

readings are of little interest I have indicated with an asterisk that 

they will be found in the supplementary notes. Thus in the apparatus to 

1.7. a, J3(*OJ) means that I believe the 3 reading to have been 

vemkatadrau ca kole, as is found in the J3 manuscripts except 0 and J, 

the readings of which are in the supplementary notes.

Doubtful readings are indicated with a (?). Where a reading in the 

apparatus is preceded or fallowed in its manuscript in some way other 

than what might be assumed from the main text, I have indicated the 

preceding or subsequent aksaras in brackets.

Round brackets are used to indicate marginal and interlinear 

additions or corrections in manuscripts, e.g. I.5.d, where nlyahato is 

added in the margin of L. Readings in round brackets in the BS edition 

are transliterated just as they stand in that text. In cases of damage 

and lacunae I have indicated a missing aksara with + , and an uncertain 

number of missing aksaras with ... + ... . Following the common 

practice of editors of Latin and Greek texts, I use angled brackets < > 

in the text to mark aksaras supplied by me, and square brackets C ] for 

deletions. The dagger t marks passages which I am unable to restore to 

my satisfaction. In the apparatus I have used angled brackets to show 

what I suppose is the reading that has been corrupted. So in I.4.a I 

believe Bi intends lalayantazr, the actual reading is transferred to the 

supplementary notes.

I have not treated the NagarT use of anusvara for all nasals as a 

true variant, but when there are other reasons for citing readings I 

have kept the anusvara as it stands in the manuscript. Similarly I have



omitted to note the very frequent va for ba, though when a reading is 

recorded for some other reason the original va is given.

The numbering of verses is entirely editorial. Sometimes, for ease 

of reference, I have numbered half-slokas where perhaps in a continuous 

printing of the text they might have been treated differently. Letters 

are used to link printed lines with variants in the apparatus and 

supplementary notes.

Sigla and abbreviations

(See above for full details of Mss. 
editions. )

and bibliography for printed

BS I^ubaneswar printed edition.
Bi Bhubaneswar Ms MUS/9.
Bii Bhubaneswar Ms MUS/19c.
Biii Bhubaneswar Ms MUS/25
Biv Bhubaneswar Ms MUS/43.
Mi Madras Ms 3234.
Mii Madras Ms 4212
a Bi.Bii.Biii.Biv.M.
6 Biii + Biv.
C Calcutta Ms 2513.
J Jammu Ms 1856.
N Nepal Ms III. 267 A.
0 Oxford Ms Mill 47a.
* JflOC.
6 OC.

Ghan Sangltasarasangraha of Ghanasyamadasa (Ghanas'yamadasa 1956)
GitPrak GTtaprakas'a of Krsnadasa (Krsnadasa Badajena Mahapatra 1983)
JagVall Jagannathavallabha nataka (Ramanandaraya 1883)
Mano Natyamanorama (Raghunatha 1959)
Mukt SangTtamuktavail (Haricandana 1955)
NarPSSi Pancamasarasamhita, Bangiya Sahitya Parisat (Banerji 1977)
NarPSSii Pancamasarasamihita, Asiatic Society (Banerji 1977)
Subh SangTtadamodara of Subhankara (Subhankara 1960)
Tag SangTtasarasangraha of S.M. Tagore (Tagore 1875)
VaisSS Vaisnava Sahglta Sastra (Narahari Cakravartin 1982)
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SAIGITAIARATAIA

CRITICAL TEXT and TRANSLATION 

pariccheda I

srlganesaya namah I 1.

nlladrikandaranandimandaralayavanditam I a. 
vande vandarumandaram indiramandiram mahah Mill b.

*  

I worship the greatness which resides In Laksml, Is the heavenly Handara 
tree to devotees, and Is praised by those who reside on the sacred 
mountain Xandara taking pleasure In the caves of fflladri.

1. om namo ganesaya L. srlsrlga* C. Srlganesaya namah I avighnam astu
Bi.Biii. srlprasanapurusottamaya namah I srlganesaya namah Bii. sriga* I
srtsarasvatyai namah Biv.
a. * kandarananda " Bi.Biv
b. "ndaram sendiram paramam mahah

pravrttatalam karat alikabhir abhrrikanam kalavenugltam I a. 
nrtyantam atyantam udlrnahasam rasam bhajantam harim antar Tde I 121 I b.

In my heart I praise Harl, who dances unendingly along with the music of 
the flute, the tala (accompaniment) provided by the hand-claps of the 
Abhira maidens, loudly laughing as he performs the

b. udarahasam £ (udalhasam £) . udltahasam Bii. 6 (*Biii) . BS. udTtavasam     *     * 
Bi. udarabhavam Tag.

praleyasailatanayakucakotim uccair a.
nlscusya eanmukhamukhalr atipltamuktam I b.

tareakulaeya lihatah eubham Sdl^antu c.
lambodarasya darapuskaradhunanlni I I 31 I d.

May the tremblings In the tip of Ganesa's trunk indicate blessing - of 
him who licks, frantic with thirst,' the lofty breast-tip of the daughter 
of the great mountain (Parvatl), which has been sucked dry and abandoned 
by the mouths of Sanmukha (Skanda),"* * *

3. a. - 15. b. om. BS.8.
a. kucakotimurti Bi.
b. niscusya Mss. 'mukhe ratipltam Bi. 'muktam Bi.J.
c. harsakulasya 1. *kulasya niyatam subham p.

balam alapataladyair lalayantim barer manah I a. 
caturbhujabhujaslistam istam srastuh sutam bhaje I I 41 I b.



pariccheda I

I worship the young girl (deity), beloved daughter of the creator, 
embraced by the arms of the four-armed one, who with her alapas and 
talas delights the mind of Hari.

a. °patak"adyair Bi. Mi. lalayantam <Bi.>Mi. ITlayantTip J.L.

asan nTpanurupa adhidharaninrpa gangavamsavatamsah a.
kamsadhvarasamsabhajo nijabhujavijitaksoni^akraricakrah I b.

yair 'akramya kramenodbhatasubhataghatatopakarnatalata- c.
ksonTsaksobhadTksaksaraakalavarakedarakah sarabhUjam I I 51 I d.   . «       ^

There were kings on earth like nlpa flowers, ornaments of the line of 
the Gahgas; they shared the inheritance of the destruction of Kamsa, and 
with their own arms defeated the circle of enemy kings. By their 
gradual advance <there was made> of the mighty a field of corpses 
capable of initiating in terror the kings of Karnata and Lata, proud 
though these were in their great armies of excellent warriors.

a. dipanurupa Bi. "vatamsah Bi.
b. "vijitam ksoni* Bi. "kravicakrah Bii, 'vicakrah Bi.w _ *     « »

c. ksairakramya Bi. "dbhatavibhatatopa* £ ("dbhata(vikata)- 
bhatatopakarna" L).
d. 0 ksonTsasph"aradTksakarananitodarakah sara* |3 ("karana(niyahato)darakah 
sara' L. 'mitodara* <S). °varakodarakah Bii.

prodyaj jambharikumbhisphutavikatamahadantidantantaralo- a.
nraTladdharalaraajjaparajaladhijale "ksali kauseyakor yaih I b.

yair evakhani lekhaspadanagaranadTgarvasarvankasasrTh c.
sr'amyatkumbhTnasenapramadasuvadanagahyaraano hradaughah I I 61 I d.

These kings washed from their silken girdles, in the water of the 
Western ocean, the streams of marrow that ran between the tusks of 
<their> mighty elephants which were as vivid as manifested Airavatas. 
These kings built numerous tanks, defeating in their beauty the pride of 
the rivers of picturesque cities, tanks wherein plunged lovely ladies in 
their joy and weary snake-kings.

a. propaj j ambha * Mi. prodyaj j rmbha * Bi i.
b. "nmTladdhar'asrapataparajala* J3. Csrayata* 0. N. "patam parajala* J). 
'ladbha(?)ralamarjja* Bi. "jale £alikaukseyakopaih J3. kaukseyako^aih Mi 
kauseyakaksaih Bi.
d. samyatku* £. srTmatkumbhisena* Bi. "kumbhlnasesapra* Mi. "suvadana- 
mar j airiano pradosaih ^ ( "mrjaiiiano pradosah L. mar j amana raadosaih £), 

' *vadanagraiyaraano hra* Mi. 'ga'yaiiiano hra* Bi. Bii.

yesim sesangasanglbhavaduruyasasam venkatadrau sarange a
simhadrav arkakone 'pi ca kamathagirau nTlasxailadike ' pi I b.

sa" sa prasa"daraj ir jayati patunatadvaijayanty agrajahgHa- c.
ghatavyagrogravajivrajakrtasamayollahglianavrTditarka I I 71 I d.

^ 
And these kings, whose great fame approached the stature of Sesa

- 2 -



pariccheda I

himself, gloried in many temples, on the mountain of Vehkata, at 
Saranga, on Simhadri, at Konarak and on the mountains Kamatha and NTla, 
palaces with banners fluttering, which shamed the Sun (arka) by 
violating with their rows of impetuous horses, quickened by the spurs to 
their thighs (agrajanghaghata), the proper <passage of> time.

a. "yasasa ve* Bi. vemkatadrau ca kole £(*OJ).
b. tadvat karpurakamtau sivasatigirau nTlas'ai 0 £. arkakos'e 'pi(?) Mi.
"sailadyake 'pi Mi.
c. sasTt prasada" Mi. patunatTr vaija" Bi. "vaijayaratyosvajasrain £
(°jayamtyosnajasram N).
d. ha'bhavyagro* <JN. sa bhavyagro* JL. °graraji° J3. *vajT° Bi.
"trajakrta* 6. "langhanam vrT*
Bi. 'vrTditakah 0. *vrTdi'to 'rkah Bi.Bii.

nanadahadhidanapramuditadharanTnirjara^renikhidyat- a.
panidronantaralaskhalitamaniganakTrnaratliyabliipirrna I b.

asthanadvahsthasamsthasthitanrpasamupasthapitoddandasundo- c.
niDadyadvetandagandodgalitainadajalair yatpurT pahkilabhut I I 81 I d.

Their cities (yatpuri) were full of streets littered with the many 
jewels fallen between the chinks (antarala) in the capacious ('tub- 
like', "drona") but flagging (khidyat) hands of lines (s'reni) of gods­ 
on-earth (Brahmins), who were gladdened by <the kings'> munificent gifts 
('gifts upon gifts', dana + adhidana). These cities were muddied by the 
flowings of must running down the cheeks of rutting elephants which 
stood, with raised trunks (uddandasunda), stationed by the kings like 
(samstha) doorkeepers (dvahstha) <with rasied staffs) by the meeting 
halls.

a. "dahadhiyana" Mss. *jarasrenisTdat Bi.
b. (*khidyat)srenyamte svasusamjanmanigunaganakTrna* £(*<$). 'panidro-
nyantarala' Mi.
c. sTstaladvasthamtastliastliitanrpasamukliopasthitoddaindasuse (?) 0. sim. ,
with 'dvasthatamsthasthi * C. a'stha'staladvastha* J. "as t has t a lad vast ha ° N.•

astaladvastha 0 L. asthianadvastha* Bi.Bii.
d. *nniadyanve* Mi. p. 'gandochulita'(?) Bi. 'gandatsalita 0 (?) Bii. 
jalair yat paripankilo bhut Bi. 'jalair yatra puhpamkila" ^ (yatra 
purT(?) pamkila* L). yat purT sankula* Mi.

yes^m asetugangam kamalajanilayaspardhitogra"grahara a.
rgfjanty acarapiTtair dhrtanigaraasataih pITrita vipravaryaih I . b.

yesam pratas ca sayam s'rutivihitahavihpreksanapraptapatnT- c.
gufijanmanjTrakancTvalayakanakanaih sainidhenT vililye I I 91 I d.

Their land-grants, extending from Setubandha to Gahga, a match for the 
abode of Brahma himself, were resplendent, being filled with excellent 
Brahmins, pure in conduct and thoroughly versed in countless sacred 
texts; their wives, come to watch the Vedic sacrificial rites, morning 
and evening drowned the mantras with the ringing of their jingling 
anklets, girdles and bracelets.
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a. kamalajamilalayayaddhisevyagraharar <-ja°) 0. N. kamalajamila-
yasyadasapyagrahara" C. kamalajanilayasyaddhisevya* J. 'nilayaspa-
rddhimagragrahara Bi. kamalajanivayah spandinoC?) 'gragra'C?) Mi.
b. (*ha~ra) jaratyacarapurair £(*£). dhutanisamas'ataih ]3(*<£N). (nisama
corrected to sudhana in margin L). dhutanigamasutaih Bi. krtanigama*
Bii. vipravaryam £ (vipravaryo 0. vipravargo C).
c. 'vihitaharipreksa* J3. "havihpresanara prapta* Bi.
d. valayakalakalaih samidKaham vili* )3 (sabhidhaham C). ssfraidhe-
nirjalTle Bi.

tesam bhukhandabhusa khimudir iti suraksoniviksobhi raj yam a.     .» „ . ... ^ j
tatrgTbhitt padmariabho nrpatir atibalah kalakalpo 'rivarge I b.

vTras tasnSd akasmanmiladamalaguno 'dhTtasangTtavidyah c.
kundatkTrtir raukundasrartikrtisukrtT bhu'pana'rayano ' bhUt I I 101 I d.

Adorning their territory was the kingdom called Khimudi, which 
disquieted <by its greatness> the heavens themselves, and there there 
was a king, Padmanabha, exceedingly mighty, bringing death to enemies. 
From him was born the heroic king Narayana, in whom all pure qualities 
came at once into bloom, who was learned in the science of music, whose 
fame had the purity of the kunda (jasmine) flower, and the repute of 
whose good acts reminded one of Mukunda. (or: . . . adept in compositions 
recalling Nukunda.)

a. 'khamdabhiTsoragavasatisuraksoniviksobhivadyara J3. 'khandabhusaip khi *
Bii. 'viksyobhira 0 Mi.Bii.
b. yatrabhut Bi. kalakalpo rivamse £.
c. vTras tasman milada 0 Bii.
d. kundakTrtir Bi. 'smrtikrtasukr" Bii. 'smrtir atisukrtT bhU' J3 ("SUIT-
tir atisukrtir bhu' S. *sukrti bMF° JN).

tenatha nan^munibhih samTksya granthan krta"ms cadhunikaih kavTndraihl a. 
sahgltanarayanapustam etat tauryatrikanam kriyate hitaya I I 111 I b.

gftam kai^cin nartanam vapi kaiscid
vadyam kaiscit taddvayam kaiscid uktam I c. 

svalpe 'p^ismin drsxyatam sarvam etat
rajnah sainyam kScabhitter ivantah I I 121 I d.

Narayana studied the works of many ancient sages and modern poets, and 
is composing for the good of the triple musical arts this treatise, the 
SahgTtanafayana.
Some have described the vocal alone, some only dance, some the 
instrumental, and some have given two out of these. In this work, small 
though it is, all may be seen, like the image of a whole king's army in 
a mirror.

a. tenadya nana* L.Bi.Bii. namamuni* L. tatotha nana* JN. krtas cadhu*
LJN.
b. 'narayanaguptam etat J3 Cr'ayane guptam N).
c. *cin nartanam kaiscid uktim kaiscid vadyam taddvayam napi(?) kai* Bi
d. 'smin pasyata sarvam £ (pas'yant'a sarvam <S). kacabhitte ciram te #.
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kva rajyatvam sramanarham adhva kvayam sudurgamah I a. 
naivara paryanuyojyo 'yam kirn na syat sadanugrahat I I 131 I b.

gantukamasya me param sahgTtagamava"ridheh I c. 
santo 'valarabanam santu sthane sthane nimajjatah I I 141 I d.

How unequal are this arduous path and kingship, in which exertion is 
unfitting, and yet he (ayam) should not be censured, for all things are 
possible with the favour of the good. Nay the good be my support when 
here and there I start to sink in my striving to cross the ocean of 
musical lore!

a. kirn va labdham srama" J3(#C. ) rajatvam Mi. "tvara sraroamsadhya(?) na
hi kvayam Bi. sraroahah madhva kva° Bii. pra(?)manarhara Mi. syat sadhv-
anugrahat Bi.
b. paryanuyogo pi kirn na £.
c. ramtuka* 0. rantukamam sa me C. santukama* LN. "k'amamay'a param Bi.
d. sato valamvanam JN. snane sthane LN. syane sthane ninimajjatah S.
sthahe sthanTyamajjatah Bi.

santa~pakam ksamabhaja'ni saram vandaruvigrahe I a. 
khalam halam na talam va nalam stotum aham budhah II151 I b.- • * * » »

I am not competent to praise the mischievous (khala) boy (Krsna), nor 
<the one of> the plough (Balarama) - the tormentor ('teaser', santapaka) 
of pitiable <mortals> (kaamabha'jajn) and the essence (sara) in the body 
(vigraha) of the devotee (vandaru).

a. *kam kala'bha'j'am ]3. saravandaru ' Bi. vamdarusamgrahe J3(*<S).
b. khalahTnam na valam va Bi. khalam halam va alanam sada stotum aham• * * • * •

vudhah L. sim., with sayastotum JN. khalam halam va ala na thah sto­ 
tum amvudhah 0. khalara halam vai I la na(?la) tha stotum amvudhah C.• » • * • *

khalam talam (?tvalam) va nalam va nalam . . . budhah Mi.

atha sangTtotpattim "aha I 1.

pura caturnam vedanam saram akrsya padmabhuh I a. 
idam tu paScamam vedam sahgTtakhyam akalpayat I 1161 I b.

Now is stated the origin of music. In the beginning Padmabhu (Brahma) 
drew forth the essence of the four Vedas and fashioned this as the fifth 
Veda, which is called sangTta.

a. purnam catur* 6. purnam catur 0 J. pUrnam ca° N. pu~rvam catu* L.
padmajah Bi.
b. sangTtartham Bi. tadantapancamam vedam sangTtam samakalpayat Mi.

kasmat kirn jatam ity aha I

- 5 -



pariccheda I

rgbhyah pathyam abhud gltam samabhyah samapadyata I a. 
yajurbhyo 'bhinaya jata rasas catharvanati smrtah I 1 17 1 I b.

Now Is stated what arose from each. From the Rgveda was born recitation, 
from the Samaveda song, from the Yajurveda abhinaya (mimetic gesture), 
and from the Atharvaveda are said to have come the rasas.

1. kas tasmat kimcij jatam ity ahuh
a. abhud gl (om. tam) 8. sukhapathyam abhud NL. rgbhyo vadyam abhud J.
syottyasmacadyam abhut tam C. +<?su)syotyasmacadyam abhud 0.
sama* . . . 'dyata om. 0, samabhya samapadyata C. samupadyate 8.
b. yajurbhyo narttanam abhut rasas ca* J. yajurbhyo narayano bhu isasca
vivesah smrtah 0, pattubhyo narayano bhu isasca vesah smrtah C. yajur­
bhyo (bhisyo deleted) naryo rasas cakharvasah smrtah L. yajurbhyo
narayato rasas cakharvasah smrtah N.

sampradayasuddhim aha I 1.

brahmes'anandibharatadurganaradakohalah I a. 
da^asyavayurambhadyah sahgltasya pracarakah I I 181 I b.

/
Now Is stated the purity of the tradition: Brahma, Siva, Visnu, Bharata,
Durga, Narada, Kohala, Kavana, Rambha and others - these are the prop­ 
agators of sanglta (music).

a. durganara* Bi.Bii.8.
b. *vayurebhadyah 0. "vayur ityadya C. prakarakah ^ (prakakah 0.
prakarah C. prakasakah J.). sangltarthapra* Bi.

prasastyam aha I 1.

^rutismrtyadisahityananasastravldo 'pi ca I a, 
sangltam ye na jananti te dvipada mrgah smrtah I 1191 I b.

It (sangTta) Is extolled: though they may know sruti, smrti etc., and 
literature and the various sastras, those who do not know music are 
(merely) two-legged beasts.

1. om, Biii. prasamsam a* BS. prasamsyam a* Bi.

prayojanam aha I 1.

trlvargaphaladah sarve danayajnastavadayah I a. 
ekam sangltavijnanam caturvargaphalapradam I 1201 I b

Its use; all such actions as votive donation, sacrifices and singing of
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hymns bring the fruit of the trivarga (dharma, artha and kama), but only 
the knowledge of sahgTta bestows that of the caturvarga (i.e. of moksa 
in addition).

1. (and all subsequent prose directions and vrtti in Sansk. iriula) om.
Bi.
a. °yajnavra(?)radah 0. *jnastu(?)tadayah C. 'suradayah LJN.

'japadayah Tag. 
b. ekasanglta" £. etat sanglta" Bi.°ngTtadigjnanam Mi. After b. BS has:

na ca trivarga* (see after v.24 below).

katham ity aha I 1.

harlsadistuter dharmo dhanakamau nrpaditah I a. 
niskamam tadanusthanan moksas tasmat tad abhyaset I I 211 I b.• * * * * *

This is explained: (music brings) dharma from the singing of praises to 
Hari, Isa and the other gods, and dhana (artha) and kama from kings and 
others, while moksa is obtained from the dispassionate performance of 
it; therefore it should be studied.

a. dhanakamo # (* karmo 6 ),
b. niskamatadanu* Bii.0.<S. niskamas tad" Tag.

kimsvarupam etad ity aha I siromanau I 1.

gltam vadyam ca nrtyam ca trayam sangltam ucyate I a.
gTtavadye ubhe eva sangTtam iti kecana I b.
tat tiryannaradevadimanohari prakTrtitam I I 221 I <iti> c.

X

Vhat is its nature? The Siromani states: "sahgTta is said to be of three 
parts, namely vocal music, instrumental music and dance. Some say
(however) that it has (just) two, (namely) vocal and instrumental music 
alone. It is said to be loved by animals, men, gods etc. n

b. gltavadyobhayam yatra sangT* J3(*OJ). gltam vadyam ubhe Biii. evam
sangf* 6.
c. harTsabrahmadevadi* Tag.

visnupurane 'pi I 1.

kavyalapas ca ye kecid gTtakany akhilani ca I a. 
sabdamurtidharasyaite visnor amsa mahatmanah I 1231 I iti I b.•+ • • • •

The Visnupurana states: "All poetic compositions and all gitakas are 
parts of the great Lord Visnu who is the embodiment of sound. "

b. "dharas caite £. iti om. ^.Bi. "tmana iti Bii.
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(saivasarvasve I 1.

sarvesam eva punyanam asti sankhya yasasvini I a. 
mamagre glyate yena tasya sankhya na vidyate 1123*11 b.

na ghrte tadrsT prltir na ksTre na ca guggulau I a. 
yadrsT caiva gandharve mama prTtir varanane M23b ll <iti» b.

/ 
In the Saivasarvasva it is stated: "The merits of all wen are of finite
number, 0 illustrious one, but infinite is their number in the case of 
him who sings before me. Not in (offerings of) clarified butter, not in 
milk, not in bdellium do I take such delight as in gandharva t 0 lovely
one. "

1. , a-d. om. or.
1. sivasarvasve Tag.

na ca trivargasadhanam natyam etena viruddham iti vacyam I 1. 
trivargasabdasyopalaksanatvat I kim ca 2.

gTtajno yadi gTtena napnoti paramam padam I a. 
rudrasyanucaro bhutva tenaiva saha modate I I 241 I b.

It should not be objected that the statement "natya produces the 
trivarga" is contradictory to this, because (here) the word trivarga is 
an upalaksana <standingj(for caturvarga>. Further, the knower of music £ 
who fails by music to attain the highest realm becomes a companion of 
Rudra and rejoices with him.

1,2. om.Biii.
1. iti na viruddham Mi. vacyam om. C.
2. trivargasabdalaksanatvat LJN. "rgasabde sopalaksana* C. 'rgasah bde 
syopalaksana* 0. trivargasadhanam natyam Bi. 
a. kantujno thadi 6. *na prapnoti 0.

ity atra ka gatir iti cet tasya rudrena saha kalantare muktir iti na 1. 
kim apy asangatam I 2.

If it is asked what fete this imf>H^( the reply is that) eventually he 
obtains liberation along with Rudra; so there is no inconsistency.

2. kim apy atra viruddhate 6. kim apy atra samgltam bhavati dvidha LJN.

tatra ca

margadeslvibhedena sangltam bhavati dvidha I a. 
svarge margasritam desyas'ritam bhutalaranjanam I I 251 I b.
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Sahglta Is twofold by virtue of the division into marga and desT. The 
marg-fl variety is (heard) in heaven, and the desT type gives delight on 
earth.

1. om. #.
a^ margo desT' Bill. margadesTvibhedena om. LJN. 'desavibhe* Bii.
margasritam ca dasl ca sangltam bhavasi 6. 'slvibhagena sahgltam
dvividham matam Tag.
b. "ranjakam Tag,

tatra prathamoddistatvena gTtasya vaksyamanataya nadam vina 1. 
tadanupapatteh prathamam nadam aha I taduktam 2.

Here (in desT music) since gTta Is the first topic, and because of the 
wish to state that it cannot come into being without nada. (the author) 
first deals with n][da. This point has been stated thus:

1. 'tvena sangTtasya Bill, paramoddistatvena sangTtasya Biv.
2. prathamam tan aha £ (nan aha 0). prathamam tarn aha Tag.

na nadena vina gTtam na nadena vina svarah I a. 
na nadena vina ragas tasman nadatmakam jagat I 1261 I iti b.

Without nada there Is no song, no szaza, no raga; thus all the world 
consists of nada.

2. tasman nadasritam Mi. jagad iti

tadutpattiprakaram aha I 1.

atma vivaksamano 'yam manah prerayate yatah I a. 
dehastham vahnim ahanti sa prerayati marutam I 1271 I b.

Now Is stated how it is produced. This Una (self), wishing to speak, 
activates the mind; thence (the mind) stimulates the fire situated in 
the body, and that power activates the vital breath.

1. om. Bi. tadupapatti* 6.
a. atmavivaksama* 6. vivaksyanano £ <*C).
b. after nfirutam £ adds: marutas turasi caran manda jatayate kharam
(for nandram janayate svaram) 0. (C has a very corrupt version of the
same.)

nakarah pranavayuh syad dakaro havyavahanah I a, 
tabhyam utpadyate yasmat tasman nado 'yam ucyate I 1281 I b,
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The syllable na. represents the vital breath, and the ds. weans fire. This 
is called nada because it is produced out of these two.

b. tatsamutpadyate £

nadabhyam pranagnibhyam jatatvan nada ity arthah I 1.

vyavahare tv asau nadah procyate trividho budhaih I a. 
mandro hrdi sthitah kanthe madhyas taras ca murdhani I b.* • • • -J

dvigunah kila manena purvasmad uttarottarah I I 291 I c.

The meaning is that nadfl is formed from the combination of na and da f 
i.e. breath and fire. But in actual practice this nada is said by the 
vise to be three-fold. The mandra (low) is situated in the heart, the 
ifiarfhyq (middle) in the throat, the _£&ca (high) in the head. Bach 
successive one is twice the previous one.

1. yad dvabhyam pranavayubhyam jata* Bi. pranagnibhyam om. £.
c. dvigunah kim samanena J3 (sananena J. *gunah kena sanena C. *nah
skena sanena 0). "nah kim bhinnatena Bi. uttarottaram Mi. 'ttare Biv.

kohalTye tu I 1.

ahato 'nahatas ceti sa nado dvividho matah I a. 
yatrobhayos ca samyoga ahatah sa praklrtitah I 1301 I b.

In the KohalTya is stated: "njida. (sound) is of two kinds, struck and 
unstruck. Where there is a collision of two things, that is called 
"struck".

1. *irye ca Mi.
b. *bhayas ca £(*£).Bi.6. "bhayaus ca Mi, "trobhayasya samyo* BS.

akasasambhavo nadas tathanahata ucyate I a.
ahatam nadam akrsya tathanahatasamjnakat I b
tarn nSdam saptadhakarsTt tatha sadjadibhih svaraih I 1311 I iti c.

The sound that arises from the ether is called "unstruck". The "struck" 
sound was drawn out from that which is called "unstruck",' that sound was 
made seven-fold through the svaras sadja etc. "

a. —c, om Mi.

vastutas tu 1.
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akasagnimarujjato nabher urdhvam samuccaran I a. 
mukhe 'bhivyaktim ayati yah sa nadah prakTrtitah I I 321 I b.

In truth, that which, being born of ether, fire and wind, rising up from 
the navel Is articulated in the mouth is known as nada.

1.,a.-b. om. Mi. 
a. 'marujjTvo 0.

sa ca pranibhavo 'pranibhavas^ cobhayasambhavah I a.
adyah kayabhavo vlnasambhavas tu dvitTyakah I b.
trtTyas cap! vamsadisambhavah sa tridha matah I I 331 I iti c.

And It is said to be of three types - that which Is produced from a 
living being, that which is from an inanimate (source), and that which 
is from both. The first is "bodily-produced", the second produced on a 
vlna. The third kind Is produced from the flute etc.;

b. taddvitTyakah 9. 
c. iti om. J.Bi.

evam bahubhir acaryair nadas tu bahudhoditah I a. 
prakrtanupayogitvan na maya sa prapancitah I I 341 I b.

Thus is nada variously defined by the many experts.
Because of Its irrelevance to the subject In hand, I do not dwell on the
matter here.

a. evam vidvadbhir Bii.

atha gTtam I 1.

tallaksanam tv acaryanam matabhedad bahuvidham I a. • . • » • «

atrapi bahusammatam evocyate I sangltas'are I gTtam ranjakadhatumatu- 
sahitam I 2.

gltasyavayavo dhatu ragadir matur ucyate I 1 35 1 I b.

GTta (vocal music). This has many definitions because the masters do not 
agree. Here too only that which is agreed upon by many is given, (namely 
that definition which Is found ) in the Sangltasara: "That which 
possesses pleasing db'atu and mtu is gTta. Dhatu is a component of the 
song (text), while raga etc. is called

a. *dad bahudha p.Mi.Bi. bahudhah Bii, bahudvidha Biii. 
2. tatrapi a. ranjakam dha* L.
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kaumudyam tu I ragair viracitam gTtam iti I 1.
gTtaprakase tu I ranj akasvarasamdarbho gTtam iti I 2.
vastutas tu naradasamhitayam I 3.

dhatumatusamayuktam gTtam ity abhidhTyate I a.
tatra nadatmakam geyam dhatur ity abhidhTyate II 36 1 I b.

In the KaumudT: "giifl. is that which is composed with ragas. " 
In the Gltaprakasa: "gTta Is the stringing together of pleasing
The true definition is found in the Naradasambita: "That which has both 

and jaatli is termed gTita. That part of the song which consists of 
is termed dhatu.

1. tu om. N.6.BS. 'dyarn ca Mi. visodhitam gi* 0. vi^ovitam C. ragai 
racitam 6<*B111).••

2. ranjakam navasamdarbho J3(*0). 
b. jneyam 0, N.

gunadhidharanad dhatur gltavayava eva sah I a.
gunalankaravakyesu ranjanaujasvita yadi I b
matuh sa gaditas tajjnair manasasya pramodanat I I 371 I c

nadatmakam iti nada evatma svarupam yasya I atra nadapadena 1. 
nadajanyanam srutisvaradTnam grahanam I yad uktam 2.

"Taking its name from its 'bearing' (dharana) of gunas etc. , jiiiJtll is a 
component of the gTta. If there is a pleasing brilliance in the
alankaras and vakyas (of the text of the song), that is called mtu by 
the experts because it gladdens the mind (m&nasa) . " nfltffltmafrflffl 
(consisting of nada) means that whose nature is nada alone. Here by the 
word nada one is to understand the srutis, svaras etc, that are born 
from nada. This is stated thus:

a. 'dharanan matur gTta" £(*£).
b. ranjanojjvalata 6 Cjjalata Biii). "najjvalata Bi. ranjanaula-
ksita ^ Cnjinaulaksita 0, 'njinolaksita C).
1. nadatmakam iti om. £. svarupo yasya tat atra £(*LN) . tatra nada* 6.
2. taduktam ^,

nadac ca srutayo jatas tabhyah sadjadayah svarah I a. 
tebhyah syur murchanas tabhyas tanakhya gramasambhavah I 1 38 1 I iti b,

"From nada are born the srutlst from these the svaras sa etc. , and from 
the svaras are (to be understood to arise) the jaurcbanas, from which 
come the (murchanas) called tanas, which are born of the

b. t"alakhya £. 'sambhava iti tf.Mi.Bii. iti om, BS.Biv.
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tatra ca I

nadah srutih svara gra"ma3mjfrchanatanavarnakah I a. 
svara grahamsanyasakhya jatis ceti kram5d iha I I 391 I b.

And further: nada, srutl t svaras, gr^joos, mjrchanasf fa~nas and varnasf 
svaras called graifl, amsa_ and jajzasa, iatl - in this order.

c. gramo murcha* 6.

grahasvaro 'msasvaro nyasasvaras ceti I tatra nada uktah I atha sru- 
tayah I 1.

a. 
b.

sa nadah srutayo dvavimsatih syan marutahatah I 
dvavim^atis tiryagurdhvanadyo hrdayam asrifah I I 40 1 I

This means the grahasvara , tie apsasvara and the nyasasvara . Of these 
jjada has been dealt with. Now the srutls. That jjlda is (manifested in) 
twenty-two srutls when struck by air. There are twenty-two strings going
across and upwards, resting on the heart.

1. "ras cet tatra BS.
a. marudahatah Mi. marutahatah BS.6.* *

b. urddha nada hr* LJN. 'nabhyo Bii.6. asthitah

ta yavatyas tu tavatyah srutayah pariklrtitah I a.
kraniad uccoccatayukta vTnadav eva laksitah I b.
kaphadiduste kanthe yat tasam vyaktir na jayatel I 411 I c.

As many as there are of these (n&dls) , so many are said to be the 
srutls. Successively higher In position, they are (properly) shown only 
on the vTna etc. , since the throat, being affected by phlegm etc. , can 
not manifest them clearly.

b. vTnavadena BS. vTnavya~deva Bi.
c. dUsite kanthe tasam BS.Biv. hasite kanthe ta" Biii. 'dustaih
kanthair yas

— • 
tas ca I 1.

H /
catasrah pancame sadje madhyame srutayo matah I a, 
rsabhe dhaivate tisro dve gandhare nisadake I I 42 1 I b.

They are (distributed as follows): four In panr/ama, j^adlfl. and madbyama. 
three In rsabha and dhalvata f two in gandhara and nis'Sda.

1. tah I cata* P (tas catasrah 
b. on, C.
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kimnamikas ta ity aha I 1.

nandTvisalasumukhlvicitrsih sadjajah smrtah I a.
citraghanacalanika rsabhe tisra Tritah I I 431 I b.

gandhare sarasa mala madhyame magadhT siva I c.
matangika ca maitreyT catasrah parikTrtitah I I 441 I d.

bala kala kalarava sarngaravy api pancame I e. 
mata rasamrta ceti tisro dhaivatanamani I I 451 I f.

•

nisadanamani dve ca vijaya madhukary api I g. 
iti svaranam srutayo dvavimsatir udlritah I I 461 I h.

S3.: nandl, vlsala, sumukhT, vicitra. 
Hi; citra, ghana, calanika.

: sarasa, mala.
: isagadhT, slva, natahglka, maitreyT, 

pa.: bala, kala, kalarava, sarngaravT. 
dha: mata, rasa, amrta". 
Hi: vijaya, madhukarT. 
Thus are declared the twenty-two srutis declared of the svaras.

l,a. om. C.
a. vicitra sa* Bii.
e. bala kala kalaravanamgirasyapi £.
f. malarasamrtas ceti BS.
h. udahrtah BS.

svaranam ity atra putranam pitetivaj janyajanakasambandhe sasthT I 1,
svaranam janika ity arthah I tad uktam harinayakadibhih I 2.
jatah srutlbhyah sadjadya iti <l> na ca sadjajah smrta iti 3.
katham sangacchatam iti vacyam I 4.

The genitive "of the svaras" is used as in the relationship of father to 
son, begetter to begotten, (the latter being in the geni£tlve). The 
meaning is that (the srutis) produce the svaras. This is stated by 
Harinayaka and others: "Sadja and the other (svaras) are born from the 
srutis. " It should not be objected that the expression
(in 43. a) sadlalah sxortah <which would normally mean 'are said to be
born from sadja'>'is 'inconsistent with this.• •"

1. piteva janya* UN. pitevaj janya* 6.
2. janaka ity £<*0>.
3. sadbheda iti J3 (L corrects to sadje iti).
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tatra janidhator antarbhavitanyarthataya samadheyam I 5.
sadjajanika ity arthah I tad eva sphutatayoktam kohalTye I 6.

siddhih prabhavatT kanta subhadra ca manoharah I a.
sadhayanti svaram sadj am prajapati mukhodgat ah I I 47 1 I b.

This Is settled by virtue of the fact that the root jt&a contains a 
causal meaning, I.e. that (the four srutls) give rise to (the svara) 
sadja. This Is clearly stated In the KohalTya: "The lovely (srutls) 
Siddhl, PrabbavatT, Kanta and Subhadra, which Issue from the mouth of 
Prajapati, produce the svara sadja. "

5. janer dha* £(*OC> . antarbhavinyarthasrutya £.
a. manohara j3.Mi.Bii.
b. sadhayantT ... *dgata Mi, mukhotthitah Bii.

eta manoharah srutaya iti sambandhah I 1.

sikha dTptlmatT caiva ugra cagnisamudbhavah I a. 
srutayah sadhayanty evam rsabham namatah svaram I 1481 I b.

hradinT visrutis ceti srutT amrtasambhave I c.
— —• «• *
gandharam sadhayete dve yatharthagunasamyute I I 491 I d.

(The adjective) "pleasing" refers to srutis. "The srutls Sikha, 
DiptimatJ and Ugra, born of Agni, produce the svara called rsabha. The 
two srutls HradinT and Visruti, born of Amrta, possessing qualities in 
accordance with the meanings of their names, produce gandhara. "

l.ff. Bi. omits this section up to srutisthane ....<v.57>, but in the
Oriya translation quotes a verse from the SangTtarnava: prajapatih
sikhis capi pTyusam (?*sah) prthivTs tatha I samavedo yaksarajo yamah
sruti§u rajasu I I
a. siva 0.
c. bhradinT 3. hladinT Mi. bhavini Bii.
d. yatharhagu" j

vTra sarvamsaha ksantir vibhutis tadanantaram I a.
• • * _

madhyamam sadhayanty etah srutayah prthivlbhavah I 1501 I b.

malinT capal"a lola sarvaratna prabhavatT I c. 
srutayah samaputryas tu sadhayisyanti pancamam I I 511 I d.

VTra, Sarvamsaha, Ksantl and Vlbhutl, born of PrthlvT, produce madhyama, 
MalinT, CapalS, LolS and the powerful Sarvaratna, these srutls born of 
the Saman will produce pancaoa.

c. sarvacitraprabhavatT Mi. sarvaratna BS.6.N. 
d. samaputram tu 0.
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santa vikalpint caiva hrdayonmllinT tatha I a. 
dhaivatam sadhayanty ett yaksarajavinirmitah I I 521 I b.

vistarinT prasanna ca nisadasvaram uttamam I c. 
sadhayete srutT vTrayamarajamukhodgate I 1531 I <iti> d.

Santa, Vlkalpinl and HrdayonmTllnr produce dhaivata, these being created 
by the king of the Yaksas (Kubera). The final svara, nisada, is produced 
by the two srutls VistarinT and Prasanna, which issue from the mouth of 
the great king Yama.

a. 'onmilinT BS.Biv. 'onmadinT Tag. 
c. prasasta Bii.6. prapanna £.

atra purvoktasrutTnam evam desavisese bhinnanamatvam I 1.
etena tas tah srutaya eva tattatsvarasvarupena jayanta iti tajjnah I 2.
vastutas tu svarupam jnatum asakyam I taduktam 3.

srutisthane svaran vaktum nalam brahnapi tattvatah I a. 
jalesu caratam margo mTnanam nopalabhyate I 1541 I iti b.

Here is shown how the names of the afore-mentioned srutis vary ac­ 
cording to place. In this way, the experts say, the various srutls come 
Into being in the form (character) of the various svaras. But in reality 
it is impossible to know their true nature, This is stated as follows: 
"Brahma himself cannot tell us where the svaras are placed among the 
srutls; the path of fish swimming In the water cannot be accurately 
known. "

1. eva desa* fl.Mi.Bii./ ^ _
2. srutayah puratas tatsvarasvaru* £ (purastas tat* J. *tas 
tatatsvarasvaru* 5). tattatsvararupena BS.6. 'svarasvarupenokt'ah I Bii.
3. atha svarah sa svaro yah srutih vastutas tatsvaru* Biii. sa svaro 
yah srutih vastutas ... BS.Biv. srutijatayah I vastutas Bii. 
b. jale carati mTno 'pi marganam upalabhyate Bi, nopalaksyate BS. 
mTnair naivopalabhyate J3(*0).

aparam ca I 1.

samasrutTnam etesu svaranam yas tu bhedikah I a.
prayogavidhuratvena ta noktah srutijatayah I 1551 I J V

atha svarah I 2.

sa svaro yah srutisthane svaran hrdayaranjakah I c.

etena svarasabdasya yogarudhatvam uktam I 3.
/ •/ _kimva srotrmano yasniad ranjayanti tatah svarah I 1561 I iti d.
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etena rudhatvam uktam I ke ta ity aha I 4

And further, since they are not relevant to practice, the srutijatis, 
which serve to distinguish svaras of equal numbers of srutis, are not 
given here. Now svaras. "That is svara which, sounding (sy_a.ran) in a 
sruti position, pleases (zatijakah) the heart." This (definition) shows 
the word svara as a yogarudha . "Or alternatively these are called svaras 
because they gladden (ratijayantl) the mind of the listener." <

> This defines the word as a rudha. The svaras are as follows.

1. tatha ca Bi.
a. etasu BS,
c. svaran Mi.Bi.Bill, svaro hrdaya* £(*£).
d. 'yanti te sva* 8. svara iti BS.Bi.Bii.6. iti om. £.
4. rGdhitvam Biii, rupitvam Mi.

sadjarsabhau ca gandharo madhyamah pancamas tath*a I a. 
dhaivatas ca nisadas ca svarah sapta prakTrtitah I 1571 I b

sarigamapadhanyas cety etesam aparabhidha I a. 
te tridha syur mandramadhyatarabhavam samasritah I I 581 I b.

trlni sthanani tesam hi hrdi mandro 'bhidhTyate I Ji c.
• 4 • • •*

kanthe madhyo murdhni taro dvigunas tuttarottaram I I 591 I d.

There are seven svaras: sadja, rsabha, gandhara, madhyama, 
pancama, dhaivata and nisada. They are otherwise called sa, ri, ga, ma, 
pa, dha and nl. They are threefold, being situated in the mandra, 
madhya and tara registers. There are three sthanas (locations, 
registers). Of these the mandra is said to be in the heart, the madhya 
in the throat, the tara in the head, each being twice the previous one.

a. *nis cety BS.Bi.Mi. ni dhas 6. nTdhasceyete gamapara* Bii. 
b. tredha BS. 'bhavasamasritah UN.

etesam yauglkatvam apy ahub I yatha I 1.

riasam kantham uras talu jihvam dantams ca samsprsan I a.
sadbhyah sanjayate yasnat tasmat sadja iti smrtah I 1601 I b.

damodaras tv anyathaha I 2.

vayuh sanunurchito nabher nadyas ca hrdayasya ca I c.
par^vayor mastakasyapi sannam sadjah prajayate I 1611 I iti d.
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Their (the svaras') names are shown as derived, as follows. Sadja is so 
called because It Is born day ate) from the six (sa£) organs with which 
It has contact, namely nose, throat, chest, palate, tongue and teeth. 
The Damodara, however has a different explanation: "the concentrated air 
of the six (s&ji) organs navel, veins, heart, the two sides and head, 
becomes (pralayate) sadja. n

1. aha Bit.
c. nabhyas ca Bi, Bii.Biv.Mi. nadyas J3. ca hr dayasprsah L, ced
dhrdayasprsah J. ceddhrdayasya sprsah H, ce hrdayasprsah 6.

nabhimulad yada varna utthitah kurute dhvanim I a. 
rsabhasyeva niryati helaya rsabhah smrtah I I 621 I b.

When the note rises from the navel and comes forth easily making the 
sound of a bull (rsabha), then It is called rsabha.

a. (iti) naradasamhitayam iti muktavalyam I nabhi* BS. 
b. vrsabhasye* Subh.

nabheh samudgato vayur galam srotre ca calayan I a. 
sasabdam yena niryati gandharas tena kathyate I I 631 I b.

madhyamo madhyamasthanac charTrasyopajayate I c. 
nabhimulac ca gambhTrah kincit tarah svabhavatah I 1641 I d.

When the air rises from the navel and comes forth with a sound, 
activating the throat (gala) and ears, then it is called gandhara. 
Xadhyama is produced from the middle (madhyama) region of the body; deep 
because of (its origin in) the navel, it is somewhat hlgh(er) in its own 
character.

a. nabher utpady^te vayur S. nabheh rutpadyate Jfl. samudyate(?) vayur
L. gandham sro* Si^bh.
b. sasabdas tena Subh.
c. nadhyame madhya* Bi.
d. tarasvabhavakah BS.Biv.

prano 'panah samanas ca udano vyana eva ca I a. 
etesan samavayena Jayate pancanah svarah I 1651 I b.

gatva nabher adhobhagam vastim prapyordhvagah punah I c. 
dhavann iva ca yo yati kanthadeiam sa dhaivatah I 1661 I d.

H t^ "•Pancama is born of the combination of the five (panca) breaths, prana 
etc. Dhalvata is that which goes from the navel to the abdomen which is 
in the lower part, then rises again quickly, as it were (dhavann Iva) f to 
the region of the throat.
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b. pancamasvarah Mi.Bi i. 6. 
c. prapyorddha * BS.0.

sadjadayah sad ete 'tra svarah sarve manoharah I a. 
nisTdanti yato loke nisadas tena kathyate I I 671 I b.

tatra tatsamyadhvanikathanadvarena tadrupam aha I 1.

mayurah sadjam akhyati rsabham vakti catakah I c. 
chago gandharam acaste kraunco vadati madhyamam I I 681 I d.

kokilah pancamam brute bheko vadati dhaivatam I e. 
nisadam bhasate hastlty evam brahmadisammatam I 1691 I f,

• * • */ •

The nisada svara is so called because there come to rest ID it•

(nisTdanti) all of these six pleasant svaras, sadja etc. Now their (the 
svaras') forms are indicated by (detailing the producers of) utterances 
equivalent to then. The peacock utters sadja, the cataka bird rsabha, the 
goat gandhara, the curlew madhyama, the cuckoo pancama, the frog 
dhaivata and the elephant nisada - so it is agreed by Brahma and other 
(authorities).

b. ksane loke Bii,
1. tatra dhvanisamyakathanadvarena BS.
d. kronco OJ.
f. etad brahma' £,Mi.

damodaras tu I 1.

mayuravrsabhacchagakrostrkokilavajinah I a. 
matangas ca kramenahuh svaran etan sudurgaman I I 701 I iti b,

The Damodara's version is: "The peacock, bull, goat, Jackal, cuckoo, 
horse and elephant <in that order> utter these notes, which are hard to 
achieve.

1. sivasamhitayam damoda* BS.
a. 'krauncakokila* Bii.|3(*L. kronca C). 'krauScakokiladardurah Bi.
b. matangas 0. 'menaha Bi.

kinca I 1.

te vadisamvadivivadyanuvadyabhidhah punah I a.
svaras caturvidhah proktas tatra vadT sa kathyate I I 711 I b.

pracuro yah prayogesu vakti ragadini^cayam I c
samasYutls tu samvadl paScamasya na mah kvacit I I 721 I d.
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ganT vivadinau syatam ridhayor va tu tau tayoh I e, 
anuvadT bhavec chesa iti dattilasammatam I I 731 I f.

Further, the svaras are classified fourfold as vadT, samvadT, vivadT and 
anuvadT. VadT is the term given to that which, appearing frequently In 
performance, determines the raga etc. The samvadT has the same number of 
srutis (as the vadT). Jta is never (samvadT) of pancama. Ga and ni are 
vlvadTs of rl and dha (respectively), and vice versa. The remaining 
svaras are anuvadT. This Is Dattila's view.

d. samah kvacit £ (sama kvacit £).
e. panT* £<*£). Mukt.
f. bhavec chese p(*£). panditasammatam £.

asyarthah I yah prayogesu pracuro bahulah san ragadiniscayam kathayati I 
bahudha prayukto 'mukarSgo 'yam iti nis'cayam karoti sa vadT svarah I 2. 
pancamasya samasrutis tulyasrutir yah svarah sa samvadT I 3. 
kvacin na mah I ko 'rthah I mo madhyamah svarah kvacit 4.

* • «/ • «

samvSdT na bhavati I ganT gandharanisadau ridhayor rsabhadhaivatayor 5.
vivadinau sVtru" bhavatah I veti paksantare I 6.
tau gandharanisadau tayor rsabhadhaivatayor vivadinau bhavatah I 7.
sesa etebhyo 'vasist'S ye svaras te 'nuvadisvara bhavanti I kirn ca 8.

vadT nrpas tatha" 'matyah samvady atha vivady arih I a. 
anuvSdTty anucaro rajnah patrasya ceritah I I 741 I b,

This means: the vadT is that note which, by occurring copiously - i.e. 
frequently - in performance gives us the identification of the raga etc. 
- i.e. being used many times it assures us "it is this raga". The note 
which has an equal number of srutis - i.e. the same number - as pancama 
is (its) samvadT. "Never ma" means that ma - i.e. madhyama - svara is 
never samvadT (to pa). Ga and ni - i.e. gandh'ara and nlsada - are 
vivadT -i.e. Inimical - to rl and dha -i.e. rsabha and dhaivata. The

* »

word va is used to show that the reverse of this also holds. The two - 
i.e. gandh'ara and nlsada - are vlvadln to the two -i.e. rsabha and 
dhaivata. The remainder -i.e. the notes other than these - are anuvadT 
svaras. Further, vadT is the king, samvadT his minister, vivadT his 
enemy; anuvadT is said to be the follower of king and minister.

1. asyarthah om, BS.
2. prayukto ragadyutpattinirnayam karoti £(*OLN>,
4. kvacit sa samasrutih svarah samvadT na bhavati 6. kvacin manah 
svarah kvacit samvadl na bhavati UN. yo madhya* Biii.
5. panT Bii.LJN*
6. vivadinau sambhavatah £(*<£).
7. (tayor) dhaivatanisadayor Mss <om. Bii). _
8. sesa S. sese LJ5. sesah BS.Bii.8. vasistah svaras £ (visistah ^ • » «» ••• *»«
svaras S ).
a. tatha patram Ghan. samvade tha vivadavat Bi.
b. anuvadT hy BS. *vadT tu hy anucaro Bii. 'vadT tv anucaro Ghan. *caro 

grhye patrasya Mi.
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vadisamvadinor anuvady anucara ity arthah I atha graTmah I 1.

gramah svaranam atisuksmabhavah samyojanasthanakulam tridha sab I a. 
sadj as tatha madhyama eva bhiumyam gandh"aranama kila devaloke I 1751 I b.

The weaning Is that the anuvadJ Is the follower (ajuicara of vadT and 
samvadff*. ' Grama: grama, being of extremely subtle character, 
is a group of piaclngs-In-conjunction of svaras. It Is threefold; the 
sadja and madhyama (gramas) are here on earth, while the g"andh~ara exists 
*<only> In the world of the gods.

1. *vadT anuca* Mss. *vadl anucaratTty BS.6.
a. 'bhlavasamyo* J3. 'yojanam stha* 6.
b. bhTTnau Bi. daivaloke Mi.

aparam ca I 1.

svaranam suvyavasthanam samuho grama isyate I iti I a.

tatra ca I 2.

M J

pancamas cen nirvikarl sadjagramas tadocyate I b. 
yady upantasrutistho 'yam gramah syan madhyamas tada I 1761 I c,

ayam pancamo yady upantasrutistho bhavatTty arthah I 3.

Further It Is defined: "A collection of properly arranged svaras Is 
called grama." And, "If the note pancama Is unmodified, then the grama 
Is said to be sadjagrama. If this (note) is placed on the next sruti, 
then the grama Is madhyama. " "This" means the note pancama; if this Is 
placed on the adjacent s*rutl - this Is the meaning.

2. tatah I Bii. tatra I BS.6.*

b. tad ucyate p.
c. madhyamas tatha LN.

gandharo devageyatvan na mayatropavarnitah I a. 
jatibhih srutibhis caiva svara gramatvam agatah I 1771 I iti I b.

kohalo 'pi I 1.

saptaiva murchanas catra pratigramam prakTrtitah I c. 
adidvltrocatuhpancasatsaptasv api ta matah I I 781 I <J.

"The gandharagrama, because It can be sung (only) by the gods, Is not 
described here by me. The svaras make up gramas through jatis and 
srutls. " Kohala says: "The murchanas are said to be sevem to each grama; 
they are on one, two, three, four, five, six and seven. *
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a. devamayatvan 0. devagayanan(?> Mi.
b. iti om. BS.£.
1. kohale 'pi £(t£>.
d. 'saptasyapi sammatah Bi.

sadjan nisadantam nes tu dhantam dhat pantam isyate I a.
pan mantam madhyamad gantam gandharad rsabhantakam I b.
rsabhat santam ity ahuh sadjagramasya murchanall I 1791 I c.

tadudaharanam I 1-
•

sarigamapadhani ca nisarigamapadha ca
dhanisarigamapa ca padhani sarigama ca
mapadhanisariga ca gamapadhanisari ca
rigamapadhanisa ca I iti sadjagramamurchanah I 2,

From sa to nl, nl to dha etc., these are the murchanas of the 
sadjagrama. This Is Illustrated thus: sa ri etc.

a.-c. sadjan nisadaparyantam nipa(?)dad dhaivatantaka <l> dhaivat"at
pancamantam tu paficaman madhyamantakam <I> gandharantam madhyamat syat
gandharad rsabhatahvam<?) <l> rsabhat sa* ... £(*C).
a. sadjanyantam nes tu dhantam tato dhiat pantam isyate Bi.
2. *gramamurchana BS.6.N.Mi. On the notations see note.

athocyante subodhaya madhyamagramamu"rchanah I a.
mad gantam gad rsabhantam rsabhat santam isyate I b.
sin nyantam ner dhaivatantam dhat p"antam pac ca mantakam I 1801 I c.

etadudaharanam I
•

mapadhanisariga iti gamapadhanisari ca
rigamapadhanisa ca sarigamapadhani ca
nisarigamapadha ca dhanisarigamapa ca
padhanisarigamaca iti madhyamagramamurchanah I 1.

Now are given for the sake of clarity the mjrchanas of the 
wadhyanagrama. From ma to ga, ga to rl etc.... These are the madhyama*. 
This Is Illustrated thus: ma pa etc.

a. atha madhyamagramamurchana I Mi. athocyate BS.6. purodhaya £. 
b. mad gantam ga<c>carsabhantam Bii.Mi. mady(?)antam gaccars,abha* 6 
(mamantam C). madyantam gaccars^a* LIT. madyantam gaccarsabhtam J. 
c. tad uda* p. 
1. madhyamamurchanah LJN. 'murchana 6.Mi.
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gandharasya tv anupayuktataya noktah I atha murchanah I 1.

yatra svaro murchita eva ragatam a.
praptas ca tarn aha munis ca murchanam I b.

gramodbhavas tah svarasaptasamyutas c.
tanatraye syuh punar ekavimsatih I I 811 I d,

sarigamapadhanTti sadjagramasya murchanah I e.
mapadhanisarigeti madhyamagramamurchanah I f.
gamapadhanisarTti gandharagramamurchanah I I 821 I g.

Because gandhara (grama) is not used, its (murchanas) are not stated. 
Now the murchanas: where the svara<s> are spread out in arrangement so 
as to attain the form of raga, that the sage called murchana. Born of 
the gramas, associated with the seven svaras in (each of) three tanas, 
they are 21 in all, namely: sa, ri, ga etc. in the sadjagrama; ma, pa, 
dha etc. in the madhyamagrama; ga, ma, pa etc in the gandharagrama.

1. (after noktah) srTramayanatlka* ... veditavyam (see 83.1 below) I 
atha murcchanah I Mi.
b. praptas tarn ahur munayas* ca BS.Bii. praptas tatham ahu munayas ca 
Biii. *ptas tathamahur munayas ca murchana Biv. praptam ahur munayas 
ca Bi. tarn ahur atas ca £. murchanah Bii.Mi.N, murchana C. 
d. (yutas)thanatraye Biii. tana bhaveyuh punar ekapisatih 6. tana 
srayeyuh JL.
g. ... gandharagramamurchana I <+>ocyante subodho 'yam I athasam namani 

Mi.

srTramayanatlkayam murchananam caturdasavidhatvam likhitam I 1.
tat tu gandharagramamurchananam bhuvy avidyamanatvat taditara- 2.
gramamurchananam grahanad iti veditavyam I athasam namani I 3.

In the KamayanatTka the murchanas are stated to be fourteen-fold. That 
is to be understood as an acceptance of the murchanas of the gramas 
other than the gandhara, because those of the gandhara grama are not to 
be found on earth. Their names are:

1.-3. For Mi. see above, 81.1. As regularly, Bi. omits the prose 
vrtti, but in the Oriya version includes here a citation from the 
Sangltarnava: sadir madis tatha pradir (sic) gramesu kramatas tu tah I
1. sVTnarayanabhattatTkayam BS.
2. tatra Mi. te tu LH. tenu J. "manatvad itara* Mi. 'grama* ... 'itara 

om. BS.fl.
3. "gramadvayamurchananam Mi.

lallta madhyama cltra rohinT ca matangaja I
sauvlra varnamadhya ca sadjamadhya ca pancama I 1831 I

matsarr mrdumadhya ca s^ddhanta ca kalavatT I

a. 
b.

c.
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tTvra raudrT tatha brahmT vaisnavl khecarT vara I 1841 I d.
• •

nadavatT visala ca trisu gramesu murchanah I e. 
ekavimsatir ity ukta murchanas candramaulina I I 851 I f.

Lallta, madhyama ......... Thus are listed by Candramaulin the twenty- 
one murchanas In the three gramas.

ij
b. pancamT p.Ml.
d. raudra BS. khecara £.
e. madavatT J3.
f. *chana candramau* .

etatprayojanam aha I 1.

sivagre aurclianam krtva brahnahapi vimucyate I a.

atha tanah I 2.

murchana eva tanah syuh suddha arohanasritah I 1861 I b.
_ X

Their use: by performing a murchana before Lord Siva even a Brahmin- 
killer may find release. Novt the tanas. The murchanas themselves are 
suddha (pure)tanas in ascending form.

a. murchanah Bi.
b. arohanah sritah 0.

damodaras tu I 1.

vistaryante prayoga yair murchanasesasamsrayah I a. 
tanas te 'py unapancasat saptasvarasamudbhavah I 1871 I b.

tebhya eva bhavanty anye kutatanah prthak prthak I c, 
bheda bahutaras tesam kas tan kartsnyena vaksyati I 1881 I d.

A.

The Damodara states: "Those by which the (melodic) performbces are 
extended/'expanded are the tanas, which depend on the remaining parts of 
the murchanas; they are 49, being based on the seven svaras. From them 
come others, the different kutatanas, of which there are numerous 
varieties, too many to list in full.

b. te tunupa* 0. tesuna * IT.
d. tan kasmai na va* J3 (kasmai nu va* £).

gramanam murchananam ca fananam bahavo 'bhidhah I 2,.
prakrtanupayogitvsTd ajneyatvac ca neritah I I 891 I b.

taduktam tanadhikare I 1.
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^^ ———— 1^ —— T / -——

tanah pancasahasrani trayastrimsad bhavanty ami I c. 
agnistomikatanena sivam stutva sivo bhavet I I 901 I d.

The many names of the tanas of the gramas and murchanas are not given 
here because they are not relevant to the subject in hand, and because 
they are unknowable <in full>. Thus is stated in the Tanadhikara: "These 
tanas are five thousand and thirty-three. By praising Siva with the 
Agni$tomlka tana one becomes Siva. H

a. *iiam ca bahavo pi tathabhidhah £ <ca vahavo pi tatha vimsatih
bhidhah'tf).
b. netarah JN.BS.
c, trimsabhavanty amTti Bii.Biii. amT ca Biv.

tananam iha suddhanam agnistomadikabhidhah I a. 
santi prayogavaidhuryan na maya tah prakTrtitah I I 911 I b.

atha varnam aha I 1.*

svaro ganakriyarambhaprayukto varna ucyate I c. 
sthayy arohy avarohi ca sancarlti caturvidhah I I 921 I d.

The names of the suddha tanas, such as Agnistomika, are not given by me 
here because they are not used. Varna: The svara which is the first 
ingredient in the making of a song is called varna. It is of four kinds,

_ _ _ i^ *

sthayl, arohTt avarohl and sancarT.

a. agni§tomikaro bhavet Bi. 
c. ganakriya £ (gunakriya* £).

pratyekam laksanam aha I 1.

sthayam sthayam prayogah syad ekasyaiva svarasya cet I a. 
sthaylvarnah sa vijneyah parav anvarthasamjnakau I I 931 I b.

parav arohisvaro 'varohisvaras ca tau I anvarthasamjnakav anugatartha-2. 
namanau I arohatTty arohi I avarohatTty avarohTtyarthah I 3.

Bach one is defined: if a single svara is used statically and 
repeatedly, that is known as sthayl varna; the names of other two are 
self-explanatory. "The other two" -i.e. arohisvara and avarohisvara - 
are anvarthasamlnaka -i.e. their names give their own meaning, 
so the one that rises (arohati) is called arohT, and that which falls 
(avarohati) is called avarohT.

1. pratyekalaksanam £. 
b. anyartha* LJJT.
2. parau a* BS.Bii.9. arohf sva* ... 'varohT sva* BS.Bii.6. tav anv* 
<f.Mi. anyartha* UN. anugatarthasamanau art has tu aroha* Mi.
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etatsammisranad varnah sancariti nigadyate I a.

etesam sthayyarohyavarohisvaranam I 1.

varna bhavanty alahkara racanaya visesatah I I 941 I b.

tatra ca I 2.

sadvimsatih sthayinah syu rohino dvadasaiva tu I c.• • • * J • «/ . •

sancarino dvadasaiva dvadasaivavarohinah I I 951 I d.• « •

The varna called sancarT comes from a mixture of these -I.e. of the 
three, sthayT, arohT and avarohT svaras. The varnas became alahkaras, 
according to the type of structuring. There are twenty-six sthayT 
(alahkaras), and twelve each of (a)rohi, sancarT and avarohT.

a. "misranam Bi.* •

1. 'avarohT svaranam BS. *avarohasva° Bii.* »

b. alankaras tanaya ca visesatah ^ Cya na vise* J).
varnavivartyalankara ra° Mi. racanayam BS.Mi.
c. "vimsatistha* ^.
d. dvadasaiva tatha caivavarohinah ^.

iti prasiddhialahkara dvisastiparikTrtitah I a. 
grant ha vistaratabhTter maya neha prakTrtitah I I 96 1 I b.

ig
matkrtalankaracandrikayam sarve prapancitah I alankaraprayojanam aha I 1,

Thus the well-known alankaras are said to be sixty- two. I do not list 
them here for fear of prolixity. All are explained in my Alahkara- 
candrika. Now for the use of alahkara.

a. ekasastiprakTYtitah Bi.Bii.6. ekasastih prakT* £. "lankarah pancasat
pari ' Mi". " *

b. om. ^. granthavistarato bhT* BS. "vistaroto bhTte maya Biii.
"vistarane bhTte maya Biv.
1. matkrtayam ala* Bi.

- _. — — — svarajnane drdhabhyaso raktilabhas ca jayate I a.
varnaganavicitratvam alankaraprayojanam I I 97!I b.

grahasvaram aha I 1.

grahasvarah sa ity ukto yo gltadau samarpitah I I 981 I c.

The use of alahkara is (threefold, namely for) thorough practice of 
one's skill In svara, for achieving grace (In performance), and for 
melodic variety. Now the grahasvara. The author of the Gltaprakasa says: 
"That svara is called graha which Is used at the start of the song."
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a.-b. om. Bii.
a. vyaktilabhas £ (vakti* C). bhakti* Bi.
b. varnajnana* BS.Biii. *tvam calankara* Mi.

amsasvaram aha I 1.
«

yo raktivyanjako Jneyo yasya sarve 'nugarni nah I a.
yah svayam grahatam yato nyasadTnam prayogatah I b.
yasya sarvatra bahulyam sa vady amso nrpopamah I 1991 I c,

The amsasvara. The author of the GTtaprakasa states: "That vadl which 
should be known as the manlfester of beauty, of which all <others> are 
followers, which Itself becomes the graha by .means of the nyasa etc. (?), 
and of which there Is frequent occurrence everywhere, that Is the amsa, 
and Is like a king.

a. vaktivyanjako J3. ganam yasya sa* J.<S. gayan yasya L. mapana yasya N.
raktivyanjakopetah yasya Mi. *vyanjako geya ya* Bi.
b.-c. om. Bi.Bii.6. grahanam yati BS,
c. bahulyam vady amso pi nrpopamah £(*JNOC).

vadT ragadiniscayakarteti gTtaprakasakarah I 1. 
yah svayam grahatam yata ity anenamsasvarasyaiva grahasvarakaranatvam 2. 
ity arthah I ata eva maghe I 3.

The vadl Is the determinant of the raga etc." "Which itself becomes the 
graha" means that the amsa svara has the function of creating the graha 
svara also. Xagha states:

1.-2. om. Bi.Bii.6.
1. 'nirnayakarteti BS. 'niscayam karoti gTta* £ (karo(tT)ti H).
2. grahanam yatlty BS. grahatam yatTty Mi. anena amsa* BS.Mi.

analpatvat pradhanatvad amsasyevetare svarah I a. 
nrpatayoh prayanti paricaratam I 1 1001 I iti b.

nyasasvaram aha I 1. 

nyasasvaras tu sa prokto yo grtadisamaptikrt I 1 101 1 I c.

"Because of the prominence and Importance of that hero, (other) kings
become subordinate to him, as do other notes to the amsa. "
Now the nyasa svara. The nyasa svara Is that which ends a song etc.

a.-b. om. Bi.
b. parivaratam BS.Mi.

- 27 -



pariccheda 1

jatim aha I 1.

yasya ragajanis tu jatir iha sa ragasya matapi sa I a. 
suddhakhya vikrta dvayos ca milanat sankTrnakas ca tridha I 11021 I b.

kirn ca I 2.

suddhah syur jatayah sapta tah sadjadisvarabhidhah I c. 
ta eva vikrtah s'esa jata vikrtisahkarat I 11031 I iti dvidhety anye I d.

That from which there Is the production (Janl) of raga is Jatl; it is 
the very mother of raga. It Is of three kinds, namely suddha (pure), 
vikrta (modified), and sahkirnaka (mixed), the last coming from a 
combination of the other two. Other authorities say there are only two: 
"There are seven pure Jatis named after the svaras sa etc., and these 
are the same as the vikrta (modified) Jatis; the others are produced by 
a blending of the modifications.

b. sankTrnaketi tridha Bi,
d. vikrtasesa 6. vikrtasankarad iti BS. sesa ... anye om. 0. dvidha iti
dvidhety anye Biv.

tad uktam harinayakena I 1.

suddhabhir vikrtabhis ca militva jatayah punah I a.
astadasasamuddistas ta raganam ca uiatarah I 11041 I iti b. • • •• u .. •

ayam eva paksah sadhTyan iva pratibhati I yatah pracTnacaryair 2. 
anglkrtah I taduktam nibandhahtare I 3.

This is stated by Harlnayaka: "The Jatis, pure and modified together, 
are reckoned as eighteen, and they are the mothers of the ragas. " This 
is the view that appears more correct, for It is adopted by older 
authorities. In another work this Is stated:

l.,a.-b.,2.- *krtah (3.). om. 0
a. jayate punah Bi.
b. taraganam BS.6. iti om. BS.Bi.
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sadjy arsabhF ca gandharT madhyama pancamT tatha I a. 
dhaivatT catha naisadT saptaitah suddhajatayah I 11051 I b.

syat sadjakaisikT sadjamadhyama ca tatah param I c. 
gandharapancamy andhrT" ca sadjodTcyavatT tatha I 11061 I d.

sadJT, arsabhT . . . these are the seven suddha Jatis. Further there are 
sadjakaisikT, sadjamadhyama . . .

a. sadjarsabhT BS.Bi.6. sadjarsabhau Mi. sadjarsabhT Bii,
b. dhaivata Bi.
c. 'kaus'ikT £. 'kausalT Biv.
d. *pancamandhrl ca BS.Bii.Biv. 'pancamTndrT ca Bi. "pancamadrT ca
Biii. 'pancamT radhT sad* 0. "pancamT randhT sad* J. pancamandhT ca LN.
•pancamyadf ca Mi. sadja divyavatT BS. sadjadivyavatT 6. 'odTvyavatT p.
•divyakatT Bi,

karmaravT nandayantT gandharodTcyavapi ca I a. 
madhyamodTcyava raktagandharT kaislkTty api I 11071 I b.

evam ekadasa prokta vikrta bharatadibhih I c. 
suddhah siddha vikrtanam atha hetun pracaksmahe I I 1081 I d.

karmaravT . .. Thus are the (vikrta) modified (jatis) declared by Bharata 
and others to be eleven. The suddha (jatis) are established. Now we 
shall tell how the vikrtas are produced.

a. karmaravT N<£. karmavarT JL. "dTcyarapi J£. *divyarapi N. 'dTcyavaty 
api I Mi. gandhara divyavapi Bi. "rodivyavapi Biii. 'divyamapi Biv. 
b. *divyava Bii.Biii. 'dlvyama Biv. madhyamodTcyaraktangT gandha" JL. 
'dTvyaraktam mo gan* N. 'dTcyara raktagandharo kausikoty 6. 
d. om. Bi. suddha siddha BS.Bii.9.£.

sadjTgandharikayogaj jayate sadjakaisikT I a. 
sadjikamadhyamabhyam tu jayate sadjamadhyamaT I 11091 I b.

gandharTpaficamTbhyam tu jata gandharapancamT I c. 
gandharyarsabhikabhyam tu jatir andhrT prajayate I 11101 I d.

sadjT gandharika tadvad dhaivatT misritas tv imah I e. 
sadjodfcyavatTm jatim kuryuh karmaravTm punah I 11111 I f.

utpadayatl naisadT pancamy arsabhikapi ca I g. 
nandayantTm tu gandharT pancamyarsabhikanvita I 11121 I h.

SadjakaisikT comes from the combination of sadjT and gandharT, 
sadj amadhyama from ... (Ill) the combination of sadjT, gandharT and 
dhaivatT produces sad j odTcyavatT. KarmaravT Is made by nalsadT, pancamT 
and "arsabhT; nandayantT by gandharT with pancamT and 'arsabhT.
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a. sadjaga- Biii.£.Mi. sadjaga- BS. 'kausikT
b. sadjaka* Bi.Biii. sadjika* all other mss.
c. * pancamabhyam Mi. Bi i. 9,
d. gandharyrsa* Bill.£<*JNC). gandharyarsabhi* Mi.
e. sadja* BS.*Bii.6. sadja* Mi.Bi.sadjT £,* misrita yadi Bi.
f. "dlvyavatTm N. sadjadivyavatTm Bi. sadjodadivyavatam Biii.
sadjodivyavatTm Biv.
g. ' om. Mi. tatpadayata Bi. naisadTm BS.Bi.Biii.LJN. naipadlm Biv.
h. nindayantTm BS. nandayantT tu J.Mi. nandayantim tu Bii. gandliarTm
BS.Biv.LN.

giindliarr dhaivati sadjl madhyameti yutas tv imah I 
gandharodlcyavam kuryur nadhyamodrcyavam punah I 1 1131 I

eta eva vina sadjya pancamya saha kurvate I

eta gandharldhaivatTmadhyaniah I

kuryus ta raktagandharTm naisadT ca na dhaivatT I 1 1141 I

ta gandharTpancamlradhyainah I

a. 
b.

c.

1. 

d.

2.

Gandharodlcyava is produced by gandbarT, dhaivatT, $adj~T and madhyama. 
These same - i.e. gahdharl, dhaivatT and madhyaria - with pancamT instead 
of sadjT, give madbyamodTcyava . And these -i.e. gandharT, pancam and 
madhyaria - with naisadT instead of dhaivatT give raktagandharT.

a, madhyametadyutas tv imah Mi.
c. kurvatah LJN. 6.
d. kuryus tu £<*£>. raktagandharT nai
BS. na ca dhai * Mi. 6.
2. gandharrmadhyama pancamT 6.

. Mi. Bi. Bii. 6. naisadlm ca

arsabhTm dhaivatlm tyaktva pancabhyah kaisikT bhavet I 11151 I a.

pancabhyah sadjrgandharTmadhyainapancainrnaisadTbhyah I 1.

athasam gramasambandham aha I 2.

KaisikI is produced from the five, without arsabhT and dhaivatT -i.e. 
from sadjT, gandharT . . . Now their grana-relation.

a. arsabhadhaivatTtyakta Mi. kausikT p. 
1. sadjaga* BS.6. sadjlga* £<*0>.

sadjy arsabhT dhaivatT ca naisadT sadjakaisikT I 
sadj odTcyavatT caiva sadjamadhya tatha para I 1 1161 I

a. 
b.
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sadjagramodbhavah sapta jatayah klrtita budhaih I c. 
gandharT raktagandharT gandharodlcyava punah I 11171 I d.

fj __ _ pj __ pancami caiva gandharapancamy andhrT tathaiva ca I e.
nandayantT tatha karmaravT canya ca kaisikT I I 1181 I f. 

anya sadjakaisikTto bhinna" I 1.
—. /

ity ekadasa vijneya jatayo madhyamodbhavah I g. 
evam astadasanam hi jatFnam sambhavah smrtah I I 1191 I h.

The seven jatls sadjT etc. are said to arise from the sadjagrama. 
GandharT, raktagandharT, gandbarodTcyava, pancami, gandbarapancamT, 
andbrT, nandayantT, karmaravT, the other kaisikT - i.e. other than 
sadJakaisikT - these eleven come from the madhyamagrama. Thus is 
declared the (grama-)origin of the eighteen jatls.

a. sadjarsabhr or. sadjarsa* L. rsardjyarsabhTC?) 6. 'kausiko 6. 
*kaus»ikT JL. sadjakausikT N.
b. 'dTvyavatT N. 'divyavatT 8. sadjadivyavatT Bi.
d. madhyamodrcyara punah <S(*putah OJL. madhyamodlVyargr N. gahdHara- 
divyava Bi. 'divyava 6.
e. gandharT pa* £ (*CJ). pancamandhrT Bii. pancamyadis tathai* Mi. 
f. karmaravT BS.Bi. karmavarT JL. karmavarT N. ca kausikT ^ (kausi­ 
ko 6).
1. om. ^. bhinnah Mi.BS.Biv. 
g. ekadasabhir jne* LN. ekadasabhir jne* J.

srutim arabhya jatyantam maya yad yat samTritam I a. 
tat tad vTnasvarat kimcid budhair jneyam na canyatah I 11201 I b.

uddistanastaprastarakhandamerumukham tu yat I c.* • • * jr • « • j

sangltanupayuktatvan noktam tat kautukam param I 11211 I d. 

atha ragam aha I 1.

The various matters I have expounded, from sruti to jati, are all to be 
discerned by the wise from the svaras of the vTna, and not otherwise. As 
for uddista, nasta, prastara, khandameru etc., because they are not of 
use in music, these most interesting topics are not discussed here.

a. maya yat samudrritam £(*N), maya nadya samTritam Mi.
b. tat tu vT* BS.6. tat ta vT* Biii. vTnasv eva kirn' a. dheyam na Bi,6.
c. 'prastava* p. ca yat Bi.
d. noktam tu kau* Bi.

yais tu cetamsi rajyante jagattritayavartinam I a. 
te raga iti kathyante munibhir bharatadibhih I 11221 I b.
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gopTbhir gltam arabdham ekaikam krsnasannidhau I c. 
tena jatani raganam sahasrani tu sodasa I I 1231 I d.

Those by which are delighted the minds of beings In the three worlds are 
called ragas by Bharata and the other sages. The gopTs started singing 
songs one by one In the presence of Krsna, and thereby were born sixteen 
thousand ragas.

a. vadhyate £(vadhyante 0). Jayantrtaya 6. (*te) jayanti bhayavartinam 
LJN.
c. arabhyam Bit. avaddharo Ghan.f jf d. ca sodasa Subh.

esu ragesu sattrinsad raga jagati visrutah I a. 
santi meros caturdiksu sarve te 'plti kecana I 11241 I b.

atha pumstrlbhedena ragan aha damodarah I 1.

ragah sad eva tu prokta raginyas trimsad eva hi I c. 
bhairavo 'tha vasantas ca rago malavakau^ikah I 11251 I d.

Among these ragas thirty-six are known on earth. Some say that all 
<slxteen thousand> of them exist in the four quarters of Jferu. Damodara 
defines them according to the male/female distinction: the ragas are 
said to be six, the raginTs thirty. Bhairava, Vasanta, Malavakauslka,

_ /
a. ragesu tesu Subh.
b. sarvato 'pi ca kecana J3.
c. raga sad* BS. raginTtrims'ad Bi.

srlrago n^gharagas ca natanarayanas tatha I a. 
ete pumamsah sad ragah kramat tadraginlr vade I 11261 I b.

bhairavl kausikl/caiva velavalT tatha" I / MA«~ c. 
vangalf ceti raginyo bhairavasyaiva vallabhah I 11271 I d.

Sri, Kegha, Natanarayana, these are the six male ragas. Sow I shall give 
in order their raginTs. BhalravT, KausikT, Bhasa, VelavalT and Vahgall, 
these are the raginTs beloved of Bhairava.

b. vadet Biii.
c. kaisikT BS.Mi. bhasa BS. bhasT 6. bhasT Bi. velavatT V- — / » . •
d. rangalis ceti ft Clis coti 6). bhairavasyeti va* BS. bhaira- 
vasyeva J.

"•• —. / _u_r ^
andolita ca desakhya lola prathamamanjarT I a. 
mallarl ceti raginyo vasantasya padanugah I 11281 I b.
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gaurT gundakirT caiva varadT ca ksamavatT I c. 
karnatT caiva raginyah priya malavakausike I 11291 I d.

Andolita, Desakhya, Lola, PrathamamanjarT and NallarT are the raginTs 
attendant on Vasanta. GaurT. GundakirT, VaradT, KsamavatT and KarnatT

- • / * * *are the raginis dear to Nalavakausika.

a, alolita B<*0>. alokita Bi, Biv. andolika Bii. *tapi de* Biv. lolapra*

b. sadanugah B. Subh.
c. saurl If (saivt C) . gundakeris caiva Bi. gundakirT Bii.
d. karnatis caiva Bi. ceti ra* Mi. 'kaisike B." 'kaisikT Mi.

gandharT devagandharT mlavasrTs ca savarT I a. 
ramakiry api raginyah srTragasya priya imah I 11301 I b.

lalita malasT saurT natT devakirT tatha I c.•

megharagasya raginyo bhavantTmah suvallabhah I 11311 I d.

GandharT, DevagandharJ, MalavasrT, SavarT and RawakirT are the raginTs 
dear to SrTraga. Lalita, MalasT, SaurT, NatT and DevakirT are the 
raginTs beloved of Kegharaga.

a. vesagandharT Biv. saravT ^(*C).
b. ramakery Bi. ramakTry Bii.
c. gaurl "K.Mi. saurT Biii.L. devakiris ta* Bi. devakirTs ta* Biv.
devaklrT Bii.
d. mesara* LJN. bhavanty am su* Biii,

taramanis tathabhlrT kamodT gujjarT tatha I a. 
kakubha ceti raginyo natanarayanapriyah I I 1321 I b.

Taramani, AbhTrT, KaisodT, GujjarT and Kakubha are the raginTs dear to 
Natanarayana.

a. srTramanis £ (saramanis C). "manls Bii.Biii. tatha bhavT 
kamodr raginT ta* Biii. kaumarT guj* Biv. gurjarT OLN.Mi. 
b. kukubha Biii. Ghan.

pancamasarasamhitayam tu I 1.

malavas caiva mallarah sriragas ca vasantakah I a.
hindolas catha karnatah sat pumragah prakTrtitah I 11331 I b.

dhanasT uialasT ramakerT ca sindhuda tatha I c. 
asavarT bhairavT ca malavasya priysi imah I I 1341 I d.
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According to the Pancamasarasaahlta there are six stale ragas, Xalava, 
Nallara, SrTraga, Vasanta, Hlndola and Karnata. DhanasT, NalasT, 
RamakerT, Slndhuda, AsavarT and BhalravT are (the raglnTs) dear to 
Kalava.

a. caiva mantakah *. malharah Biv. caiva mayyura srT* Mi.
b. hindholas Bi. handolas Biv. hillolas' £ (hivolas <£>. karnadah 6.
karnata sa* Biv.

• * * / /c. dhanasrT malasrT Bi. dhanasT £. ramakirT ^(*0). rSmaklrT Bi. 
ca subhaga tatha (sindhuda" om.) p.(see 136.c). sindhudas tatha Bi. 
d. om. p.

velavalT ca pravara kanada nadhavT tatha I a. 
koda kedarika caiva mallarasya priya imalh I 11351 I b,

velapalT ca gaurT ca gandharl subhaga tatha" I c. 
kaumart caiva vairatl srTragasya priya imah I 11361 I d.

VelavalT, Pravara, Kanada, MadhavT, Koda and KedarT, these are (the 
raglnTs) dear to Xallara. VelapalT, GaurT, GandharT, Subhaga, KauriarT 
and ValratT are those dear to SrTraga.

a.-b. om. ^.
a. vellavarT ca pravarT Mi. mallarasya ... imah om. Biii.
c.-d. om. Biii.
c. vela* . . . gaurT ca om. J3. velyaparT Mi. velabalT BS. saurT Bi.
subhaga ^.
d. vairadT Bii.

tod! ca pancamT caiva lalita padamanjarT I a. 
gurjarl ca vibhasa ca vasantasya priya imah I 1 1371 I b.

mayurT dTpika" caiva desakarT ca pahada I c. 
varadT marahattT ca eta hlndolayositah I 1 1381 I d.• • * * • *

TodT, PancamT, Lalita, PadananJarT, Gurjarl and Vibhasa are the raglnTs 
of Vasanta. Those of Hlndola are XayurT, DTplka, DesakarT, Pahada, 
VaradT and MarahattT.

• » •

a,-d. om. ^. a.-c. om. Biii,
a. padhamanjarT Bii. sadamanjarT Bi.
b. guJJarT Bii. Biv.
c. desakarT Biv. patiada Bii.
d. vadadT Biv. maradatta Biii. 'hattam ca Biv.

natika catha bhupalT ramakerT gada tatha I a. 
kamodl catha kalyanT karnatasya priya ima^ I I 1391 I b.
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mammatacaryakrtasangTtaratnamalayam I 1.

karnatanatamallara desakhyo malavas tatha I c. 
vasantas ceti pumraga ragajnaih sat prakTrtitah I I 140!I d.

The raginTs of Karnata are NatT, BhupalT, RamakerT, Gada, KamodT and 
KalyanT. According to the SahgTtaratnamala of Mammata, the experts know 
the six male ragas as Karnata, Nata, Mallara, Desakhya, Malava and 
Vasanta.

a. -b. om. £,
a. *ka atha bhu* BS.e.Mi. bhupali Mi.
b. *dT atha kalya* Biv. kannatasya Biii. kannatasya Biv.
1. manmathacarya* J3. mamatha* BS.Bii.6.
c. karnato malavo desT tatha ksemo lavas tatha" £ (ksebhyo 6. mala-
vT JD* kannata' Biv.Mi. kannata* Biii. latamalla* Bi.
d. ceti ragajfiaih pumragah BS.9. *jnaih pumragah staprakT* Bii. ceti
pumragah angasatkaih prakT* 6. sim. , with "raga N. ceti pumraga
angastakaih prakT* L. sim., with caiti J. ceti pumragah ragajas tarn
prakT* Mi, "

candanT malavasrTs ca sindhur velavalT tatha I a. 
prapatanT vibhasakhya karnatasyaiva nayikah I I 1411 I b.

kambojT riatabhasakhya natik"a gunamanjarT I c. 
sekharT mukharT ceti natadarah prakTrtitah I 11421 I d.

CandanT, MalavasrT, Sindhu, VelavalT, PrapatanT and Vibhasa are the 
nayikas of Karnata. KambojT, Natabhasa, NatT, GunamanjarT, SekharT and 
MukharT are the wives of Nata.

a. malavT srTs Ghan. malavah srTs LJ. velavatT £ (L corrects to
velavalT). sindhuvelavalT a.
b. prapatinT 6. prapathinT LN. prapatanT J. prapacakTC?) Mi.
(* path!nT) bhasakhya ka * N. kannata * Bi i.Bi i i. kannata * Biv.
c. kamvolT £. kainvodT Biv. natabhasakhya Bi. nataka 0 (tadaka" C).
d. ceti ... prakTrtitah om. BS. latadara pra* Bi.

mallarT lalita ceti tatha pathTnamanjarT I a. 
madhukarT dugdhakarT desT mallaravallabhah I 11431 I b.

gujjarT ramakerT ca gundakerT surehika I c. 
dhanasT ca varadT ca des'akhyarya ca n^Mh,ll!44l I d.

The raginTs of Mallara are KallarT, Lalita, PathTnamanjarT, MadhukarT, 
DugdhakarT and DesT. The nayikas of Desakhya are GujjarT, RamakerT, 
GundakerT, SurehT, DhanasT and VaradT.

a. mallarT lalita" om. BS. tatha ca patamanjarT V. tatha ca pathama* L. 
pathanamanj arT Bi.Bi i. pracTnamanj arT Ghan.
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b. madhukTrt 6. dugdhikarT J. mugdhakarT Bii.
c. gurjarT £.M1. ramakirT £. suvehika Ghan.L. suvedika N£. suvehiska J. 
d. dhanasrT Bi. dhanasT £(*0>. varajf ca V <vavasT"C). 'khyasya ca 
vallabhah BS.Bi.9.

kedarasamjna ca meghamarjanika tatha I a. 
kandhus cinta ca naranT malavasyabala matah I 1 1451 I b.

_ _ -^
bhairavT vangaharT ca meghatanT supancamT I c. 
amara todika gaurT vasantasyaiva nayikah I 1 1461 I d.

Sir?, Kedara, NeghamarjanT, Kandhu, Cinta and NaranT are the wives of 
KSlava. BhairavT, VangaharT, MeghatanT, SupancamT, the immortal TodT and 
GaurT are the nayikas of Vasanta.

a. sivl p. srTs ca ke* Mi. sirT Ghan.
b. va(si)ndhus BS. ca lavana ^.
c. *vT ca(ra)ngaharT BS. 'rangaharT ^(*<S). meghatani a CtaniUi) BS) .
meghatala Ghan.
d. todaka pauda vasanta* Mi. saudf Bi. gaurT(df) BS.

kecit tu pumraga astav ity ahuh I taduktam kaumudyam I 1.

bhairavo bhupatis caiva srlragah padamanjarT I a.
vasantikas csjbhupalah sarango malavas tatha I b.
ete sangltasastrajnaih puniamso 'staprakTrtitah I 11471 I iti c.

Some authorities say there are eight male ragas. So in the KaumudT: 
"Bhairava, Bbiupati, SrTraga, PadamanjarT, Vasanta, Btiupala, Sarahga and 
Kalava, thus are the male ragas delared to be eight by the experts in 
sangTtasastra. M

1. 'raganyastavimsatir ity BS. *raga astavimsaty ahuh 6C.
a. patananjarT 63. pathamanjarT LN.
b. sarango malavas tatha om. Mi.
c. om. Mi. pumamso stau prakl* S. pummamsas castakTrtitah Bii.Ghan.
punamsas ca prakTrtitSh BS.Bi.6. 'kfrtita iti J<99. iti om. Bi.

srTraga ityadi ganayltva 1.

caturvimsati raginyas tas tesam strlya Tritah I a.

iti daksinatyanibandhe ragaviveke 2.

bhairavas cap! bhup"alah srTragah padhamanjarT I 11481 I b.

vasanto malavas caiva vangalo natakas tatha I c.
ete 'staragah kathitah pumraga iti suribhih I 11491 I d.
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According to the section on ragas in the Daksinatya (Southern) treatise, 
"There are twenty-four raginTs, said to be the wives of these" 
(rSgas, namely) SrTraga and the others; "Bhairava, Bhupala, SrTraga, 
PadhamanjarT, Vasanta, Malava, Vangala and Nataka - these are the eight 
ragas known by the sages as the wale ragas. "

1. om. Mi. srTragajatyadi £ (srTramaja* *>.
a. irita iti Bii.0. iti om. J3.
b. bhai* ... "palah om. Mi. patamanjarT OJL. pathamanjarT NC.
c, vaisnavo nata* 6. mathikas tatha Mi.
d. ete sadragah LN.ete sedbhagah 0. sedbhaga • kathito • J. sadraga ka-
thitah C* "iti sudhTbnih h\ sudhibhihV.

raganam strlpumstvavivecane phalam aha naradah I 1.

ragam ced alapet purvam tatpatnTm tadanantaram I a. 
anyapatril na gatavya nrpajnayam na dusanam I 11501 I iti b.

Narada has stated the reward (advantage) of making the male/female 
distinction: "if one should first perform a (melody in a particular) 
raga, thereafter (only) the wife of that raga (should follow); another's 
wife is not to be sung - (but) if a king orders it there is no fault in 
doing so. "

1. strTpumvivecane £ (strTsum* J).
a. ragams calapet £ <*layet J. "gas calayet <S). ced alase pu" Bi.
tatpatnl'tad* Bi.<S CpalT C). 'patnis tadana* LJN.
b. anyapatnlbhir ga° ^ (*<S). 'jnaya na du* Biii. iti om. BS,

ata evasyanatiprayojanatvad dharinayakadibhir na likhitam I 1. 
atravirodhas tu laksyantarabhiprayena pariharanTyah I kim ca 2.

dese dese bhinnanamnam raganam tattvanirnayam I a. 
ko 'pi kartum na saknoti niranayi na tan maya I I 1511 I b.

So (?) because this is of little use, it is not mentioned by Harinayaka 
and others. The conflict here is resolved by (understanding that) the 
intention (is to describe) a different practice. Furthermore, no one can 
give a full account of the ragas, which are differently named from 
region to region; so I have not attempted to do so myself.

1. atra prayojanasyanati* £ (prayojanam asyana* 0). *tvat hari Mss.
2. tu kalpantarabhi* £.Mi. vaksyantara* Bii. laksya(kalpa)ntara* BS.
a. raginTtattva* Bi.
b. nivandhani ca J3 Cndha na ca tan maya 6). nirnitam na ca tan Bi.

tathapi I 1.
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sangTtasarahari riayakaratnamalif- a.
grtaprakasamukhadarsitavartmanaiva I b.

sadvainikaih saha vicarya tathanubhilya c.
desanugunyavidhina hi vivicyate tat I I 1521 I d.

Neverthelss, I here give the classification according to the system used 
in <this> country, as revealed in such works as the Sangitasara, 
Harinayaka<'s treat lse>, the <SahgTta>ratnamala and the GTtaprakasa, 
having consulted with good musicians (vTna-players) and having myself 
experienced it.

c. tadvainikaih Biv. sadvodhakaih J3(*L>.
d. deslyapunyavi* Bi. 'ganyavi* Bii. vidhineti £. vimucyate tat Biv.
vivecyate tat BS.Biii.

sampurnah sadavas tatra audavas ceti te tridha I a.

te ragah I 1.

sampurnas te tu ye tatra jayante saptabhih svaraih I I 1531 I b.

They -i.e. the ragas - are of three kinds, (namely) sampurna, sadava 
and audava. The sampurna (full, heptatonic) ragas are those that are 
produced by seven svaras.

1. om. BS. sampurnaragalaksanam I sampurnas te . . . BS. ke ragah
Bii.6.
b. ye yatra Bi.

ke ta ity aha I 1.

srlraganattakarnatarevaguptavasantakah I a. 
suddhabhairavavangalasomaragamrapancamah I 11541 I b.

kamodo megharagas ca tatha dravidagaudakah I c. 
varadT guJJarT todT malavasrls ca saindhavr I 115511 d.

These are: SrTraga, Natta, Karnata, Reyagupta, Vasanta, 
(Suddha)bhairava, Vangala, Somaraga, Amrapancama, Kamoda, Xegharaga, 
Dravidagauda, VaradT, GujjarT, TodT^ MalavasrT and SaindhavT.

1. ... aha ke ragah BS. te ity fl.Bii. ke ity Biii,
a. srTrago Bi. *riata* OL. 'vatakarna* C. nata* Bi. kannaH:a Bii. vedhas-
tundavasanta* p.
b. *ragaprapancamah J3 (*C). "ragaprapanca* Bii.
c. 'gaudllah ^. *gaudakau Bi.
d. gurJarT ^. Mi.
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devakrTs caiva ramakrTs tatha prathamamanjarl I a. 
natta vellavalT gaudTtyadyah sampurnaka matah I I 1561 I b.

adipadenanye 'pi natadya grhyante I tad uktaro sangltasare I 1.

DevakrJ, RamakrT, PrathamamanjarT, Natta, VellavalT, GaudT etc. are the 
sampurna ragas. "Etc. " means Nata and the others, as given in the 
SangTtasara:

a. devakrT caiva Biv. devakerT ramakerT tatha Bi. ramakrT tatha" Mi. Bii,
*kris tatha Biv. paftcamamanjarT BS.
b. nattT Mi. nata N£. natave* Bi.J. velavalT Mi.8. vesavalT LJN.\ * • *

vettavallC?) 0. vegavat! C. sampurnata Mi. 
1. adipadenarthad any* ^ <°artha any" C).

nataghantaravau nattanarayanakabhupatl I a. 
sankarabharanas ceti purna raga irae matah I I 1571 I b.

/
Nata and Ghantarava, Nattanarayana and Bhupati, and Sahkarabharana,
these are the purna (full) ragas.

a. *ntaravo <S.J.Mi. °ntararo LN. bhupatih ^(*NC). 
b. purnaraga Bi.Bill.Mi.

etadganaphalam aha kohalah I 1.

ayurdharmayasahkTrtivrddhisaukhyadhanani ca I a. 
rajyabhivrddhih santanah pilrnaragesu jayate I I 1581 I iti b.

esam uktakramena laksanam aha I 2.

jatinyasagrahagramamsesu sadjo ' Ipapancamah I c. 
srngaravlrayor geyah ^rirago gTtakovidaih I I 1591 I d.

Kohala has told us of the reward of singing these: "Long life, merit, 
fame, good repute, success, health, wealth, long lineage which brings 
prosperity to the kingdom - these result from (singing) the purna 
ragas. "
Their defining characteristics are now given in the afore-mentioned 
order: Having sadja as its jati, nyasa, graha, grama and amsa, and 
having slight occurrence of pancama, srJraga is to be sung by those 
learned in music in srngara and vTra rasas.

a. buddhisaukhya* Bi.Biv. buddhir sau* Bii. buddhih sau* Biii. kTrtir
atisau* JN. 'rtiratisaukhyam dhanani 6 CkTrti ati**C).
b. vrddhisantana pu* Bii. iti om. Biii.
c. sadjolpa* Biv. rajye 'Ipa Bi. sadjTlpa N.
d. jneyah ^.Mi.

atha daraodarakalankuranaradasamhitacandrikaratnamaladisu 1,• •

nirnTta murtayo yathasthanara utkTrtyante I naradasamhitayam I 2,
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_Now are given in order the murtis as given in <Subhankara's> Damodara,
the Kalahkura<nibandha>, Narada<'s Pancamasara>samhita, the Candrika 
and the <SangTta>ratnamala <of Mammata>. In the Naradasamhita:

2. atho da* Biv. nirnTtamurta* JLMi. °samhitayam srlragah BS. (In each 
case BS labels the raga before the ragalaksana verse.)

lilaviharena vanantarale cinvan prasunani vadhu"sahayah I a. 
vilasives'o 'sitadivyamurtih srTrsfga esa prathitah prthivyam I I 1601 I b.

sarvesam ganakalah pascat kathayisyate I srTragah I 3.

"Taking pleasure gathering flowers in the forest with his wife, gaily 
dressed, dark in form, thus is SrTraga famed on earth." The performance 
time of all ragas will be given later.

a. 'na vasantakale BS.Bi.Bii.6.
b. vilasivesocita* Mi. vilasavesodita <£.L. "sivesodita JN. 'lasaveso
dhrta* Tag. esa kathitah kavTndraih Tag.
3. *sam namakarah kantat J<S. namakarah kanthat LN. k"arayisyate ^. 
srTragah om. BS.

srTragavat tatha nattah kintu naiso ' Ipapancamah | a. 
dharitaro nimandras ca gamakair utkatair yutah I I 1611 I b.

srlragavad Iti srTrago yatha jatyadisu sadjas tathety arthah I 1. 
visesas tu dhaivatarsabhayos tarah I nisade mandrah I evam eva 2.• • J • * •

vaksyamanaragesu boddhavyam I murtis tu nibandhantare I 3.

/ T —— *Natta is similar to snraga, but does not have the infrequent pancama. 
With dha and ri in tara, ni in mandra, endowed with vigorous ornaments. 
"Similar to srTraga" means it is characterized by sadja in its jati etc. 
But it is distinguished by having the tara range extending to dhaivata 
and rsabha and the mandra to nisada. This is to be seen also in ragas 
mentioned below. The murti in another work:

a. natah BS.Bi.£. nattah Bii. nata ki* Biii.
• * » • * •

b. dha rta* J.
• ___

2. dhaivata rsa* Sf. "sabhayos taro ni * J<S (tavo 0). nisadena ma* N.
• . • ^ •

ankastradhanva rjutam nayan banan sukadyutih I a. 
asanastho yuva caruveso nattas tu bahujah I I 1621 I nattaJi | b.

"Natta is a seated warrior, firing arrows straight with his curved bow, 
having the splendour of a parrot (i.e. green), seated on a throne, 
finely dressed and youthful."

a. ankastradhanurbhyam yato N. *dhanurbhya~m yuto L. *dhanarbhya~m yato 
0. dhanubham thito J.

•

b. agalastho £. natas tu J.£(*0). natah (before laksana verse 
srTragavat ... , 161.a.) BS. nattah om. £. iti nattah Mi.

*J • • • • * .
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karnatas tadvad akhyato ninyasagrahanamsakah I murtis tu I 1.

krpanapanir gajadantakhandam a.
ekam vahan daksinakarnapuram I b.

samstuyaminah suracaranaughaih c.
karnataragah sikhikanthantlah I I 1631 I d

Karnata Is similarly described, (but) with ni as nyasa, graha and amsa. 
Its murtl: "Dagger in hand, wearing a single ivory ornament in his right 
ear, being praised by multitudes of singers, is the raga Karnata, who 
has the blue colour of the peacock's throat."

1. kannatah Biv.<Bii>.• * • •

b. ekam dadhat da* Tag. radan daksina*£ (radana daksina* JNC).
c. 'caranoghaih BS.Biii.J. "caranair yaih Si.
d. kannata* Bii, sivikanthanT* *'(sivaka* 0).

naradasamhitayam tv anyatha drsyate I 1.

krpanapanis turagadhirudho a.
mayurakanthopamakanthakantih I b.

sphuratsitosnlsadharah prayati c.
karnatarago harinan vihantum I 11641 I karnatah I d.

It is differently seen in the Naradasamhita: "Dagger in hand, mounted on 
a horse, his neck having the colour of the peacock's throat, wearing a 
gleaming white headdress, Karnata raga sets out to hunt the deer."

a. 'pamakantiyuktah p. *kanthakantatt Biv.
c. spliuracchitosnT' BS.Bi.Bii^.
d. harina vihantum Bii. harina vivarnah Mi. *tum kannata Bii. iti• * *» * * • •

karnatah (and so all other raga labels: iti ... ) Mi..

revagupto rigrahamso nianto marsabhasodbhavah I 1 1651 I a. 

murtis tu nibandhantare I 1.

anke nisannam suratantakhinnam aa.
— / ' * * * —Hasvasayan svancalavTjanena I b. 

sTmantinTm svasacalatkucantam c.• _ •

suvarnakantih kila revaguptah I I 1661 I revaguptah I d.

Revagupta has rsabha as graha and amsa, madhyama as final note, and is 
born of ma, rl and sa. Its murtl in another compilation: "Revagupta, who 
has the complexion of gold, fanning her with the end of his garment 
calms his lover who sits on his lap exhausted after love-making, the 
tips of her breasts quivering as she breathes. "
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a. marsatamodbhavah BS. marsarasodbhavah LN. marsabhasod* Bi.
* * * * j«- *mandro marsabhasod* Bii. marsabhamod* Biii. matro marsabhavod* Biv.

aa. nisarnam BS.Bii.Biii.
b. asvasanasva * Biii.
c. *tinT sva* Mi.Biv. *tinih sva* Bi. 'tini sva* Bii. sTmantinT sva*
Biii. svantacalat* Tag.
d. kila vedhaguptah £ (*ON). II vedhaguptah £ <*0).

sadjamadhyamikajatah sadjanyasagrahamsakah I a. 
geyo vasantarago 'yam vasantasamaye budhaih I I 1671 I b.

murtis tu I 1.

Born from the sadjamadhyamlka jati, having sa as nyasa, graha and axosa, 
Vasanta raga is to be sung by knowledgeable singers in the spring 
season. Its murti:

a. sadjamadhyamikayatah I sad jam iva jatah . . . UN. sad j an madhyamikaj
jatah Tag.
b. jneyo Biii.

si khandabarhoccayabaddhacTIdah a.• » */ • »

pusnan pikam cutalatahkurena I b.
bhraman mudaramam anangamffrtir c.

mato matahgasya vasantaragah I 11681 I d.

'Ms seec by Natahga Vasantaraga, beautiful as Ananga, delights in 
wandering in the pleasure-grove, wearing a tuft of peacock feathers in 
his hair and feeding a cuckoo with the shoot of a mango branch. "

a. sikhandi* p.
••,/_. / __ / __b. pikam cancalankurena Mi. pikasriya cutala* J3 (pikasciya JN). pika-

priyas cuta* Tag.
d. mane matanga* Biv. matangah sa vasantaragah Mi.

naradasamhitayam tu I 1. 

cutankurenaiva krtavatamso a.
* w * *

vighurnamanarunanetrapadmah I b.
prtambarah kancanacarudeho c.

vasantarago yuvatipriyas ca I 11691 I vasantah I d.

But in the Saradasamhita: "Clad in yellow, his body lovely as gold, his 
red-lot us-like eyes rolling, wearing an ear-ornament made of a mango- 
shoot, (this) is Vasantaraga, beloved of young girls. "

1. *yan tu Mi. tu om.C. 
a. cyuta* LJN.
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dhaivatamsagrahanyasayuktah syac chuddhabhairavah I a, 
sakampamandragifndharo geyo nadhyahnatah param I I 1701 I b.

murtis tu nibandhantare I 1.
/
Suddhabhalrava has dha as dominant, initial and final, and kampita on
the low ga. It Is to be sung after midday. Its murtl in another 
treatise:

a. 'yuktasyac chu* BS. 'ktasya Buddha* Bi, 'ktasyah chuddha* Bill, 
b. 'kampramandra* Bii.Biv. 'kampramantra 0 Biii. jneyo Biii. 
'anhatatparah Bi. *tah pura Tag.

sacandrahasam phalakam dadhano a. 
nibaddhakakso drdhabaddhacudah I b.• « « • •

gatTr vitanvan bahudha padatih c. 
pracandarupah kila bhairavo 'yam I 11711 I d.

anyas tv audave vaksyate I <suddhabhairavah> 1.

"Bbalrava, of fearful aspect, is a foot-soldier, demonstrating his 
movements, carrying shield and scimitar, his girdle tied, and hair 
firmly bound." Another will be mentioned in the audava section.

a. *hasaphala* JN.
b. nivaddhakanthah J3 Ckantah OJ. 'kantha C). nilTmakanthah Tag.» « » . >*** * * •••^^
nibandhakakso Bii. sasivaddhacudah ^.* * * _ c. gavamcitanvan p. parTvitanvan Mi. trinetradharT bahu* Tag.
d. pracandabhupah Bi.
1. tv audaro va* ^ (°dare L).

vangalah kaisikTjatah sadjanyasagrahamsakah I a. 
sakampanandragandharo geyah karunahasayoh I 11721 I b.

murtis tu I 1.

Vahgala comes from Kausikl; it has sa as nyasa, graha and amsa, and 
kampa on ga in the lower register. It is to be sung in karuna and hasya 
rasas.

a. vangalakausikT* BS.Bii.Biv. 'lah kausikTjatih ^ Clakausikr* C). 
Biii. kausikaj jatah Tag.
b. savyapramandra* ^ (*pram nandra* J). sakampra 0 Bii.Biv. 'hasyayoh 
Tag. Mukt.
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manojnamaunJTgunaguinphitangas a.
tvacam dadhano dharanTruhasya I b.

candah. kumarah kamanTyamurtir c.• • • * v

vangalaragah. sucisamaganah I I 1731 I vang'alah I d.

"Vangala, an impetuous young man of attractive appearance, singer of 
holy samans, wearing tree bark and a lovely girdle of munja grass. "

a. *jnakancT* J3. 'gunakampitangas Bii.
b. Cangah) srajam dadhano £. svaram da* Mi. sracam da* Bi.
c. kumaro ramanlya* J3.
d. sucihasyamanah Tag. "samamanah £.

jatinyasagrahamsesu sadjo vlre ghanagame I a. 
nitarah panibahulyah somarago ' tra gTyate I 11741 I b.

asya murtis tu candrikayam I 1.

Sojsa raga is characterized by sa in its jati, and its final, initial and 
dominant notes. It is sung in the rainy season; the tara note is ni, and 
frequent use is made of pa and ni. Its murti in the Candrika:

a. *amse tu Bi.Biv. "arose ca Bii. sadjo O.Mi. dhanagame 6. 
b. 'bShulye Bii. paribS*

nisanganam vaksasi sayayitva a.
kalankadambhat suratasramrtam I b.

skhalatkarah salasalocana^rTh c.• •

kaml sudhapandara esa sonab !I 1751 I somaragah I d.

"Soma is the lover, white as (with) nectar, with wavering rays and 
languorous eyes; in pride at his mark he has the lady night lying on his 
breast, weary after love-making. "

a. nijanga* Tag.Mi.
b. kalankakumbhat p. suratam srayantTm £ CntT J). grbTtamalyam suratam
srayantlm Tag.
c. sphuratkarah Tag.
d, 'pandura* LIT. "ndure sesa 6. eva somah BS. * »» .. • •

IndhrTjati-samutpanno madhyamagramagocarah I a.
gandharamsagrahanyaso ragah syad amrapancamah I 11761 I b.

andhrljatis tuktaiva I ayam evanarapancamo ' py ucyate I murtis tu 1.
tatraiva I 2.
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Born of AndbrT jati, lying in the madbyamagrama, having ga as dominant., 
initial and final, is the raga Amrapancama. AndbrT jati has already been 
mentioned. This raga is also called Amarapancama. Its murti in the same 
source:

a. andhrajati* £.Biv. andhraja* Mi. andhri* Bi.
b. 'amse gra° £ Cmso C).
1. andhraja* j3.Bii. andhraja/tistatraiva Mi. aparapanca" Tag.

yuvataslsunasamanakantih a.
srlkhandapankardrasamastadehah I b.

vrnapravlno ' marapancamo 'yam c.
gftena mugdhTkrtadevarajah I I 1771 I amrapancamah I d.

"A youth with the colour of an atasT flower (i.e. blue), his whole body 
smeared with wet sandal paste, adept at playing the vTna, this is 
Amarapancama, delighting a king (or: Indra) with his song. "

a. yuva satlsunusa* Tag. "tasrsunusa* j3,Mi.
b. 'pankadra* Y- 'pahkakta* Mi.
c. vTnapradhano p. 'parapanca* Tag.
d. tusnTkrta* p (*OL).

kamodah karune hasye nitaro bahukampanah I a. 
sadjo jatigraham^esu yaniad dhanyasamandragah I 11781 I b.

yamat praharad urdhvam ganakala ity arthah I murtis tu I 1.

Kamoda is <to be sung> after the watch in karuna and hasya (rasas), has 
ni in the upper register, and has frequent kampa ornaments. It is 
derived from the sadji jati, has sa as graha and amsa, dha as nyasa, and 
ga in the lower register. "After the watch" -i.e. its performance time 
comes after the <last> watch. Its murti:

a. base Bi. nitaro JN.Biii. nirato Tag. nisado bahu* Bi. bahu-
kalpanah p.
b. sadjanyasagraha* Tag. sadjo j3(*C).Mi. jatagra* Bi. yayordhvam nyasa*
6. yamardhe gTyate sada Tag. yamarddham nya* BS.N. yamordhvam Bi.
yamordhvam Bii. yamairdhvanya"(?) Biii. yamordhvanya* Biv. yamardhanya*
L. mandratah Bii, 'nyasam anyatah Biv.
1. yamat purvat urddha* P (piTrvad urdhvagana* (S). praharam
urdhvaganakalam ity Biii.

aksamilam kare dhrtva vasanas taravTm tvacam I a. 
Japan JahnusutatTre kamodah pariklrtitah I 11791 I kamodah I b.

"Kamoda is depicted carrying a rosary in his hand: he wears tree-bark 
and sits praying on the bank of the Gahga. "
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a. kare krtva £. Mi.Subh,Bi. vasano rauravTm £(?) (vasano rairavF tva* « ' • ^_
0. vamano rauravT tva* J. vasano rauravTm tva* N. vasanos taurirl tva* 
L.

naradasamhitayam tu I 1.

bhartra samam pathasi hemavarna a.
payoviharena saroruhani I b.

vicinvatT saurabhamodamana c.
kamodaragT kathita vidagdhaih I I 1801 I d.

But (the murti) in the Naradasamhita is: "KamodT is described by the 
learned as a lady of golden complexion enjoying water-play in the 
company of her lord, collecting lotus flowers and enjoying their 
fragrance. "

a. ~d. om. S.
a. priyesu sardham sarasi prakamam JfarPSSii. bhartta Bi.Biv. bhattef
Bi. *varnam BS. path! susambhasayantT NarPSSi.
b. *vihare vanantarale Bii.
c. vitanvatT hemasauroruhasT Bii.
d. kamodarago vivudhair vidagdhaih ^. kamodikeyam kathi* BS.Mukt.
kamodaraginy udita munlndraih IfarPSSi. kathita gunajnaih NarPSSii.
kamodaraga Mi. kamodika sa kathita gunajnaih Mano. kathita munlndraih
Mukt.

vTre dhamsagrahanyasah sadjadhaivatikodbhavah I a. 
geyo ghanagame megharago 'yam mandrahTnakah I I 1811 I b.

murtis tu nibandhantare I 1.

Performed in vTra rasa, dhaivata as initial and final, arising from 
DhalvatT jatl of the sadjagrama, Negharaga at the advent of the rainy 
season, avoiding the lower register. Its murti, in another treatise:

a. vTre 'thamsagra* Mi. sadja* BS. 'dhaivatakod* Mi. 
b. ghanagame meghah sampurno mandrahTnakah Mukt.

paryanke priyaya sardham asTna upavlnayan I a. 
pTtambarah subhusadhyo megharago ghanadyutih I 11821 I megharagah I b.

"Negha, who has the dark colour of a cloud, clad in yellow and wearing 
fine ornaments, sits with his loved one on a couch, singing to her along 
with the vTna. *

a. upalalayan £ (*<S>. 
b. I Imegha 0.
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nisadamsagralianyasah sadjapancamasankulah I a. 
geyo dravidagaudo 'yam vlrasrngarayor nisi I 1 1831 I b.

gaudasya dvaividhyam kohalTye turaskagaudo dravidagauda iti I 1. 
turaskagaudas tv audave vaksyate I murtis tu nibandhahtare I 2.

Dravidagauda has nl as graha, amsa and nyasa, and prominent use of sa 
and pa. It is sung at night in vJra and srngara rasas. The KohalTya says 
there are two varieties of Gauda, namely Turaska- and Dravida- Gauda. 
Turaskagauda will be mentioned in the section on audava (ragas). The 
murti ... :

a. sadj amadhyama * BS.Bi.Bii.8. sadjasankulapancamah Mi.
b. dravida* £.
1. turuska* Bii.Biii.Mi. dravida* £. turahgagaudo 0
2. turuska* Bii.Mi.

amsaptakarnah sisiramsudhama a. 
krkatikacumbitacarucudah I b.• • _ • *

sragvT japan panidhrtaksadarbho c. 
vipro yuva dravidagauda esah I 11841 I dravidagaudah I d.

"Dravidagauda is a young Brahmin wearing a garland and holding is his 
hands a rosary and darbha grass as he prays; he has long ears reaching 
to the shoulder, is beautiful like the moon, and his lovely crest hangs 
down to the neck. "

a. desT suvarnah si* V- desT sukarnah L. amsapta* Bii.
» * • » • _ J>

b, 'mbitavaruvalah 6. *carucalah JN. 'caruvalah Tag. 'culah L. 
'mbitamuruculali Mi. *kalambitacaru* Mukt.

0

c. lapan £. 'dhrtabjadando ^. 'dhrtaksasutror Bii. 
d. (*rbho) vipro Bii. I Idravida*' 6 (vavida* C).

praharad urdhvato geya bhinnapancamasambhava I a. 
sadjanyasagrahamsaisa varadl bharatodita I 11851 I b.

asyas traividhyam tuddesasthana uktam ratnamalayam suddhavaradT 1.
dravidavaradl desTvaraditi bhedat I kaumudyam tu sadavamadhye ganita 12.
murtis tu I 3.

To be sung after the watch t born of bhinnapancama (rSga), having sa as 
final, initial and dominant, thus is Varadl defined by Bharata. In the 
list in the Patnamala there are said to be three VaradTs, namely Sud- 
dha- t Dravida- and DesT-VaradT. In the KaumudI VaradT is counted among 
the sadava ra~gas. Its murti:

a. 'haravrddhato ge* Mi.
1. 'vldhyam tuddisya sthanam uktam 6. tu uddisya sthanam uk* N. tu ud- 
disya sthane uktam J.
2. dravidavaradlti bhedat £ (*LJN). de^avara* Mi. tu sa audaramadhye p.
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vinodayantT dayitam ca gauiT a,
sukankana camaracalanena I b.

karne dadhana surapuspaguccham c.
varariganeyam kathita varadr I I 1861 I d.

"VaradT Is a beautiful girl, fair ID complexion, wearing fine bracelets 
and in her ears clusters of divine (parija~ta) flowers, delighting her 
lover by fanning him him with a chowrie. "

a. ca gaud!" B.

naradasamhitayam tv anyatha drsyate I 1.

karne dadhana surapuspayugmam a.
suvrttavaksojamanoharangT b.

smeranana caruvilolanetra c.
gaurangayastih kathita" varadT I 11871 I varadT I d.

But In the Naradasamhlta: "Wearing a pair of parija~ta blossoms in her 
ears, VaradT is a girl with fair, slender body, beautiful by virtue of 
her well shaped breasts, smiling and charmingly rolling her eyes. "

b. suvrttivakso* BS.Bi.6.Mi. succantavrkso* Bii. suvrttabandhajagana
varadT J3 (*J<£).
c. bhavavilolanetr'a NarPSSi.
d. kathita kavfndraih 0. II varatT 6.

gujjarT rigrahamsanta jata pancamasadavat I a. 
kvacin mantapi ghasradau geya" srngaravardhinT I I 1881 I b.

sadavah sadjasvarah I sangltasare tu daksinaguj jarTsaurastraguj jarTti 1. 
bhedadvayam aha I 2.

which rouses passion, has ri as its initial, dominant and 
final, and is derived from paifcamasadava; It is to be sung at the 
beginning of the day. Sometimes It has ma as dominant. "Sadava" means 
the note sadja. The SahgTtasara distinguishes two GujjarTs, Daksina- and 
Sa urastra -gujjarT.

a.~b, , 1.  2. om. B.F _ ^ __ /_ _ _ / _
a. sadjanyasam grahansantam Bi. sagrahamsa* Bii. ca graha* Biii,
guJjarT graha* Biv. rigrahantS ca jata pancamasadava" Tag.
b. kvacin mantapi sadratrau Tag. *cin matapitastadau Bi. *cin mamsapi
BS.Bil.e.S.Mukt. 'vardhanT Bi.Bii. srngaravTrayoh Mukt.
1. saurastragujjarTdaksinaguj jarTti BS. tu daksinaguj jarTti bhe* 6.

ratnamalayam dasadha gujjarT proktetyady uktam I tat prapancabhayan 1, 
na likhitam I murtis tu I 2.
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syama sukesT malayadrumanam a.
mrdullasatpallavatalpayata I b.

sruteh svaranam dadhatT vibhagam c.
tantrTmukhT daksinagujjarTyam I I 1891 I d.

The Ratnamala states that GujjarT Is said to be of ten varieties. For 
fear of prolixity this is (these are) not given here. Its murtl: 
"DaksinagujjarT Is a dark-complexioned girl with beautiful hair, sitting 
on a bed of tender sandal shoots just sprouting from the branch, as she 
plays upon the lute and shows the distribution of srutls in the notes. "

1.-2. tad atra prapanca* Bii. 'bhayan noktam £.
a.-d. om. Biv.
b. *talpajata Mi. talpajatah Bill, talpamala Tag (p.88).
c. srutisvaranam Tag. svaramsad dadha* fl (*J<S).
d. tantrlmukhad daksi* LN£. *mukha daksi* J.Tag.Subh. 'gurjarTyam ^.
mangalagujjarTyam Bill.

samhitayam tu I 1.

karnotpalasangimadhuvratanam a.
samsVnvatT manjulakujitani I b.

kantShtikam gantumanah pradose c.
sa gujjarT vesakalancitangl I 11901 I gujjaril d.

In the <Narada>samhlta: "GujjarT is a girl beautified by fine apparel,
longing to go to her lover in the evening as she listens to the sweet 
buzzlngs of the bees that cling to the lotuses on her ears. "

l.a.-d. om. Biv.
a. 'sangamadhu* Bi. 'palalambhimadhu* NarPSSi/<ii>.Mano.
b. Ctanam) srnvantT manj * NarPSSi. susrnvati ^(tO.Mano. suhrdvatT
FarPssii. 'mahgalakuji* ^.Bii.Biii. mangalakujjitani Bi,
c. kantarakam p.
d. gurJarT ̂ .Mi.NarPSSi/ii. nrtyakalancitangT NarPSSii.

nadhyamamsagrahanyasa todika suddhasadavat I a. 
Jita madhyahnasamaye geya srngaravTrayoh I 11911 I b.

murtis tu I 1.

TodT, born from suddhasadava (raga), has ma as dominant initial and 
final, and is to be sung at midday in Srhgara and VTra rasas. Its 
murtl:

a.-b.,1. om. Biv.
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unnidrapankeruhacarunetra a.
kurangasavam kalamahkurena I b.

sambhavayantT vipinopakanthe c.
todTyam indTvaradamaramya I I 1921 I todi I d.

"Here is TodT, adorned with a garland of blue lotus flowers, her eyes 
lovely as the open lotus, feeding the young deer with rice shoots near 
the woods."

a.-d. om. Biv.
b. kuranganabhim dadhatT karena £ (*<£).
c. subhavayantT Bi. 'pinopakantam OJ. "pakantha N.

malavasrTh saradgeya jata malavakaisikat I a.
esa sadjagrahanyasa parvatTprltikarinT I 11931 I b.

arsabhldhaivatlvarjitah suddhajatayah kai^ikfjativacyali I 1.
pramanam uktam jativivecanavasare I murtis tu I 2.

KalavasrT, to be sung in the autumn season, is born of Malavakaisika. It 
has sa as initial and final and is pleasing to the goddess ParvatT. The 
suddha jatls <in combination>, with the omission of ArsabhF and 
DhaivatT, are to be called kaisikT jatis. This was established when jatis 
were being dealt with.

a.-b.,1.-2. om. Biv.
a. °srT sa' BS. *srT svarebhyo ya £ (*<£). 'kausikat Biii. p Csikan C).
1. 'jativacya BS.Biii. kausikl* p. kais'ikajati* Bii.

lllaravindasya dalani bala a.
vibhavayantT tanudehayastih I b.

maluravrksasya tale nisanna c./ * * * * *

sona mrdur malasika pradista I 11941 I d.

"MalasT is depicted as a slim young girl, delicate and ruddy in 
complexion, contemplating the petals of a lotus which she plays with as 
she sit at the foot of a Nalu~ra tree. "

a,-d. om. Biv. c.-d. om. 6.
a. nlla* fl.Biii.Subh.
b. vidharayantT Subh. tanuhemayastih Mukt.
d. syama mrdur LJN. ^yamamrdu ma* Tag. malavasT pradistah Bi. malavasrT
pra* Biii. malavasrTty udista BS. malavika pra* Mi. prahrsta J.Tag.
pradrsta LN. sa malavasrTh kathita munrndraih Mukt.* • • _ • •

samhitayam tu I 1.
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karavadhutambuj ayugmaramya a.
itas tatas caru vilokayantT I b.

kanthasphuranrauktikacaruhara c.
sa malasT sankathita vicitra" I I 1951 I d.

In the Samhita: "Beautified by the pair of lotuses she waves in her 
head, casting- her sweet glances hither and thither, a fine necklace of 
pearls on her neck, so is described the colourful MalasT. "

a. ~b. om. 6.
a. kare dhrtamboruhayugma* £. kare vidhutambuja" NarPSSi/ii.Mano.
'ambujapusparamya BS.Bi.Bii.6.
b. cetastatas Mano.
c. kanthe sphuran* NarPSSi/ii. 'mauktikaratnahara NarPSSi/ii.
d, nialasTyam kathita £.

malavasrTr iyam eva malasTtyucyate I malavasrTh I 1.

saindhavT pancamaj jata grahamsanyasapancama" I a. 
madhyahnad urdhvato geya srngare karune 'pi ca I 11961 I b.

saindhavT sindhudeti prasiddha I murtis tu I 2.

It is said that this JfalasT is the same as KalavasrT. SaindhavT, born 
from pancama, has pa as initial, dominant and final; it is to be sung 
after midday in srngara and karuna rasas. SaindhavT is commonly called 
Sindhuda. Its murti:

1. I malavasrTh I om. J3.
a. *nyasapancamah LJN.
b. madhyantad uirdh* ){.
2. sindhujeti Mi.

sadindranTladyutir ambujaksT a.
pravadayantT kapilasayantram I b.

ratnair vicitrabharana sukeir c.
sa sindhuda kantasamTpasamstha" I I 1971 I saindhavT I d.

"Sindhuda is beside her lover, with her beautiful hair, finely adorned
with Jewels, and has the colour of a real sapphire; she is lotus-eyed 
and plays upon a kapilasika vTna. "
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a. kilendranTla* Tag. samindranTla* *. dyutipankajaksT NarPSSii. 
b. *ntr sakalasayantram <S. kalasaya* JN. kavilasa* Bi. 6. NarPSSi (?) 
kapinasa' NarPSSii. pravahayantl ca kalasa 0 Tag. 
c. vicitraratnabharana" sukesT NarPSSi/ii. Mano. 
d. sindhuja Mi.NarPSSii. sinduda NarPSSi.

sadjanyasagrahamseyam vTre devakrtir mata I a. 
asav rtusu sarvesu gStavya samayesu ca I I 1981 I b.

iyam eva s'uddhavasanta iti krsnadattah I murtis tu I 1.
J • • > •

Devakrtl has sa as final, initial and dominant, and is to be sung in 
vTra rasa^ at all times in all seasons. Krsnadatta says that this is the 
same as Suddhavasanta. Its murti:

a. vTradevakrtimata Bi. devakirT mata Mukt.
b. asa vrttisu Mi. gatir va samaye* #. samaye 'pi ca GitPrak.
1. suddhavasantajatir iti kr e S. 'ntajatih krsna* LJN.

bhramantT nandane syama puspapracayatatpara I a. 
khyata devakirT hy esa kararpitasakhTkar"a I I 1991 I devakirT I b.

"DevakirT, a girl of dark complexion, wanders in the garden hand in hand 
with her lady companion, busily collecting flowers. "

a. "ntT nartane p. puspavacaya 0 BS. 
b. devakrtir hy Tag.

praharabhyantare geya sadjanyasagrahamsaka I
sadjarsabhaghanarambha tajjnai ramakrtir mata" I I 2001 I murtis tu I

The experts say that Ramakrti has sa as final, initial and dominant, 
makes prominent use of sa and rl at the beginning. It is to be sung 
during the first watch(?). Its murti:

b. *rsabhadyanarambha 0 (*NC). *rsabhagraharabhya BS.Bi.Biii. *rsabha 
praharambha Biv. *graharambha Tag. "bhaghatarambha Mukt. ramakitir

svarnaprabha bhasurabhusanadhya" a.
nil am nicolam vapusa vahantT I b.

kante padopantam adhi^rite 'pi c.
manonnata ramakirr pradista I I 2011 I refmakirr I d.

"RamaklrT is depicted as a girl of golden complexion, richly decked in 
glittering ornaments, wearing a blue upper garment, unbending in her 
pride even though her lover falls at her feet. "
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a.-d. om. Biv.__ _ __ / _ _
a. bhasvara* £(*£). bhasvarabhusana ca Subh. sauratabhusanadhya Mukt.
b. sadindranTlam vapu* £<*JC).
c. sadopantam BS. pradosantam Bi.Biii. "ntam upagate 'pi Mukt.
d. *kirT pranr<gT?)ta Subh.

pancamamsagrahanyasa dharitara gamotkata" I a. 
irngare cotsave geya pratah prathamamanjarr I I 2021 I b.

murtis tu I 1.

PrathamamanjarT, which is to be sung in the morning at festive times, in 
srhgara rasa, has pa as dominant, initial and final, with dha and ri in 
the higher register and prevalent use of ga and ma. Its murti:

a.-b. om. Biv. 
a. gautkata £. 
b. cotsave purna" Mukt.

viyoginf kantavitTrnapuspa- a.
srajam vahantT vapusatimugdha I b.

asVasyaniana priyaya ca sakhya c.
vidhusarangT padhamanjarTyam I I 2031 I padhamanjari I d.

iyam eva prathamamanjarTty ucyate I 1.

"PadhamanjarT is a young girl, unkempt, infatuated in her separation 
from her lover, wearing a garland of flowers which he has given her; she 
is comforted by a dear companion. " PrathamamanjarT is said to be the 
same as this.

„ / 
a. *puspam Bi. "puspam Subh.
d.-l. *ngT patamanjarTty ucyate 0, /
d. patananjarTyam J. pada* Mi. pathamanjarTyam Subh. pata* Mukt.
1. I patamanjarTty ucyate LJN. iyam eva pata* C.

natta natavad akhyata sakampandolitasvara" I a. 
hasye 'dbhute ca srngare gitavya nisi mangale I 12041 I b.

Natta is described as similar to Nata, with kampita and andolana on its 
notes; it is to be sung at night on auspicious occasions in hasya, 
adbhuta and srhgara rasas.

a. nattavad Bii. sakalpalolitasvara £. 
b. hase ^.

murtis tu nibandhantare I
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vides'asthasya kantasya vrttantam ativihvala I a. 
natta rahitaves'augha prcchantl kakam adarat I I 2051 I natta I b.

Its murti in another compilation: "Natta, having in her agitation put 
aside all her finery, solicitously asks the crow for tidings of her 
lover, who is in a far distant land. "

a. videse tasya Bi. 
b. kantam adarat BS,

dhaivatamsagrahanyasa samandra ca samasvara I a. 
Srngare karune caiva geya velavalT budhaih I I 2061 I b.

murtis tu nibandhantare I 1.

Velavall has dha as dominant, initial and final, sa in the lower 
register, with even (equally emphasised) svaras. The experts sing this 
in Srngara and karuna rasas. Its murti

a. samasvarah. BS.6. sa mandra L. sa manda y. syamvara p. sasama* Bii. 
*ndra risamasvara Mukt.

samketadTksam dayitasya dattva a.
vitanvatT bhusanam angayasteh I b.

muhuh smarantT smaram istadevam c.
velavalT nllasarojakantih I I 2071 I d.

naradasamhitayam tv Tsadbliedenokta I velavalT I 1.

"VelavalT, who has the colour of a blue lotus, having given her lover a 
sign of assignation adorns her body with fineries, constantly thinking 
of Smara, her personal deity. " In the Naradasamhita it is expressed 
slightly differently.

a. "tasiksam Mukt.
b. *nvatT mandanam anga* Subh.Mukt.
1. *yam tu Tsad* BS. 'yarn tu tattadbhede* Mi. "tayam audarebhede* £
godara* C).

grahamsanyasasadja syad gaudr malavakaisikat I a. 
vTrasriigarayor geya sakanq>andolitasvara I I 2081 I b.

murtis tu I 1.

suciharicandanapankai rati sahitam manmatham purah krtva I c. 
gauratanur bahuvidhina gaud! paripujayaty esa I 12091 I gaudT I d.

GaudT has sa as initial, dominant and final. It is derived from 
MSlavakaislka, and is to be sung in vTra and srngara, with kampa and
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andolana on Its notes, Its murti: "Gaudr, a falr-complexloned girl, 
honours <the images of> Nanmatha and Ratl with <smearlngs of> pure 
sandal-paste and worships them with manifold rites. "

a. 'kausikat ft.
b. geya kalpallolita' LJN. *ya kalpantallaulita* S Cllolitasvar* C). 
c. turangasucihari* LJN.Tag. "pahke ra* £>ubh.Bi.Bill. ft Cpankam 
ratisa* 0. pankam manmatham C). "pankeruhasahitam Mi. puraskrtya Mukt 
d. 'tanur vidyutvidhi" Bii. *nur vratavidhina gaurt Subh.

nato nisi sucau vTre sadjamso gamakotkatah I A.

murtis tu I 1.

turangamaskandhanibaddharagah a.
svarnaprabhah sbnitasonagatrah I b.

sangramabhumau vicaran dhrtasir c.
nato 'yam uktah kila kasyapena I 12101 I natah I d.

Nata (should be sung) at night in the hot season, in vlra rasa. Its amsa 
is sa and it uses copious gamakas. Its murti: "Kasyapa says that Nata 
has the colour of gold, his body reddened with blood as he moves around 
the battlefield with sword in hand, his colour blending with that of his 
horse's neck. "(?)

A. nate BS.
a. 'ngamakarsaniba* S. *ngamakarnani* LJN.
c. viratan dhr" Bii./ ' ' 
d. *pena I sonitam kunkumam 0. lato 'yam Subh,

ghantaravo dhaivatajah pratape sarvadapi ca I I 2111 I B. 

murtis tu sangTtaratnamalayam I 1.

prasaradibhavarasya skandbam arTIdha udyat- a.
kanakaruciramadhyam dhunayan sarvadastram I b.

pradalitaripusainyo bhrmaghantaravena c.
sphuritakanakakantir bhati ghantaravo 'yam I 12121 I ghantaravah I d.

Ghantarava, born of dhalvata, (is to be sung) at all times in the hot 
season. Its murti: "Ghantarava shines here, his colour like gleaming 
gold; mounted on the back of an advancing elephant, constantly 
brandishing a sword radiant with shining gold, he scatters his enemy 
with a fearful shout."

a. skandha arudha Mukt. aruhya ud* ft <*<£).
b. sarvagatram ft (sarvagatre 6). ^arvalagram BS.Mi. Mukt. sarvadas^tram
Bii. sarvadamram Biv.
c. 'ripusainyam bhT* ft. *litapurasainyo Mi.
d. sphuritakanakamurtir bhTmaghantaravo 'yam Mukt.
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dhaivatamsagrahanyaso nattanarayano diva I A. 

murtis tu ratnamalayam I 1.

strTves'adharl puruso navTnah a.
sangitasale bhramim adadhanah b.

gayan satalam salayam manojnah c.
syan nattanarayanaraga esah I I 2131 I nattanarayana I d.

Nattanarayana is (to be sung) in the daytime. It has dhaivata as 
dominant, initial and final. Its murti in the Ratnamala: "Nattanarayana, 
a young man, in women's clothes, of charming appearance, whirling round 
in dance in the music hall and singing along with the tala and laya."

A. natana* BS.Bi.9.Mi.JN.
a. 'vesadharT tfL.Mi. *vesasadharT JN.
b. sangTtas'astre £.
c. salayo manojno Bi. manojnam Mi.

madhyamamsagrahanyaso bhupatih karune diva I I 2141 I B. 

murtis tu nibandhantare I 1.

simhasanagatah svetacamaradvayavTjitah I a. 
mantribhir vestitah syamas chatra"dhyo ragabhTJpatih I I 2151 I bhupatihl b.

Bhupati (is to be sung) in karuna rasa during the day, with madhyama as 
dominant, initial and final. Its murti: "Raga Bhupati, dark in colour, 
is seated on a throne beneath an umbrella, being fanned by a pair of 
white chowries, surrounded by his ministers."

1. ,a.-b. om. N.
a. 'gatasveta* BS.Biv. svetas cama* Mukt.
b. mandra udvestitah (?) Mi. syamaccha* BS.Bi.Bii.9.Mukt.

vTre nisi nisadamsah sahkarabharanah sada I I 2161 I A.
• • « • •

murtis tu ratnamalayam I 1.

vyaghracarmas'akalam pidadhano a.
bhogiharavalayangadabhusah I b,

sandrabhutipariliptasarTrah c.
^ahkarabharana esa udFtah I I 2171 I sankarabharanah I d.

Sankarabharana, with nisada as dominant, is to be sung in vTra rasa at 
night in all seasons. Its murti in the Ratnamala: "Sankarabharana is 
depicted wearing a tiger-skin, bedecked with serpents as necklace and 
bracelets, his body smeared with thick ashes."
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a. •carmamamalam Bi.Bii. •carmasamalam 6. paridhano Bi. hi dadha* Bii.
b. 'ngavibhusah Bi.Biii.
c. sandribhu* Biv. 'parilupta* Mi.
d. esa hi ragah Mukt.

iti sampurnah I atha sadava ucyante I tatra ca 1.

sadavas te 'bhidhlyante ye ragah satsvarotthitah I I 2181 I A.

ke ta ity iiha I 2.

gaudah karnatagaudas ca desT dhannasika tatha I a. 
kolahala ca vallarT desakhya savarT tatha" I 12191 I b.

Those were the full (heptatonic) ragas. Now are described the sadavas 
(hexatonic). Those ragas are called sadava which come from six (sat) 
notes (only). They are: Gauda, Karnatagauda, DesT, DhannasT, Kolahala, 
VallarT, Desakhya, SavarT,

1. iti sampurnah om. BS. atha satsvara ucya* 63. athava satsvara u° LU.
tatra ca om. )3.
A. satsvarottamh J3. "nte raga ye sat* BS.
2. ke te ity aha Mss (ke tety aha Biv).
a. dhanasi 0 Bi.Bii.
b. vallaire. vellarTBi.

khambhavatT harsapurT mallarT hunchika" tatah I a. 
ityadyah sadavah prokta harinayakasammatah I I 2201 I b.

adipadenanye 'pi srTkanthadya grhyante I tad uktam sangTtasare I 1.

KbambhavatT, HarsapurT, KallarT and Hunchika. These and others are the 
sadava ragas as given by Harinayaka. "Others" here means Srlkantha etc. 
This is stated in the SangTtas~ara:

a. khamvavatT Mi. svasthavarT £. svasthavatT Tag. hunchika(?) Mukt.
hunjika BS. huncina Bi. huccikana" tatah Biv. huncika Mi. hamsika p.— / " • b. *dyah sodasaproktah Mi.

srTkanthas caiva bhaulT ca tara salagagaudakah I a. 
suddhabhTrT madhukirT chaya nllotpalapi ca I I 2211 I b.

iti sadavaganane <!> phalam aha kohalah I 1.

"Srlkantha, BhaulT, Tara, Salagagauda, SuddhabhJrT, NadhukirJ, Chaya, 
NTlotpal'a. " Thus the <ragas in> the sadava category. Kohala tells us 
the advantage <to be gained from them>:

a. daulT ca Mi. tarasalaga" BS.6. ca tatha salaga* Bii, "gaudagah Mi. 
'gaudakah £.
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b. madhukarf Bii.Mi.0 Ckara C). 'tpalepi te Bi. 'tpalapike 6. iti om. 
BS.

sangrame vTrata rupagunalavanyakTrtanam I a. 
gane sadavaraganam gaditaro purvasuribhih I 12221 I b

kramena laksanam aha I 1.• • •

nisadamsagrahanyaso gaudah syat pancamojjhitab I c. 
vTrasrngarayor geyo dinante viralarsabhah I I 2231 I d.

The praising of heroism in battle, of beauty of form and qualities, was 
done by the ancient sages in the singing of sadava ragas. They are now 
defined in order. Gauda, which has ni as dominant, initial and final, is 
devoid of pa and uses rsabha infrequently. It is to be sung at the end 
of the day in vTra and srhgara rasas.

a.-b. , 1. om. C.
a. 'tarupalavanyaguna kT* Mi. *rupam lalayan gunakTr" J3 (lapayan
guna* L).
c. gaudah pancamaragatah "tf ("ragajah 0). pancamarlajatah L.
d. geya BS.9. vigatarsabhah 6. vi + larsabhah JN.

murtis tu nibandhantare I 1.

vidh"aya sambhum suranimnagatate a.
mudarcayan nilasarojasanghaih I b.

manojnamurtir dadhad amsuke site c.
tvagasanastho dvija esa gaudah I I 2241 I gaudah I d.

Its mJrti in another compilation: "Gauda is a Brahmin, of pleasing 
appearance, seated on a skin and wearing a pair of white garments ; he 
has set up (an image of) £>ambhu on the bank of the Ganga and delights in 
honouring him with clusters of blue lotuses. "

a. vidhaya sastam p. nidhaya Bii. (sastam) nitarangatau yo J3 (yah 6) 
b. padarcanam ni* V (madarcanam N). yadarcanam L.
c. *murtim OLN. *murti JC. dadharamsuke pi tva* JN. dadhudamsuke pi 6.i ' / • • dadhadansuke pi L. 'msuko pi Tag.
d. durgasanastho ^.

__ _ _ «, 
nisadamsagrahanyasayuktah pancamavarjitah I a.
esa karnatagaudas tu karnatavad udahrtah I I 2251 I b.

karnatavad Itl karnatoktaganakalarasamurtyanvita ity arthah I karnata- 
gaudah I atra karniitavahgala iti gltaprakasasangltasarayor drsyate I 2.

With ni as dominant, initial and final, and omitting pa, Karnatagauda is
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said to be like Karnata. "Like Karnata" weans that It has the same
" * * —•performance time, rasa and murtl as those given for Karnata. In the 

GTtaprakasa and the Sarigltasara Karnatavangala is/found at this point.

a. 'yuktapanca* Bi.Biv.
b. kannata* ... kannatavad Biv. kannatavad Biii. karnatagau* ... 'hrtah • • . . u •
om. J3.
1. (esa) karnatavad iti I kalah samurtyantarah LJN. (esa) karnatavat* ^ •• * •>/ • •*•

kalah sa murtyantarah sthitah S. (then) karnatoktaganakalarasamurty- 
antatah I karnatagaudah I £ (karnarokta* ... 6. ... °ntah tah I karna* 
J). (arthah I) kannatah Biii. kannatagau 0 Biv.
2. karnatamalava Bii. kannata* Biii. kannata* Biv.

tatsvarupam tu I 1.

gandharainsagrahanyasah sadjah pancamavarjitah I a. 
esa karnatavahgalah srngare takkavan^ajah I I 2261 I b.

This Is the form of that raga: Karnatavangala has ga as dominant, 
Initial and final, makes much use of sa and omits pa; It Is sung In 
srngara rasa and derives from the takka group.

1. tasya rupam tu J3.
a. sadjapa* Bii. sadjapancama* all other Mss.
b. kannata* Biii. kannata* Biv. esa karnatavat talah J3. *re caikavamsa-
jah p. takva* Bi.

takkalaksanam aha nammatah I 1.* • • • •

natakarnatayor yoge takkarago napumsakah I I 2271 I a. 

murtis tu vangalavat I karnatavangalah I 2.

Mammata has given the characteristics of takka: "Takkaraga, a 
bermaphrodlte(?), Is (created) In the union of nata and karnata." The 
murtl (of karnatavahgala) Is like that of yangala.

1. takkala* £. mammathah BS. marmatah ^, • _' •• • • *^
a. takkara* p. takva Bi. 'pumsaka iti 3.8.
2. tu rangatodavat ¥• *vat takkanatavariga* Biii.

revaguptodbhava desT patyakta manivistara I a.
rinyasaneagraha pratar geya karunasantayoh I I 2281 I b.

murtis tu nibandhantare I 1.

- 59 -



pariccheda 1

Desl Is derived from Revagupta. It omits pa and has a preponderance of 
ma and ni. Nl is its final, dominant and Initial. It is to be sung in 
the morning in karuna and santa rasas. Its murti in the Ratnamala:

a. catrirevagu 0 L. catrigupto* JN. tatri* 6 (tanni* C). patyukta
JLN.Mi. patyukti Bi. gatyakta Bii.
b. vinyasa 0 Bi.6. ninyasa 0 BS. Bii. Mi. J3. karunahasyayoh Mukt.

gajapatigatir enTlocanendTvarangT a.
prthulataranitambalambivenTbhujanga I b.

tanutaratanuvallT vTtakausumbhavasa c.
iyam udayati desl baniriT caruhasa I I 2291 I desl I d.

"Diffusing the scent of saffron, DesT is a charmingly smiling huntress 
who has the walk of an elephant, eyes of the female deer, and a body 
like the blue lotus; she has long serpentine tresses reaching down to 
her broad buttocks, and a delicate creeper-like figure."

a. "gativenT LJN.
b. 'nitambha* Mi, "alambave* Bi.Bii.6. 'bhujangT Biv.Mukt. vlTta-
kausumbharaga L. pltakausu* VaisSS (v.136). 'ragah "tf.
d. pramudayati de" Bi. siganT caru* Bii. vasinT ca* ^ (L, corrected to
vani'). de^T raginT Mukt. balinT VaisSS.

samsa dhannasika jata suddhakaisikamadhyauiat I a. 
sadjagraha madhyamanta rihiiia vijaye sada I I 2301 I b.

sada sarvakalesu geyety arthah I murtis tu I 1.

DhannasT has sa as dominant, and Is born of the raga Suddhakai- 
sikamadhyama. Sa is the initial, ma the final, rl omitted. The raga is 
sung always - i.e. at all times - on occasions of victory(?>. Its murti:

a. samsa Mukt. dhanasika Bi.6. "kausika* fl.Biv. 
b. sadjasvaragrahasana Bi. ripunam vija* £.

(after b. sada) madhyamamsa ... (from next laksana, 231.b.) Bii,6, 
1. sada om. £. sada ... 'rthah om. 6. geya ity BS,

durvadalasyamatanur manojna a.
kantam likhantl phalake vidagdha I b.

bala galallocanavaribindu- c.
nisyandadhautastanabhrd dhanasT I I 2311 I dhanasT I d.

"Dhanasr, a beautiful young girl with a complexion dark as Durva'grass, 
skilfully draws a picture of her lover on a tablet, her breasts being 
wetted by a stream of falling tears. "

a. dhannasika syama* Tag. "tanu £ Ctanur 0). 
b. Jatam 11* Bi.
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c. vala lasalloca*
d. 'stanahrd a. Cdhautasanahrd Bii). 'stanadhrg dha* Subh. 
* stanayugmanasa £. dhanasrT Biv.

sadjanyasagraha kolahala takkakulodbhava I a. 
madhyamamsa pahTna ca kalahe gamakotkata I 12321 I b.

murtis tu I 1.

unmattapumskokilavrndaramya- c.
nadasvaram gayati krsnaglathah I d.

vasT sada sarvapurahpravartT e.
kolahalo 'yam taruno 'sitangah I I 2331 I f.

Kolahala, born of the takka group, has sa as final and Initial and ma as 
dominant; It omits pa, Is rich in gamakas, and is sung in (scenes of) 
strife. Its murtl: "The young, dark-complexioned Kolahala, always in 
front of all (?), sings hymns to Krsna his melody attractive as the 
sound of a flock of excited cuckoos."

a. takva" Bi. b. gahina Bii.
c. 'vrndakasya L, "vandakasya "tf.
d. nadamukhasvarair gayati Bii. 'gatham Mi,
e. vamsl £ (vamso <S). vamsrravamodamanah pravrttih Tag. purapravrtto ^
Cvrttau <S). 'purapravartT Mi. purahpravTna Bi.
f. 'yam karuno 'runangah Mukt.

na ca purvam asya strTlingatvam iha pumlingatvam ity asangatir 1. 
iti vacyam I yat 2.

drsyate naiva kutrapi raganam linganirnaya I I 2341 I a. 

iti sarvagranthakarasammatam I evam anyatrapi drastavyam I kolahala I 3.

It should not be objected that there is an incongruity, the former being 
feminine and the latter masculine. For all authors accept that there is 
no definitive statement of the gender of ragas. This will be seen also 
elsewhere (in the case of other ragas).

1. ... strTlingatvam I na catra pumlingatvam ity LN<J>. "tvam hy atra
pum* 0. strTlingatvam atra pum* C.
1.-2. asangatam iti p.
a. drsyate naiva raganam nirnayagatisarva* £. kutrapi om. Bii.8.
3. kolahalah T

hindolanvayasampanna vallalT sagrahKmsaka I a.
srngarakhye dhamandra ca rihTna nyasasadjika I I 2351 I b.

VallalT, which comes from the hlndola group, has dha as mandra note and
sa as initial final, omits rl and is sung in srhgara rasa.
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a. hillolannaya* # (hillolinnaya 6 ClTlaya C)). hillolanvaya 0 Mukt. 
"sampurna Mi. vallarT Y (vallarTC). 'ms'akah BS. £. 6.
b. srngarakhyo BS. srrigarakse Bi. srngakhye 6. srrigare dha ri man* Bii. 
srngaro dha mT (om. rest) LN. srngarodhanT (om. rest) 6. srngara dhamT 
(om. rest) J. srrigaraso(?) dha* Mi. "na sadjanyasika1 Mukt.

miurtis tu nibandhantare I 1.

sakhya prabodhyamanapi kante rosam na muncati I a. 
paravrttamukhT s'yama vallalT praudhanayik^ I I 23611 vallllT I b.

Its MJrti In another treatise: "Valla!"! is a Praudhanayika (impetuous
heroine), dark in colour, who will not give up her anger at her lover
even when called to her senses by a lady companion."

a. prabodhamanapi BS.J3.
b. vallarT BS. Bi. J3(*C). I vallarT £ (*C).

if — J _gandharapancamaj jata desakhyarsabhavarjita I a. 
gandharam^agrahanyasa santasVrigarayoh prage I I 2371 I b.

prage pratargeyety arthah I murtis tu I 1.

Born from Gandharapancama, Desakhya is without ri, has ga as dominant, 
initial and final, and is sung in the morning in santa and srngara 
rasas. Its murti:

a. desT rsabhavarji* )3 (desinrsabha° 6). desakhyarsabha° a
(*saksarsabha * Bi.Mi).
b. sSntah sr* Biii. santisr* BS.Bi.Bii.Biv.
1. 'geya'ity Mss Cyety" Mi).

asphotanaviskrtalomaharso a.
niyuddhasannaddhavisalabahuh I b.

pramsuh pracandadyutihemagauro c.
des'akhyaragah sa hi mallarajah I I 2381 I desakhyah I d.

"Desakhya, a champion wrestler, tall and golden-coloured with fierce 
radiance, has his huge arms prepared for combat and causes the hair to 
bristle with his arm-slapping. "

a. *avistrta* Mi. 'avisruta Bi. "romaharso £.Mi. Mukt.* / * / b. niyuddhasamyuddha* Bi.x niyuddhasTlo hi visa* £. "ddhasambaddhavi°
(v.1. nitambasannaddha*) Subh.
c. pramsupra* 6.B1.6. 'gaurah Bi.
d. desagara* Subh. de^aksa* Bi. I desakhya £.

savarT dhaivatanta ca gatara mandramadhyama I a. 
magrahamsalpasadja ca pahTna karune mata" I I 2391 I b.

murtis tu kalahkuranibandhe I 1.
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SavarT has dha as final, ga In the upper register, ma in the lower, and 
ma as initial and dominant; pa is omitted and sa used only slightly; it 
is sung in karuna rasa. Its murti in the Kalahkuranibandha:

a. savirT £ (savirau 6). gatadhaivatamadhyama £. gatagama* 0. satara 
Bi. sari dhaivatanta ca patara Mi.
b. sagraha* Mi.Bi. agraha" 9. nagratiamsalasadjas ca 6 ('has sala* C) . 
nagrahasalasadjas ca LJN. *mso 'lpa° BS.

srlkhandasailasikhare sikhibarhavasa a.
matahgamauktikakrtottaraaharayastih I b.

akrsya candanataroh s'avarT bhujangam c.
abadhnatT valayam uj jvalanTlakantih I I 2401 I savarl I d.

"Bright blue in colour, SavarT sits on a peak of the Kalaya mountains, 
clad in peacock feathers, and has a fine necklace made of pearls from 
the elephant's head. She draws forth a snake from a sandal tree and 
binds it on as a bracelet. "

a. '^ailasikho nivasa S. 'sikhare ^ikho nivasa JN. '^ikhare ^ikhare 
nivasa L. 'barhivasa Bi.Bii. 
d. I sabarT Mi.

dhaivataimsagrahanyasa^ sandolamanimanditsT I a. 
khambhavati pahTna ca srrigare nisi glyate I I 2411 I b.

murtis tu tatraiva I 1.

Khambhavatr has dha as dominant, initial and final, and uses "andolana on 
the notes ma and ni. It omits pa, and is sung in srngara rasa at night. 
Its murti:

a. sandola LJN. BS. Bi.Bii. 6, sandolam mani* 0. sya"t salomani* Mi.
'maninandrata Bi. *magamandita Tag.
b. susthavatr ^ (*5J),
1. murtis tu nibandhantare I ta* ^.

vaso vasana s'aradabhrasubhram a.
virancivedTparikarmadaksa I b.

kundavadata caturSnanasya c.
khambhavatT labdhasamrddliaseva I I 2421 I khambhavatT I d.

"KhambhavatT, whose colour is like the jasmine, wears a garment white as 
the autumn cloud; skilful In performing rites at the altar of Brahma, 
she has undertaken abundant service (to the deity)."

b. 'ncidevT' BS. Bi.Bii. 6. virincidevT fl.M^
d. susthavatT ... <ll> sustKavatT £. khampavatT (twice) Mi.

Jata harsapurT sadjamandra malavakaisikat I a.
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sadjadyantsT taramadhya dhahTria vijaye mata I 12431 I b. 

murtis tu nibandhantare I 1.

HarsapurT, born from Malavakaisika, has sa in the lower register, ma in 
the upper, sa as initial and final, dha omitted, and is sung in (scenes 
of) victory. Its murti:

a. 'kauslkat fl.Mukt. 'kausika Biv. 'kais'ika Bill.
b. (sadjarghata) dhaivatanta pahTria JN. sadjadyanta dhaivatara dhaivata 
pahTna S. *nta ... + . . . ta dha" L. sadjadyanga dhaivatanta pahTria Tag. 
taramapa dhahT* Bii.Mukt. dharamap'a thahlna Mi. vijaya mata J3.

nipatya talpe sudrdhanuragat a.
kantam rate tantam avetya mugdha I b.

praudhangana paurusam acarantT c.
manohara harsapurT pradista" I 12441 I harsapuri I d.

"HarsapurT is a beautiful woman (a praudhanayika?), who acts the man in 
causing her lover to fall back on the bed, knowing that he is exhausted 
from intense love-making. "

a. nipadyate lepa datanura* 6. nipadyate lepa hrdhanu* JN. nipadyete 
lepusadrdha* L, nisantake lepadrdha* Tag. *nuraga~ Bi. 
b. kantam ratante tarn aveksya mu° Tag. rate kantam Bi,6. trantam 
aveksya Bii. tantam aveksya dhTra Mukt.

pancamamsagrahanyasa gahTna" mandramadhyama I a.
srngare durdine geya" mallarT parikrrtita I 12451 I b.

ayam eva madhavadir ucyata iti gopagovindatTkakarah I murtis tu I 1.

MallarT has pa as dominant, initial and final, omits ga, has ma in the 
lower register, and is to be sung in srngara rasa during the rainy 
season. According to the commentator on the Gopagovinda this (raga) is 
called Madhavadi. Its murti:

a. pahTna BS.Bii.6.£<*C>.Mi.
b. jneya 6. mayurT pari" Biii. mallarT sadava mata" Mukt.
1. iyam eva Tag. govillatlkakarah £. ucyate iti BS.9.L.<£.

vispastakrsnajinamadhyavartT a.
kantah pavitrah sthaviro 'tigaurah I b.

kurvan katham tumburunaradabhyam c.
^rTmSdhavadih kathito munTndraih I I 2461 I mallarT I d.• •

grhnan kare ketakakuntayastim iti granthantare pathah I 1.

"The sages say that Madhavadi is a pious, venerable man, very fair in 
colour and pleasing in appearance, who sits on a fine black deer-skin
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and converses with Tumburu and Narada. " Another work reads "takes in his 
hand a stick of ketaka wood ..." (for "converses with T. and N. ").

b. kantah parTtah £. 'viro tra gaurah Bill, "viro ta gaurah Biv. 
sthaviro 'tisuddhah Subh.

« _

c. kathah BS. katha" Bi. tumvaru* BS.Mi. tamvuru* Biii.*

d. mallarikeyam kathita kaviTndraihC?) Mukt. munTndrah BS.Bi,
I ImallarT om. 6 .
1. ketanakankayastim Mi. 'kundayastim |3. *ntare prayah Mi. 'antaroktah
C. *ntarapodah(?>'6.

andolitasapa dhantagraha madhyamavarjita I a. 
geya yamadvayad urdhvam srngare hunchika budhaih I 12471 I b.

murtis tu nibandhantare I 1.

Hunchika has andolana on sa and pa, has dha as initial and final, and 
omits ma. The experts sing it in srhgara rasa after the second watch. 
Its murti in another compilation:

a. *mapa (dha-pa, sa-pa, sa-ma) BS. "mapa dhiir 0, "sania dHa" Tag. dhapa 
dhanta* Mukt.

^^ j^ ^^ _ ^
b. yamatrayad Tag. urddham BS. hunchina" Bi. hucika Biv. hunjika Tag. 
krumchika ^ (rcchika J).

durvadalasyamarucir vivastra" a.
balad visantT dayitorumadhye I b.

skandhantarapreri tadaksahasta- c .
dhrtastananta kila hunchika syat I I 2481 I hunchika I d.

"Hunchika, a naked young girl with a body dark as durva grass, forcibly 
enters between the thighs of her lover, whose deft (right?) hand, ex­ 
tended round her shoulder (?) holds the tip of her breast. "

a. 'syamatanur viva* Bi.Tag.
b. ball visanta da* Bii. bala visa* Biv. valodvasantT *. vasantT Tag
c. 'ndhantare pre* Mi. Tag. 'hastamBi. presita* ... * hast a" Mukt.
d. dhrtasta* Bi. huncika (twice) Biv. krunchika Y. kunchika ... I kru"-
nchika L. kila hucchikeyam Bi, kila hunjikeyam Tag.

geyotsave garahita dhanta srlkanthika mata I A. 
mifrtis tu nibandhantare I 1-

Srlkanthika is to be sung at festivals; it omits ga and has dha as 
final. Its murti in another treatise:

A. parahita Mi. geyo sau vegarahita L. geya sau vega* V (*C) . geya vTre
ga* Tag.
l.,250.a.-b. om. JNC.Bi.6.
1. placed by 0. after 250. b, which is repeated after 249. B.
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kantasya kuntalasrenTm sosayanty anjanadyutih I a. 
kvanatsuvarnavalayavaiih srTkanthika roata I 125011 srTkanthika I b.

/ _
"SrJkanthika has the colour of collyrium; she wears a row of gold
bracelets which jingle as she dries her lover's hair. "

b. srlkanthah BS. (before 249 A. laksana verse, as in other "labels").

pojjhita sagraha bhaulT pratar geya surastutau I 12491 I B. 

mUrtis tu nibandhantare I 1.

nidhayasphotanair ahke lalayantl sutam muhuh I a. 
kurvatT vividhalapam bhaulT maulimanohara I 12511 I bhaulT I b.

BhaulT omits pa, has sa as initial, and is sung in the morning in praise 
of the gods. Its murti: "BhaulT', made lovely by her diadem, constantly 
fondles her child whom she rocks to and fro on her lap, and chats to him 
in all kinds of ways."

B. projjhita BS. J3(*OJN). projjhitaksagraha Mi. yagraha" 6L. pagraha 
JN(?>. gagraha Tag. sagraha Biii.Mukt. 'taksagraha Mi. maulT BS.Biii. 
a. nisayat sphotaner anke £ (nisayat syoraner anke <S). nisayam 
svapater Tag. *dhaya splio* Bi.Biv. °dhaya sphotankair Bii. "asphotake 
range Biii.

tara diva ratau yuddhe nisadamsa mavarjita I A. 

murtis tu nibandhantare I 1.

angaharan siksayantr kumaran nrtyamandire I a. 
tara maranganaTEari riatyatopavidam vara I 12531 I tara I b.

Tara omits ma, has ni as dominant, and is sung by day in (scenes of) 
love and battle. Its murti in another treatise:"Tara, best of all the 
experts in all details of dance, takes the person of Harangana (Rati) as 
she teaches young men their dance gestures in the dance-hall."

A. diva ratrau 0. tara geya diva ratrau yuddhe nyamsamavarjita Tag. 
a. om. Bii. aham havan si* 8. aho havan si* Tag.
b. aramaranga* Sarani (Kavi, Kosa). maravalsTnikara B(*C). maravalankura 
Tag. niatahganakara Bi. natyadya ... "mvara 0. natyodyaih tadidamvara J. 
natyaughalh tadidamvara N. nathyoghaih tadidamvara L.

mamsah pahTno vTre ca ratau malavagaudakah I I 252II B. 

muYtis tu I 1-
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vTnavinodapratipannapanir a.
grhnan katham naradasamprayogat I b.

syamo yuva viprakulaprasutah c
sa salago nStyamunipranrtah I I 2541 I salagagaudah I d.

Malavagauda has ma as amsa, omits pa, and is sung in vTra and srhgara 
rasas. Its murti: "The sage of natya(sastra) presents Salaga as a young 
man of Brahmin stock, dark in colour, who plays upon a vina while 
listening to the discourse of Narada. "

B. mamsa pahTno viro malava* 1,6 (mamsa* C). mamsa" pahTna vTro 
molavagau* J. sim. , with malava* N. salagagaudakah Mukt. mamsah 
pahTnana vTre ratau salagagau* Mi. mams'agrahah pahlno 'sau vTre malava*
Tag-
b. grnvan Subh. "prayogam BS. *prayogan Bi.Biii.
d. sa malavo gauda iti pradistah Tag. sa malago Bi.Bii.Biv.N. sa
salako Subh. II malavagaudah 6.Tag. II malagagaudah Bii. After the
label salagagaudah, before B., BS adds: malavagauda iti namantaram
pustakantar<e>.

dhantabhTrT dhaivataja rihlna ca sucau prage I A.

murtis tu kalaiikurokfa I 1.

vacalakankanavibhusitabahuvallir a.• •

unnidracampakamanoharagatrayastih I b.
srTkhandas/ailas/ikhare gajamauktikaughair c.

abhTrika vidadhatT srajam indu^ubhram I 12561 I d.

AbhTrT has dha as final, is born of dhaivata, omits ri, and is sung in 
the hot season in the morning. The murti as given by Kalankura: "On a 
peak of the Malaya mountain AbhTrT makes a garland of "elephant's 
pearls", white as the moon, her slender arms ornamented with jingling 
bracelets and her slim body the colour of an opened Campaka flower (i.e. 
yellow)."

A. dhamsabhTrT Tag. dhamsabhaulT JL. dhamsamaulT N. dhamsabhaulau 6.
ganta Bii.
b. 'mauktikoghair BS. 'koghaih Mi. "mauktikanam Tag.
d. sudadhatT L.Tag. HfbhTraka" sudatT JIT.

nibandhantare tv anyatha drsyate I 1.

dadhimanthanasinjanamekhalangadakankana I a. 
svedardravadanambhojabhTrT gopilavallabha" I I 2571 I abhTrT I b.

In another work it is viewed differently: "AbhTrT is a consort of the 
cowherd (Krsna), her lotus-face moist with sweat, her bracelets, girdle 
and anklets jingling as she stirs the curd. "

1. 'tare nyatha p. tu anyath£ BS.
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a. 'mekhalanangakankana" £. *mekhalanaddhakahkana Tag. 
b. svedamvuvadana* 0. * 'bhTra go* £(*£>. I abEira

dhamsagraha" madhukirT gahTria karunadike I 12551 I B. 

murtis tu I 1.

atamramaulinetra campakagaurT krtasuratarambha I a. 
mukhamadhulubdhan bhramaran madhukirika va~rayaty esa~ I 12581 I

madhukirT I b.

KadhukirT has dha as dominant and initial, omits ga and is sung in 
karuna and other rasas. Its murti: "KadhukirT has reddish hair and eyes, 
is fair (golden) as the Campaka flower; as she begins her love-making 
she wards off the bees, which are greedy for the nectar of her face. "

B. *na~ kalanadika" J3. karuna dine Mi. astradyamaulinetra" £ (*0. astra"- 
dyamauli" N). puspadhya mauli* Tag. campakagaurT karatale ramya ^ 
(*OLN). karatalaramya Tag. krtarafarambha BS. nrtyarata 0 Biii. 
b. 'madhukaralabdhan Mi. 'madhulabdhabhramara ma* JN.Tag. "labdhabhra- 
maran L. 'labdhabhramadhuki* 6. madhukiri jneya ca yaty esa * Ckiri 
Jneyatisa C). *kirir jneya ca yaty esa L. madhukirT suddha bhlty esa 
Tag. madhukarika" Mi. I iti madhukarT Mi.

sadjagraha marahita chaya srngaravTrayoh I 12591 I A. 

murtis tu nibandhantare I 1.

suryapriya suryamayukhadunan a.
ahladayantT pathikan svakantya" I b.

kare dadhanarunapadmamalam c.
chaya pradisteha manojnarupa" I 12601 I chaya I d.

Chaya has sa as initial, omits ma, and is sung in srhg'ara and vlra 
rasas. Its murti in another work: "Chaya" is shown as a beautiful girl 
who holds in her hand a garland of red lotus flowers; beloved of the 
sun, she refreshes with her beauty the wayfarers who are oppressed by 
the sun's intense brilliance."

a. suryapriya suryamanim vibhrana ... (omits up to 262.a) £(*£>. *duna
BS.Bi.e.Mi.
b.-d. om. 0.
c. 'malah Biii. °malah Biv.

nTlotpala dhaivataja gahTna bTbhatsaraudresu sadaiva geya 

murtis tu nibandhantare I
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krpanakharpare panyor bibhrana muktamurdhaja I a. 
nTlotpala ghanasyama bhTsana ca digambara I I 2611 I riTlotpala I b.

NTlotpala', born of Dhaivata, omits ga; it is sung at all times in 
(scenes of) blbhatsa and raudra rasas. Its murti in another work: 
"NTlotpalsT, naked, fearful, is dark as a cloud; in her bands she holds a 
dagger and a skull."

B. rahTna" BS. Bii. 6. rihtria Bi.
a. paso bibhra* Biii.
b. "tpalaghanasya* BS.Bii.Biii.^ Ctpalasyama C).

iti sadavah I athaudava ucyante I 1.

te khyata audava ye hi jayante pancabhih svaraih I 12621 I a.

ke ta ity aha I 2.

Thus the sadava (hexatonic) ragas. Now are given the audava (pentatonic) 
ones. Those are called audava which are produced from five svaras 
<only>. They are:

1. iti ... *vah om. Mi. atha audara £ (L. corrects to "va. *<S). atha 
audava BS.Bii.0. *va likhyante Mi.
2. ' ke te ity £(*0>.Bii.6.

madhyamadi^ ca mallaro desapalas ca malavah I a.
hindolo bhairavo nagadhvanir gondakrtis tatha I I 2631 I b.

lalita ca tatas chayatodl velavatT tatha I c.
pratapurvika prokta saindhavTdvitayam tatha I d. 
itya*dya audavah prokta raga j anamanoharah I I 2641 I e.

adipadena turuskagaudadayo 'pi grhyante I tad uktam sangTtasare 1.
audavaganane 2.

turuskagaudo gandhiarah pulindT megharanj ika I I 2651 I iti f.

Madhyamadi, Mallara, Desapala, Malava, Hlndola, Bhairava, Nagadhvani, 
Gondakrti, LalitE, ChayatodT, VelavatT, PratapapurvT, the two 
SaindhavTs, these and others are the pleasing audava ragas. "Others" 
means Turuskagauda etc., as given in the SangTtasara' s enumeration of 
audavas: "Turuskagauda, Gandtiara, PulindT and Megharanjik"a".

b. hilolo Mi. hillolo 0. goptakrtis BS.6. goptikrtas Bi. gaudakrtis 63. 
godakrtis N. gondakrtis L. 
c. ' velavalT L.Mi.
d. 'ndhavT hi trayas tatha £(#<S). *kta dvitTya saindhavT tatha Tag. __ _ _ f/ j j LJ
e. audava raga Jneya j 
f. pulinda BS.
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phalam aha kohalah

vyadhinase s'atrunase bhaya^okavinasane I a. 
audavas tu pragatavya grahasantyarthakarmani I I 2661 I <iti> b.

kramenaisam laksanam aha I 2.
* • * « •

Kohala states as follows the advantage <of distinguishing the audavas>: 
"The audavas are to be sung in the expulsion of disease, in the destruc­ 
tion of one's enemies, in doing away with fear and grief, and in rites 
of propitiation of the planets. " They are now defined in order.

1. audavaganane phalam . . . BS.
2. om. BS. kramenaitesam J3(*<S).

madhyamadir magrahanto madhyamagramagocarah I a. 
ayam sayam tu gatavyah srhgare ridhavarjitah I 12671 I b.

murtis tu candrikayam I 1.

Madhyamadi has ma as initial and final and relates to the madhyamagrama. 
Omitting rl and dha, it is to be sung in the evening in srhgara rasa. 
Its murtl in the Candrika:

a. 'grahanta BS.J3.
b. gatavya" Bi. srngara rsabhorjitah ^ (*<S. L notes in margin: rsabha-
varjitah). srngare ca riporjjhitah Tag.

atitarunavayahsrlh kundakarpurakantir a.
yuvatibhajanadaksah krauncacatuktibHasah I b.

arunajalanetrah skandhasannyastavTnah c.
smitamadhuraradalT rajate madhyamadih I I 2681 I madhyamadih I d.

"Madhyamadi, resplendent with his fine teeth in a smile, has a vTria 
placed on his shoulder; expert in singing the praise of the young 
<goddess>, his eyes are like red lotuses, his voice like the lovely call 
of the kraunca bird. In the beauty of extreme youth, he has the colour 
of Jasmine and camphor. u

a. *vayahsthah BS.Biii. vayasthah Biv. vayaskah Bi.Bii. vayassrTh Mi.
*vayah srTkunda 0 |3, *vayah srTkunda 0 Tag. 'kantih BS. ka^ntah Biv.
b. yuvatijanasudaksah p. 'bhasah Mi.
c. tarunajala* ^(*<S). *nyastavanah Bi. *netro murdhasannya* Mi.
d. •madhuramavalT Mi. *madhuravacask"T Tag. 'madhurahrdalT Bi.
madhyamadT Bi. II madhyamadih om. £.

dhamsanyasah panvayajo mallarah sapavarjitah 1 a. 
sada varsasv istarase gamandras tarasaptamah I I 2691 I b.
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murtis tu I

sankhavadatam palitam dadhanah c.
pralambakarnah kumudenduvarnah I d.

kaupTnavasah suciharadharT ' e.
mallararagah kathitas tapasvT I I 2701 I mallarah I f.

Mallara omits sa and pa, has dha as dominant and final, and derives from 
the pa-family. It Is sung In the rainy season at all times and in any 
chosen rasa, with ga in the lower register and ni in the upper. Its 
murti: "Nallara is said to be an ascetic with hair as white as a conch 
shell, long-eared, his colour that of a white lotus, wearing a loincloth 
and carrying a sacred garland."

a. dhantanyaso Bi. pamsanyasah Bii. dhanvayayo Bi. pahvayato BS. 
panyayajau £(*<£). panyayajo Mi. 
b, astarase Mukt.

* */ / y  c. amsavada* Bi. srngava* BS.Mi. sahkhavatamsam Tag. panitam £ (paritam
C). sravane dadhanah Tag.
e. *sah khavihara (v.1.: savi*, pariha") Subh,
f. "ragah sucis'antamurtih Subh.*J • •

nyamsanyasagraho desapalah sandolasadjakah I a. 
vTrasrngarayoh sayam takkavamso ripojjhitah I I 2711 I b.

iyam eva desakarlty ucyate I murtis tu naradasamhitayam I 1.

Desapala, of the Takka group, has ni as dominant, final and initial, 
andolana on sa, omits rl and pa. It is sung in the evening in VTra and 
Srngara rasas. DesakarJ is said to be the same. The murti in the 
Naradasamhlta:

•

a. dhamsanya* £ (L. notes in margin: nya*). 
b. takkavamsyo p.Mi.Mukt. takvavamso Bi.• • * • ^^ «

1. ayam eva Bii.Tag. mu° ... 'tayam om. J3.

sardham sakhTbhir vijane vasantT a.
vicitravaksojayugaksatani I b.

nirTksamana manidarpanesu c.
sS desakarl kathita gunajnaih I I 272 1 I desapalah I d.

ayam eva kedara ucyata iti gTtaprakasakarah I tatha saty asya 1.
murti r bhinna I tad uktam candrikayam I 2.

"Living in a lonely place with her female companions, DesakarT is 
described by the experts as a lady carefully examining in the mirror the 
manifold love-wounds she has received on her breasts. " The author of the 
GTtapraKasa states that Kedara is the same raga. If this is the case, 
the murti is different. Thus in the Candrlka:

a. vyajane Y« *bhir vipinopakanthe Mukt. 
b. *janakhaksatani NarPSSi/ii.
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c. nirTksyamana" BS.Bi.Bii.6. 0. Cmanam) api darpanesu BS.Bi.9. 
d. kathita vidagdhaih Mukt. *ta munTndraih NarPSSi.' 'ta munibhih 
NarPSSii. II iti desakarT Mi. II iti desapair Tag. 
1. eva om. £. iyam eva Tag. ucyate iti BS.Bii.Biv. athamusya murtir 
Tag. tathamartyasya £.

cirapravasT jaladavaloka~d a.
vicintayan nTlasaroruhaksTm I b.

kamT yuva grtakal"abhil"asT c.
kedararagas taruno 'runabhah I I 2731 I d.

"Kedara, a youthful lover, ruddy-coloured, devoted to the musical art, 
long separated <from his lover>, looks at the cloud and thinks of the 
one with eyes like blue lotuses."

a. *pravasa Biv. "lokat Mi. "daviloka Biii. "valoka Biv.
b. 'ruhaksah ?p (L. (?) corrects to *ksTm>. *aksTBi,Bii.
c. *bhilasT*£.
d. 'runabhi Biv. 'runabhih Bi. II kedarah 6.

ripahTnas takkavams'yo gabhurih sadhakampitah I a. 
ninyasamsagrahah sayam nisi va malavah s'ucau I 12741 I b.

murtis tu I 1.

Ifalava, which omits ri and pa, belongs to the takka group,- it has 
kampita on sa and dha, frequent use of ga, ni as final, dominant and 
initial. It is sung in the evening or at night in the hot season. Its 
murti:

a. takva* Bi. takkavamso Biv.
b. nisadams'agrahah Bi.Bii.0. soyam Bi. sayam nisayam mala* Mukt.

nitambinTcumbitavaktrapadmah a.
s\ikadyutih kundalavan pramattah I b.

sangltasalam pravisan pradose c.
maladharo malavaragarajah I I 2751 I malavah I d.

"The kingly raga Malava, his lotus-mouth being kissed by his lover, has 
the colour of a parrot and wears ear-rings; intoxicated, he enters the 
dance hall in the evening, wearing a garland. "

sadjanyasagrahamso 'yam hindolo ripavarjitah I a. 
adhaivatyarsabhTjato vTrasVhgarayoh sada I I 2761 I b.

dhaivatTm arsabhTin vinanyajatyutpanna ity arthah I sada sarvesu 1. 
kalesu I murtis tu I
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Hlndola, which omits rl and pa, has sa as final, Initial and dominant. 
Born from the Jatis not dhaivatT and arsabhT, It is sung always, in vTra 
and srhgara rasas. The meaning is that it is produced bu other Jatis 
than dhaivatT and arsabhT, "Always" means at all times. Its murti:

a. 'grahah so 'yam J3 ('has so 0). hillolo £.
b. adhaivatyarsabhaj jato £. 'rsabhaja~to Mi.
1. dhaivatam arsa* BS. vina anya* Mss.

nitambinTmandatararigitasu a.
dollisu khelasukham adadhanah I b.

kharvah kapotadyutikarburasrTr c.
hindolaragah kathito munTndraih I I 2771 I hindolah I d.

"Hlndola is said by the sages to be small and to have the variegated 
colour of a dove; he takes his enjoyment on a swing gently rocked by 
young girls. "

a. "nTvrndataraiigi* Tag.
b. khelan mudam ada* J3.
c. 'karpurasrlh Subh.
d. hillola* £(*£>. I hillolah ^.

bhinnasadjasamutpanno bhairavo 'pi ripojjhitah I a. 
dhagrahamso madhyamanto geyo luangalakarmani I 12781 I b.

iyam eva bhairavT I tad uktam damodare I 1.

bhairavT kausikT caiva bhairavasyaiva vallabhah I I 2791 I iti c.

murtis tu I 2.

Bhairava, which comes from Bhinnasadja, omits ri and pa, has dha as 
initial and dominant, ma as final, and Is to be sung in auspicious 
rites. BhairavT Is the same. Thus the Damodara states that BhairavT and 
KausikT are wives of Bhairava. Its murti:

a. *pi vivarjitah £ (rivarjitah J). ridhojjhitab. BS.0. bhairavo
rlpavarjitah Bi.
b. geya BS."
c. kaisikT BS.Bi.Bii.Biii. *bha iti Bii.0.

sarovarasthe sphatikasya mandape a.
saroruhaih sankaram arcayantT I b.

talaprayogaih pratibaddhagTta c.
gaurT tanur naradabhairavTyam I I 2801 I bhairavT I d.
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"In a crystal shrine on a lake, the slender NaradabhalravT, fair in 
colour, worships Sahkara with offerings of lotuses, singing songs bound 
by regular beats. "

a. 'sthasphati* (v.l. *sthe spha') Subh.
c.-d. 'baddhagTtir gaurT krsangT kila bhairavTyam £ubh.

takkanvayabhavo nagadhvanT ridhavivarjitah I a. 
sadjanyasagrahamso 'yam geyo vTrarase diva" I I 28IN b.

mifrtis tu nibandhantare I 1.

Nagadhvani, which comes from the Takka group, omits ri and dha, has sa 
as final, initial and dominant, and Is to be sung In vTra rasa during 
the day.

a. takva* Bi. nagadhvanir iva vivarjitah £,
b. vlravarair diva £ Ctavair diva C). *rase sada" GitPrak.

nagadhvanih samarudhagaja hingulasannibhah I a. 
sitavasah kuntakaro yuva" rajakulodbhavah I I 2821 I nagadhvanih I b.

"Nagadhvani Is a youth of royal stock,- clad in white and carrying a 
spear, vermilion in colour, he is mounted on an elephant."

a. samaru"dho jeta" hingu* £. sanSyukto jeta Tag.
b. pTtavasah Mukt. *sah kumbhavaro ^ (*C). sukhakaro Tag.
gajakulodbhavah ^.

sadjanyasagrahamsaisa gondakirT pariskrta I a. 
ridhahTria dinadau tu gatavyestarase budhaih I I 2831 I b.

miTrtis tu I 1.

The lovely GondaklrT has sa as final, initial and dominant, and omits ri 
and dha; the experts will sing it in any chosen rasa at the beginning of 
the day.

a. gondakerT Bii. gondakT" ca pariskrtlTe. gondakT mapariskrta" BS, 
gondakrT (v.l. gaundakT) mapavistrta (v.l. mapariskrta") GitPrak. 
gondakirih pa* £.

ratotsuka" kantapathapratTksam a.
apadayantT mrdupuspatalpe I b.

itas tatah presitadrstir arta" c.
syamangika gondakirT pradistlf I 12841 I gondakirT" I d.

"GondaklrT, a girl of dark complexion, (lying) on a bed of soft flowers 
and thirsting for love, looks here and there In her anguish, waiting 
for her lover's arrival.
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a. nathapatha*
b. alocayantT Subh.
c. presitadrstadutT Subh.
d. gaundakirT Bii. gaudakirT"(twice) N. I gondakerT Biv. I gaudakirT

takkanvayasamudbhiFta lalita lalitasvara" I a.
sadjanyasagrahamsa ca samandra ripavarjita I b.
srngaravlrayor geya" nis'ante ca dinadike I 12851 I c.

murtis tu I 1.

Produced from the Takka group, Lalita, with its lovely notes, has sa as 
final f initial and dominant, sa as the lower register note, and is 
without ri and pa. It is to be sung in srhg"ara and vTra rasas at the end 
of the night, at day-break. Its murti:

a. takva* Bi. *anvayasam* Bill, lalita lolitamvara £.
b. 'drapavivarjita Bii. vidhavarjita J3.
c. jneya Bii. nisante caudavT mata Mukt.

praphullasaptacchadamalabharT a.
yuvatigauro 'lasalocanasrlh I b.

vinihsrto vasagrhat prabhate c.
vilasiveso ialitah pradistah I 12861 I lalita I d.

* A • • *

"Lalitb, a youth of very fair colour, wearing a garland of Saptacchada 
blossoms, his eyes languishing, comes forth brightly dressed from the 
bed-chamber. "

a. prapliullagandacchada* £(*OJ). prasannasapta* Mukt. "bhara Biii.Tag.
b. *gaurT lasa* LJN. mugdhatigaurT lasa* Tag.
c. *srta v^sagrhSd vilasi* (prabhate om. ) p. vinihsrta vasagrha"d
vilasive^am vaskni lalita pradista Tag. vinihsaran vasa* Subh.
d. *veso Mi, *vesadya(?)lalita pradisteT 6 Csavalali* C). veso lalita"
pradist"a Mukt. "vesadyalalita pradista N. "vesadyalalitam pradista J.
•ves'asii vadurlalita pradista L, I laiitah Bii. Biii. I iti "Ialitah'Mi.

chayatodl ripatyakta sanjata sadavanvaye I 2 
mrdukampasvara mam^agrahanyasa' divatanr I 12871 I I

murtis tu todTtulya" purnaragamadhya ukta I chayatodT I ]

CtiayatodT, which omits ri and pa, comes from the sadava group. Sung 
during the day, it has gentle kampita on its notes, and ma as dominant, 
initial and final. Its murti is the same as that of TodT and was given 
under the heptatonic ragas.

a. rigatyakta Bii. ripatyaktva" Biii. parityaktva Biv. *jata 
sadjakanvaye £. sambhuta sada* GitPrak. 
1. om. 6. madhye ukta" Mss.
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kakubhasya kule Jata pratapopapada diva" I a. 
geya velavalT tajjnair dhagrahanta ripojjhita I 12881 I b.

murtis tu velavalTtulya I <pratapavelavalT) 1.

The VelavalT called Pratapa, born from the Kakubha group, omits ri and 
pa, has dha as initial and final, and is to be sung by the experts 
during the day. Its murti is the same as VelavalT.

a. om. S. kakubhayah kule Tag.
b. jneya BS.Mi.Biv. 'jnaih grahantaritagojjhita Mi.

sadjanyasagrahamsanya saindhavT nigavarjita I a. 
mrdukampasvara geya jata nialavakaisik'at I I 2891 I saindhavT I b.

dvitTya saindhavT bhinnasadjahdolitasvara I c. 
dhaivat'ams'agrahanyasa srngare ripavarjita" I I 2901 I dvitTya" saindhavT I d.

murtis tubhayor api pTFrnasaindhavTvat I 1.

Another SaindhavT, born from Malavakaisika, to be sung with light 
kampita, omits ni and ga and has sa as final, initial and dominant. The 
second SaindhavT, born of Bhinnasadja, with andolana on its notes, omits 
ri and pa, has dha as dominant, initial and final, and is sung in 
srhgara rasa. The murti of both of these is the same as for the 
heptatonic SaindhavT.

a. nipavarjita Bii. GitPrak (v.l.).
b. jneya BS.8. 'kausikat p. c. *jalolitasvara £ (*<£>.
d. parivarjita Biv.Mi.
1. 'tis tu tayor atipurna* J3.

vTre ca raudre ca turaskagaudo a. 
nisadaimso ripavarj itas' ca I b.

murtis tu nibandhantare I 1.

Turaskagauda, sung in vTra and raudra rasas, has ni as dominant and 
omits ri and pa. Its murti

a. turuska* L.

turaskagauda arildhahayah pakvestakarucih I a. 
s'aracapadharas'canda" usnTsl kavacavrtah 112921 I turaskagaudah I b.

"Turaskagauda is a turbaned hero mounted on a horse and clad in armour; 
his colour is that of burnt brick, and he carries bow and arrows. "

- 76 -



pariccheda 1

a. turuska* Bi.Bii.Mi. turaska £. aruhya hayaprstam marudrucih 0 (**). 
L heavily emended to : (?) 'gaudaxnsaruhyaham sastakam marucih (?)). 
 gaudah svarvTdha* Mi. aruhya hayaprste 'runadyutih Tag. pakkesta* 
BS.Mi. "
b. s'ankhakantha upetas ca sosnTsT J3 (*£L). sankhakanthopanTtas ca 
sosnTsah Tag. usriTsakavaca* Bi. I turaska* J3. I turuska Mi.Bii.Biii...«•*-'••• •

gandharako madhyamajas ca mantah c. 
sapojjhitah syat karune sadaiva I I 2911 I murtis tu d.

Gsindhara raga, born front madhyama , has ma as final, omits sa and pa, and 
is sung in karuna rasa at all times. Its murti:

d. sagojjhitah Biv.

jatam dadhanah krtabhutibhusah a.• • _ • • • •
kasayavasas tanudehayastih I b.

sayogapattah krtanetramudro c.
gandhararagah kathitas tapasvT I I 2931 I gandharah I d.

"GXndhara is said to be an ascetic with matted hair and smeared with 
ashes; he has a thin body, wears an orange garment and the yogi's cloth, 
his eyes closed in meditation."

a. krtabhuri* £.
b. kasaya* Bii. kasayaragas £(*£). tanuhemayastih Mukt.
c. 'yoganindrah Tag. samyogapattah Bi. sa yogapattTkrta* Mukt.

gapojjhita sadjabhava sada syat a. 
pulindikabhTstarasesu dhanta" I b.

murtis tu nibandhantare I 1.

gunjapunjollasadbhusa pallavaughakrtambara I c. 
kandolavTnam dadhatT pulindlndTvaradyutih I I 295!I pulindT I d.

PulindT, derived from sadja, omits ga and pa, has dha as final, and is 
sung in any chosen rasa at any time. Its murti in another treatise: 
"PulindT, with the colour of a blue lotus, carries a Kandola lute, is 
brightly bedecked with quantities of beads, and wears a garment made 
from clusters of flower blossoms. "

c.-d. om. Biv.
c. muktapunjo* £ Cpujjo* OJN. 'pujyolla* C). 'lasadvaksah Mi.
'llasadbhupa Biii. pallavaih sakrtambara £. pallavaih svakrta* Tag.
pallavopakrta* Mi.
d. pulindT vivaradyutih Mi. pulandindTvararditah Biii.
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dhapojjhita sadjabhava ca gantsf c. 
diva ca vTre kila megharanjT I I 2941 I d.

murtis tu nibandhantare I 1.

srutau dadhana navakarnikaram a.
aramaga kesarapuspakancT I b.

adhyapayantT svakarasthasarim c.
srTramarameti ca megharanjT I 12961 I megharanjT I ity audavah I d.

MegharanjT is derived from sadja, omits dha and pa, has ga as final, and 
is sung by day in vTra rasa. Its murti ... ; "MegharanjT, walking in 
the garden, wearing a girdle of Kesara flowers, puts in her ear a fresh 
Karnlkara blossom and teaches the bird sitting on her hand to sing 
' SrTramarama'. "

c. ca santa Mi.Bii. ca santa Bill, 'bhava ca geya Tag.
d. megharahgT Tag
b. kesara* Mi.
c. '^arTra Mi. 'sarikam Tag.
d. megharahgT Tag.

at ha sahkTrnah I tatra harinayakah I 1.

esam anyonyasamsargad raganam bahuso 'bhidhah I a. 
tatra kecit tu sahkTrnah kathyante srutisobhanah I I 2971 I b.

Now the sankTrna ragas. On these Harinayaka says: From the combination 
of these ragas one with another, there arise <ragas with> many different 
names. Of these, some are called sankTrnas (mixed ragas), which are 
pleasing to hear. (Or: Of these sankTrnas, some which are (particularly) 
pleasing are (now) described.)

a. pradhananyopasamsargad J3. bahusobhidah Ragaratn. (VaisSS p.45).

desakhyayas catha mallarikayah a.
syad amsabhyam pauravTyam pradista I pauravT I b.

varadyakhyanatakannatakebhyah c.
sambhuteyam manjukalyanika sa I I 2981 I kaly'anT I d.

murtis tu I 1.

PauravT Is produced from parts of desakhya and mallarT. NanjukalyanT 
(kalyanT) Is derived from varadT, nata and kannata. Its murti:

a. desaksa* Bi. mannarikayah Mi.
b.-d. om. 0.
b. gauravTyam ,.. gauravT Mi.
c. "dyaksa Mi. 'karnatakebhyah Bi.
d. 'kalyinikakhya Mi.Bii.
1. om. p. 'Mi.Bi.Bii.
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srstva mallm dhyayamaria bhramantT a.
drstva krsnam kunjamadhye 'vasanam I b.

dattva hrstakrstacitta babhUva c,
vrndaranye inanjukalyanikakhyal I 2991 I manjukalyanT I d.

"In the Vrndavana forest, she who is called ManjukalyanT has woven a 
garland, wandering deep in thought; seeing Krsna, she offers him a 
resting-place in the bower, and in her joy her thoughts are drawn 
towards him. "

a.-d. om. j3.Mi.Bi.Bii. c. hrstva* Biii.
d. II manjukalyanika (before laksana verse, 298.c,) BS. II kalyanTh
Biii. II kalyani'Biv. II kalyanT Mi.Bii.

sarangah syat todidhannasikabhyam I sarangah I a.
srlragat syad gaudaragac ca gaurT" I gaurT I b.

jata natasyatha mallarikasya c.
syad amsabhyam nattamallarika ca I 13001 I nattamallarika I d.

Sarahga is derived from todi and dhannasT, gaurT from srTraga and gauda, 
nattamallarT from parts of nata and mallarT.

a. ~c. om. J3.
a. s"arangT syat Mi. saranga" BS.6. sarangasyat Bii.
b. "ragah syad Mi. "ragas tu gaurT Bi.
c. natasya* Bii. mallarakasya Mi.Bi.Bii.

desakhyasavarTyogad vallavT parikTrtita I vallavT

kannatato bhairavato ' msakabhyam a. 
kannatikakhya gadita sakampa" I I 3021 I kannatika" I b.

saindhavTtodikayogat samutpanria mukhavarT I I 301II B. 

murtis tu I 1.

devapuspam kare dhrtva tisthaty eka"ntainandire I c. 
gTtabhinayavijfiata raktavarna mukhavarT I I 3031 I mukhavarT I d.

VallavT comes from a combination of desakhya and savarT. Kannatlka, with 
its kamplta ornament, is from parts of kannata and bhairava. MukhavarT 
is produced from the combination of salndhavT and todT. Its murti: 
"Holding a divine flower in her hand, she stands in a lonely bower, 
MukhavarT, red in colour, celebrated for <her skill in> music and 
acting. "

A. vallarT (twice) £.Ragaratn.(VaisSS p.46) I vallabhT Bii, 
a. karnaratT bhaira* <f. karnatato LJN.Bii. karnatako bhai* Bi.
b. kanatika* Biii. karnatika 0 ^. I karnatika" ^. I karnataki" Bii. • • . . r ^ . .
I kanna* Biii.

• • _

B. salndhavT todikayogan mukhavarT £. I mukhaBii. 
1, a.-b. om. J3.Bi.Bii.Mi.
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mallarT saindhavTtodTyogad asavarT bhavet I asavarT I a. 
gujjarTdesikasangad'ramakelir ajayata I I 3041 I ramakelih I b.

AsavarT comes from the combination of Nalla~rT, SaindhavT and TodT, 
RamakelT from that of GujjarT and DesT.

b. gujjarT om. £. ramakerir Bi. "kelT rajayate 9. 'kelT ca jayate 
Mi. I ramakelT Mi. I ramakeli JL<<S>.

murtis tu I 1. 

<...+++...> 2.

vasante sanketabhisaranapara nandarasika a.
saraty eka kacit kamalanayana candravadana I b.

nisTthe sTtams'oh kiranalalite suklavasana c.• • •

patTrakta kanta khalu naranigaudeti gadita" I 13051 I <naranigauda> d.

"Naranigauda is described as a beautiful girl, anointed with sandal, 
clad in white, with lotus-eyes and moon-like face; in Spring on a lovely 
moonlit night she goes out alone with joy in her heart, longing to meet 
with her lover. "

1-2, a.-d. om. all Mss. except 6.
b. rasaty Biv. kacT kamalacayana Biii. "vadanah 8.
d. pa + rakta Biv. da(?)ranigodeti Biii. gadita 111 9.

kanangadah kundasamanavarnah a. 
kelTparah kancanabhusanadhyah I I 3061 I b.

"Kalangada, devoted to play, has the colour of jasmine and is bedecked 
with gold ornaments. "

a.-b. om. all Mss. except 9.
a. kanangadah Biii. kundah samana* Biv.
b. keliparah Biv.

anandabhairavo nama sisyavrnda <++++> a. 
<...+++...> '* b.

ekam adhisritya saritpravahe c. 
strTbhih samam susthuvilasinTbhih I I 30711 d.

» * * • -

"Ttnandabhairava ... in the company of women sporting in the flowing 
river, resorting to one ..."

a.-d. om. all Mss. except 9.
b.-c. Sisyavrndaukam Biv. sisyo vrndaikam Biii.
d. *nlbhih I0(letter)l Biii. 'nibhih 121 Biv.
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t nyasamavrtah 1,
akheta indram sukhopavistam sravayati gTtam mano 2,
vimohayantT ke^T ksayitSm aho t 3.

<...+++...>
s'obhanaves'o devo gandhSro ' sau budhaih kathitah I I 3081 I a. 
<...+++...>

sa hamsabhairavah I 4.
* •

.......... "Thus is the brightly clad divine Gahdhara described by the
wise. "

1.-3.,a.,4. om. all Mss. except 0.
2. Tndrajj Biii. sravayantT Biii.
3. vimohayanti Biv. 'hayati Biii. ksa'itam Biii.
a. sobhanavacasa devo Biii. gandharo Biv. kathitah 131 Biv.
4. sahasrabhairavah Biv.

yamunopakulam aste kadambamule 'nuvadayan venum I a. 
sammohayan vanasthan < + + + > mohanah kathitah I 13091 I b.

"Mohana is described as sitting on the bank of the Yamuna at the foot 
of a Kadamba tree, playing on his flute and bewitching the forest- 
dwellers. "

a.-b. om. all Mss. except 6.
b. vanastha ca masTso(?) Biii. *sthan mosTno Biv.

asnatva gangatTre vibhutidharT japan < + > sitavasah I
kSsisam pujayitva khekhT viprah param dTprah I 13101 I b.

"KhekhT(?) t a Brahmin, radiant in appearance, has bathed in the Ganga, 
wears, vlbhuti, and clad in white he prays as he prepares to worship the 
god Siva. "

a.-b. om. all Mss. except 6. 
a. Mhari Biii. sitavasah 6. 
b. khekT Biii. viprah param viprah Biii.

vangalasT suddhasuvarnavarna a.
syama sukesT vijane bhrtamantT I b.

vatyam svakantena tu rantukama c.
bhrngavalTtam kusumam vahantT I 13111 I d.

"VahgalasI has the colour of pure gold, dark, with lovely hair, as she 
wanders in a lonely place; longing to dally with her lover in the 
garden , she bears a flower covered with rows of bees. "
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a.-d. om. all Mss. except 6. 
a. 'las'! Biii. 
d. 'valTdam Biv.

candram kunkumapankajam kalitam asau krtva pate cumbati a.
svakantamukhasannibham manasi tarn dhyatva haram kevalam I b.

kelTvedadharo naro 'tikutukT kamT bhavann utsuko c.
meghasyama udaramaiijulavapuh pTtambarah kanadah II 3121 I d.

"Kanada is tall and handsome, dark as a cloud, clad in yellow, an ardent 
lover becoming restless, dressed for play. On a cloth he paints a moon 
of yellow sandal paste resembling his lover's face; he kisses it, 
thinking that this alone is captivating. "

a.-d. om. all Mss. except 6. 
a. candrakunku* Biv.
b. harah kevalam Biv. harah kevalah Biii. • • • .
c. bhavam utsuko Biv.

grhe parijanavrte nikhilabhagasambhavite a.
suvarnamayatalpago madhurakantir aisvaryavan I b.

supitavasanapriyah kalayati smrtah kamiriT- c.
kala madanasastrato lalitamadhavas tatparah I I 3131 I d.

"Lalitamadhava, handsome and lordly, lies on a golden couch in a house 
abounding in attendants and honoured in every part; pleasingly clad in 
yellow, he intently encourages the arts of the lady-lover in accordance
with the sastra. "

a.-d. om. all Mss. except 6.
a. 'janavrtte Biii. *bhagyasambha* Biv.
c. 'priyam katayati smatah 6.
d. madanagas tatah la* £iv. 'sastratah lali* Biii.

sacandrahasah phalakam dadhano a. 
nibaddhavakso drdhabaddhacudah I b.• • * * •

gatTr vitanvan bahudha padatih c. 
pracandarupah kila bhairavo 'yam I I 3141 I d.

"Heroic in form, a soldier striding forth many a time, with scimitar and 
shield, his breast in armour and his hair firmly bound, this is Bhaira-
va. *

a.-d. om. all Mss. except BS.6.
a. 'hasaphala* Bii. palakam Biv.
b. *bandhacudah Biii.
c. gatim vita* BS. gatlr vita* 6. *dha patati Biv. patanti Biii.

- 82 -



pariccheda 1

sunTlavarna prthugatrayastir a.
visalanetra varagufijadama I b.

srngam ca dandam dadhatT karabhyara c.
kedaragauda kathita gunajnaih I I 3151 I d.

"Kedaragauda is said by the experts to be blue in colour, broad-bodied 
and long-eyed; wearing a garland of choice blossoms, she carries in her 
hands a horn and a staff."

a.-d. om. all Mss. except BS.6.
a. 'yastih BS. "yastim Biv. °yasti Biii.
b. vrsalane* 6.
c. ^ankham ca BS.

snigdha syama sukesT karadhrtakamala kantayuk puspavatyam a.
bhreimyantT bhrngalobhya vijanavanatate rantukama yuvasrlh I b.

dhrtva pTtamsukam ya~ kusumacayayutair murdhajaih sobhamana c.
svarnalamkarayukta smarasadrsavapur vangalasYTh pradista I I 3161 I d.

"VangalasrT is depicted as a lovely dark girl with beautiful hair, 
holding a lotus, enticing to bees, in her hand as she wanders in the 
flower garden with her lover; in her youthful beauty she longs to wake 
love in a remote wood. She wears a yellow garment and her hair is 
beautifully adorned with clusters of flowers. Bedecked with golden 
ornaments, she resembles the god of love. "

a.-d. om. all Mss. except BS.6.
a. snigdhasya* Biii. syamas tu ke° Biv.
b. bhramantr BS.Biii. gantukama Biii. yuvasrlh 6.
c. pTtasumkaya Biii. pTtasumkajva Biv. murdhakaih Biii.
d. *vapuh va* BS. vapu vangalasrTh Biv.

tsrstva malam dhyayamaria bhramantT a.
drstva krsnam kunjamadhye vasanam I b.

dattva hrstyakrstacinta babhuva c.
vrndaranye manjukalya'nikakhya' 11316*11 d.

^* ^^_

"In the Vrndavana forest, the one called ManjukalyanT wanders deep in 
thought with a garland she has woven; seeing Krsna, she offers him a 
resting place in the bower, and in her joy her thoughts are drawn 
towards him. "

a.-d. om. all Mss. except 6.
a. srstyam ma* Biv. dhyayanmanaC?) Biv. 'yamana Biii. bhramanti Biv.
c. datva Biv.
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rajnah prayane sitavastradharT a.
suklam dadhanah khalu puspamalam I b.

dhrtvodakumbham phalapallavadhyam c.
virajate roangalaraga esah I 13171 I d.

"Mangala raga is resplendent in white apparel in a king's procession. He 
carries a white flower-garland and a water-pot filled with fruits and 
blossoms. "

a.-d. oro. all Mss. except BS.8.
a. sitavastra* 8.
b. dadhanah BS. 'ralah 6. 'malah BS.

anye 'pi santl bhuyamso ragah sankTrnalaksanah I a. 
ye ye yathlT sruta des'e jneyas te te tatha budhaih I 13181 I b.

atra kesv api ragesu ganasamaya uktah I tathapi 1.
pratides'am bhinnataya kvacit kvacid drstatvat tadvivekaya 2.
sisubodhanaya ca punar likhyate I tatra damodarah I 3.

There are numerous other ragas with compound charateristics. They should 
be known by the wise just as they are heard in their places (of origin). 
In the case of certain ragas the performance time has already been 
stated. But because this differs sometimes from region to region, it is 
now given again for correct understanding and for the instruction of 
pupils. On this the Damodara states:

a. anye ca santi £ (anye va <S).
b. ye ye sruta yathH dese £ (*L).
1. tatra pracurakesv api £ Ckepisv api C). atra kesu kesv api ex.
2. bhinnataya kvacid bhuyastvat J3 (*<£).
3. samyagvodhaya ca J3 (*<S>. sisubodhaya Bii.8.

pratar .geyas ca desakhyo lalitah padhamanjari I a. 
vibhaso bhairavT caiva kamodo gondakiry api I I 3191 I b.

eka varadr madhyahne sayam karnatamalavau I c. 
natas caiva visesena sesa geyaV ca sarvada I 13201 I d.

Those to be sung in the morning are desakhya, lalita, padhamanjarT, 
vibhasa, bhairavT, kamoda, gondaklrT; at midday only varadT; in the 
evening karnata and malava, and especially nata. The rest can be sung at 
any time.

a. geya^ ca BS. desakhya Mi. desago Subh. padhamanjarih BS. pada- 
mafijarih Bi.Biv. padamanjarT Mi. patamanjarih JiS. pathamanjarih LN. 
b. vibhasa Mi. vibhaso Subh. gondakTry api Bii.6.|3 <*C). 
d. latas Subh.
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hindolas ca vasantas ca vasante ranjakav ubhau I a. 
nato gaudo varadT ca gujjarT des'ir eva ca I I 3211 I b.

purvahne ganam etesam nisiddham iti tadvidah I a. 
naivaparahne gatavyau bhairavTlalitau kvacit I I 3221 I b.

Hindola and Vasanta are both pleasing In Spring. The singing of Nata, 
Gauda, VaradI, GujjarT and DesT Is excluded In the morning, and BhairavT 
and Lallta are not to be sung In the latter part of the day.

/ i 
a. hillolas £ (*£). vasante raktidayakah Subh.
b. lato S\jbh. nato gaudah pathamanjarih I £ (godah 0. gaudapatha* C). 
vadarT 0. varadis ca Bi, gurjarT de* Mi.£ (raurjarT £). 
c. * aline JLMi.

pancamascTrasamhitayam I 1.

vibhasa lalita caiva kamodT padhamanjarT I a. 
ramakelT ramakirT vallarT caiva gujjarT I 13231 I b.

desakarT ca subhaga pancami ca gada tudT I c. 
bhairavT caiva kaumarl raginyo da^a panca ca I 13241 I d.

In the Pancamasarasamhita: Vibhasa, ... these fifteen raginTs

a. ahirT lalita NarPSSi. vibhasa £.Biv.NarPSSii. kamoda fl. pada* Mi.
pata* JL.NarPSSii. patha' N.Tag*NarPSSi.
b. vadarT caiva gurjarT J3 (<SN). velarT caiva Mi. vellalT Bii. velari 9.
veloyarT ca gurjarT NarPSSi./ii.
c. subhaga £. subhada Bii. gada bharT ^. gata tu* NarPssi.
NarPSSii. gada davT Mi. gadaravT 6. pancami caiva gaudavT Bi. pancama
candabhairavT Bii. "bhagabhTrT ca pancamT gada" Tag.
d. "'vTcapi ^. Mi. Bii. paScama NarPSSii.

etah purvahnakale tu geyas tadganakovidaih I a. 
varadT maravT kodS vairagT capi dha"nasT I 13251 I b.

velavalT marahattT saptaita ragayositah I c. 
geyS madhyahnakSle ca yatha bharatabhasitam I I 3261 I d,

are to be sung by expert singers In the first part of the day, VaradT, 
... , these seven raginTs are to be sung at midday, according to 
Bharata.

a. purvahna* JMi. jneyas tajjnanako* Mi. geyas tu jnana 0 Bii. tu 
gTyante gayakair budhaih NarPSSii. tu giyante ragakovidaih NarPSSi. 
b. varadT NarPSSi. varatT Tag. vadarT NarPSSii, £<*£). madhavT koda 
NarPSSii. uiayurT ko* NarPSSi. malavT Tag. kodra ^. vairatT capi Bi. 
vairadT capi BS.Bii.6. revatT capi p. vairatis capi Mi. dhanusT NarPSSi.
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c. marahatta £ (*£>. marahatta Tag. marahatT NarPSSii. maharatT
• * • * « * •

NarPSSi.
d. 'kale tu NarPSSi. NarPSSii. yathabhavam ca bhasitam £ (*N£).

gandharT dTpika caiva kalyanT pravara tatha I a. 
asvavarT kanada ca gaurT kedarapahida I 13271 I b.

madhavT malasT riatT bhupalT sindhudsf tatha I c. 
sayahne raginlr etah pragayanti manTsinah I I 3281 I d.

Gandfiarl, ... , these raginTs are sung by the vise in the evening.

a. pUravT tatha NarPSSi/ii. pravaravarT £.
b. asravarT p(tOC). asvavara BS.Bi.Bii.6. asoyarl NarPSSii. *rT kandula
Tag, "pahada a ("gahada Mi).
c. *sT nadT JN. mdT 0. latT NarPSSi/ii. katT 6. bhupa^la Bi. sindhuja
Mi.NarPSSi i. sindudt NarPSSi.

_ j • x

d. raginTs caitah pragayanti caturdasa NarPSSi/ii.

meghamallararagasya g"inam varsasu sarvada I a. 
dasadandat param ratrau sarvesam ganam Tritam I 1329!I iti b.

daksinatyas tu kohalanainagraham pathanti I 1.

Meghanallara is sung always in the rainy season. After ten dandas at 
night the singing of all ragas is permitted. The Southerners read as 
follows, ascribing this to Kohala:

a. sarvasu sarva* NarPSSi.
b. iti om. Mi.BS.
1. daksinas tu Biii. kauhala* £. daksinatya kauhalagrahi pa* Bii.

desakhya bhairavl suddha sarangakhya ca bhairavT I a. 
devakrT raktahamsa ca mahula raktaranjika" I 13301 I b.

etah suryamsuto jatah s"ayamkalesu ninditah I c. 
prabhate yena gTyante sa narah sukham edhate I 13311 I d.

Desakhya, ... , raktaranjika, these, being born of the sun's rays, are 
not to be sung in the evening. He who sings these in the morning 
prospers greatly.

a. suddha ... bhairavT om. J3. sarahga* Bii.
b. devaraktahamsT ca ma* £(*£Tag). cakrahamsT Mi. raktahams"a Bi.Bii.6.
bahula Bi.Bii. bahula 8.
c. *am^ato Bi.LN£, *amsito J. yatah LJN. *kale ca nanditah Y« *kale
ca ninditah L.Tag. kale tu ninditah Bi.
d. sa varah ^ (sa varo mukham <S). sa naras tasya drsyate Mi.
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suddha natta ca sarangl suddha nattavaradika I a. 
varalika drividT ca tatha nagavaraiika I I 3321 I b.

chaya gaulT tatha" cany"a b"ahulyandolita" tatha I c. 
mallarika" tatha chayagauIT karnatikahvaya I 13331 I d.

Suddha Natta] ... , Karnatika GaulJ,

a. suddhana* Tag. sarang'a Bii. latta va* £. natta vara* BS.Bii.6. 
misranatta va° Bi. varalikef Mi.j3. nattavaratika Tag.• » __ • • • "
b. om. £. varaliklTBi. nagavaraiika Bi.Biii. nagavaradika Bii. 
c. golT |3.Mi. gola Bii, gaudT Tag. ca"nya lolitapi tatha" mata J3. 
lalita" ca tatha mata Tag. bahulandolita" Bi. *lita tatah Mi. 
d. 'golTMi. 'gauli karna* Bi. *1T tamtadakahvaya" y . tamtatakahva* L. 
gaurT tu todikahvaya" Tag.

gaulo nialavagaulas ca ramakiris tathaiva ca I a. 
chayaramakrtr ranjT ch^ya"sarvavaralika I 13341 I b.

karnatahvyavang'ala ity ete candramomsujah I c.
ete visesena pratahkalesu ninditah I d.
ssiyam esam tu ganena mahatTm sriyam a"pnuya"d I 13351 I iti e.

Gaul a, ... , these are born from the rays of the moon. These ragas are 
particularly to be avoided in the morning; but performing them in the 
evening brings great good fortune.

a. golo p. gauda ma* Bii. gaulo Biii. gaudo Tag. 'gaudas ca <SN. "godas
ca L.Tag. rUfmakiryas BS.Bi.Bii. 'kriyas Mi. Biii. *kriyas Biv. rlamakirT
Tag.
b. *krte BS.Bi.e.Mi.LJN. *krta 6. 'kirT Tag. ranja^.Bii. ranji
BS.Biii. varadika Tag. "valalika ^ (*N. 'vallalika <S).
c. kannata* Biv. 'vangala BS.Bi. Bii.Biv.Mi. £. ity etah ca* £. etas

* L-L- X •• X X -——— * ~~~Tag. candramsajah suddhah ^ (candrajah suddhah <S), candrajah smrtah Tag.
d. praptakalesu ^.
e. apnuyat (iti om. ) BS.

kim ca I gltagovindatTkayam laksmanabhattah I 1.

pratar gundakirT sada malaharT de^akhyika gujjarT a.
madhyahne 'pi ca ramakrddvayam atho karnatanatadayah I b.

sayam malavikakrteti sudhiyo gayanti sayantane c.
sarahgam punar eva gauram amaram pratyusato bhairavTm I 13361 I d.

Further, Laksmanabhatta states in his commentary on the GTtagovinda: 
"GundakirT, malaharT, desakhyS and gujjarT are always sung in the 
morning, at midday the two ramakrtis, karnata, nata etc. The wise sing 
malavT and sarahga and the immortal gaura in the evening, and bhairavT 
at dawn. "
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a. *kirT mahamalaha* Tag. *kirT samandalaharT Mi. desakhyaka BS.
desaksika Bi.Biv. desak ika Biii. gurjarl Mi.0(*C>.
b. ramakridvayam LJBf. *krdvayam <S. kannata* Biv. Mi. "natadvayah Bi.
c. srT sayam ma* ^. mandavika* Mi. *krte tu sayantike Bi. gayantine 0
d. sarangam BS. JL. Bi. Bii. 0. gaurTin Bii. gaudam p. aparam J3(*<S).
pratyasato Mi. punar eva mama ca pratyusane bhairavFm Biv. bhairavT
Mag.

kaumudyain I 1.

srTpancamTm samarabhya visnoh s'ayanam eva ca I a. 
tavad vasanto gTyeta prabhate bhairavadikam I I 337II b.

madhyalme tu varadyadeh sayam karnatanatayoh I c. 
^rTragamalavades tu gahe doso na vidyate I I 3381 I iti d.

/ ~ ~. The KaumudT says: "From the time of the SrTpancami festival to that of
the lying down of Vlsnu is the period for singing Vasanta. BhairavT etc. 
are to be sung in the morning. There is no fault in singing Vara'dl and 
others at midday, Nata and Karnata, SrTraga and Malava etc., in the 
evening/1

a. 'ficamyam sama* J3. *bhya yavad durgamahotsavam Tag.
b. vasante Mi. vasantam ]3 <*<S). gayeta BS.J3. gTyante Bi. vasanta
gryetam Biv. "vadikah Tag.
c. kaiinata* BS.Mi.6."jN.

indrapujam samasadya yavad girisutarcanam I a. 
tavad eva samuddistam ganam vai malavasriyah I 13391 I b.

evam tu bahudhacaryair gane kalah samTritah I c. 
yasmin dese yatha" sistair gTtavijinas tathacaret I 13401 I d.

From the Indrapuja up to the time of the Durga festival, then is the 
performance of MalavasrJ prescribed. Thus is the time of performance 
frequently proclaimed by the masters. The knowledgeable musician should 
perform as is the practice in whatever region he is in.

a. samarabhya BS.Mano(p.21). yavad digdevatarcanam J3(*C>. yavac
candTsupancakam Bi. bbTsmasutarcanam 0.
b. favaddeva Biii, malavifsrayah J3 Captayah 0). *asrayam Tag, 'starn
gana vainavayah C.
c. ganakalah ^(*N). ganakalasamT* Bi. kale Biv.
d. siste Biv. s'ista gTtam vidvas tathacaret Bii. gTtam vijnas Mi.
gTtivijnas JN.

akalagane dosam "aha I
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samayollanghanam gane sarvanasakaram dhruvam I a.

apavadam aha I 2.

sYenTbandhe nrpajnayam rangabhumau na dosadam I I 3411 I b.

pariharam aha I kohalTye I 3.

The fault in singing at the wrong time: Violation of the correct time 
for performance surely leads to complete ruin. An exception is stated: 
It is not a fault in ensemble singing, at the order of a king, or on the 
theatre stage. The remedying, according to the KohalTya:

1. akale ganadosam BS.8. 
b. na dosamak BS,•

3. aha kohalTyah £.

lobhan mohac ca ye kecid gayanti ca viragatah I a. 
surasa gujjarT tesam dosam hantTti kathyate I 13421 I b.

anyatrapi I 1.

avelSragam akarnya tajjadosaprasantaye I c.
Tsanam ca harim stutva madhyamadim anantaram I d.
gayed va srnuySd vapi tasmad dosad vimucyate I 13431 I e.

It is said that the lovely GujjarT destroys the transgression of those 
who through greed or error sing in the wrong raga. Alternatively: For 
the expiation of the sin of listening to an untimely raga, one should 
worship Lord Hari and then immediately sing or listen to raga 
Xadhyamadi; by that one is freed from sin.

b. surasad Mi. gurjarT £(*N). *rT tasya dosam All Mss. except Bi. 
c. "dosam pra* Bi.

akalaganaprayascittam anayor anyatarat kuryad ity arthah I !. 
ratnamalayaml 2.

vasanto ramakerT ca gujjarT surasSpi ca I a. 
sarvasmin gTyate kSle naiva doso 'bhijayate I I 3441 I b.

The meaning is that one Should perform one or the other of these 
penances for singing at the wrong time. The Ratnamala states: Vasanta, 
RamakerT and the lovely GujjarT are sung at all times, and no harm 
arises (therefrom).

1. 'gane pra* £. 'ttamayor anyatvam ku* ¥. 
a. gurjarT LN.Mi. sarasapi 0.
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naradas tu visesam aha I 1.
•

dasadandat param ratrau sarvesam ganam Tritam I I iti a.

atha purvoktalaksanasya grtasya bhedan aha I 2.

anibaddham nibaddham ca dvidha gTtam udTritam I 13451 I b.

Narada states a special point: After ten dandas at night all ragas can 
be sung. Now are given the bhedas (varieties) of the glta (song) defined 
above. Song is said to be of two kinds, nlbaddha and anibaddha.

a. iti om. BS.
2. gTtasya om. Bii Biv.
b. dvedha Biii.

anibaddham aha I 1.

alaptir anibaddham sya~d ragalapanarupinT I a.

tad uktam I 2.

alaptir bandhahTnatvad anibaddham itTritam I I 3461 I b.

Anibaddha ("bound"): Ilapti is "unbound" song, taking the form of 
expounding a raga. This is stated thus: Because of its lack of 
"binding", alapti is called "unbound".

l,2,a.-b. om. C.
1. athaniba* BS. harinayakas tu anibaddham aha Mi.
a. 'galapana* OL. ragalapanirupinT Mi.
b. alaptibandha* Bi. "alaptibandhavTna syat Bii. 'hTnasyad
vadaniruddham Biv.

ragasyalapanam prakatikaranam I harinayakas tu 1,

varnalankarasamyukta' gamakastha'yacitrit'a I a, 
alaptir ucyate tajjnair bhuribhangimanohara I I 3471 I iti b,

This means the Alapana of a raga, i.e. the making manifest of it. 
Harinayaka states: (This), possessing varna-alahkaras and adorned with 
gamakas and sthayas, is called alapti by the experts, pleasing by its 
various sections.

1. *sya ala* £.
a. 'sthaysamyuta Bi. gamakasthanacitrata BS.Bii.Biii.Ghan.
gamanasthanacitrita p. *stha 4- + ntita Mi. *kasthanacitrita Biv.
b. iti om. BS. •bhangamanoharet Bi, 'hareti p.Bii.Biii. 'harair iti
Biv.
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etenatalanam sarvesam alape pravesah I varnalankaras tu 1. 
nirarthakahumkaradisabdah sangltoktasarigametyadivarnalahkaras ca I 2.

alapter bahudha bheda na prapancabhiyeritah I I 3481 I a. 

nibaddham aha I 3.

By this all the atala forms are brought Into the ala~pa (category). 
Varnalahkara (Is of two kinds, namely) that which has meaningless words 
such as the humkara, and the one which employs the syllables used in 
music, sa ri ga ma etc. For fear of prolixity, the numerous types of 
alapti are not dealt with here. Now Nibaddha:

1. etena tala° BS.£. etena atala 0 Bii.Biii.Ghan. etena akala' Biv. 
alapapravesah £(*C). 'lankaras tu BS.
2. nirarthakam krumkaradi sangiTtoktasavi garnet yadi* J3(*OC). "adisabdah
BS. 'karadisravyah sangT* Mi.
a. alepurvam vahu* 6"(*JC). bhedan prapancabhiprayeneritah
•hudha + danprapancyante ca yeritah Mi.

baddham dhatubhir angais ca nibaddham abhidhTyate I a 
suddham chayalagam ksudram iti tac ca tridlia raatam I 13491 I b.

tan nibaddham I tatra suddham aha I 1. 

alapair dhatubhis cangaih samyuktam suddham ucyate I 1350!I c.

That which is confined by dhatus and angas is termed nibaddha ("bound") 
song. It is said to be of three kinds, suddha, chayalaga and ksudra. 
Suddha: That form which includes alapas, dhatus and angas is called 
s'uddha ("pure") nibaddha.

a. angais ceti baddham abhi* 6.
b. *gam sa ca bhufmiti tac ca £ (sam ca bhumi iti tridha matam <S(*O).
tac ca mudahrtam Bi.
1. tan ... *ddham om. BS. tat tu ni* Biii.
c. alapair yat tat tad angais sam* £ (alayair ... 'agais 6. "pair yada
tadangaih LN. °laper yata tad e J).

alapo 'tra sarthakapadair eveti sampradayikah I harinayakas tu 1.

alapo gamakalaptir aksarair varjita mata I ity aha I sare tu a.

suddhasalagasahkTrnabhedad gTtam tridha matam I I 3511 I b.

According to (our) tradition this a'l'apa is made with
meaningful words. But according to Harinayaka the alapa is the singing 
of gamakas without (meaningful) syllables. The Sara says that gT~ta is 
threefold, being divided into suddha, salaga and sanklrna.
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a. matetyaha Biv. sangTtasare tu Bii.
b. suddham alapasankT* Mi. suddham salapa(ga) BS. suddham salaga 0 Biii
suddhasalUpasankT* Bi. suddhasalapa* Biv. bhedad ... matam om. Bii.

tatra ksudragTtam eva sankTrnasabdenocyate I tac ca syat trividham tu 1. 
suddhakam idara chayalagam ksudrakam iti tenaivoktatvift I damodaro- 2. 
ktam kathayisyate I harinayakas tu 3.

samjnatrayam nibaddhasya prabandho vastu rupakam I a.
caturbhir dhatubhir baddhas tvangaih sadbhi^ ca kalpitah I b.
prakrsto yas ca bandhah syat sa prabandho nigadyate I 13521 I c.

The word sahkTrna is used here for ksudragTta. But the threefold 
division of that (gTta) as suddha, chayalaga and ksudraka is expressed 
by the same author. The statement in the Damodara will be given. 
Harinayaka says: "Nibaddha (compositions) have three designations, 
namely prabandha, vastu and rUpaka; that is called prabandha which is a 
superior composition in four dh~atus and made with six angas."

1.-3. om. £.
1. atra ksu ° Mi .
a. "trayaniba* BS. pravaddho yas tu riTpakam p.
b. caturbhasa catubhir vangastv amgaisadbhih I (ca kalpitah om. )
uktabhir dhatvabhTvaddhasvaraih sad* Mi.
c. om. ^. yas' ca baddhah Bii.

etena suddhagTtam eva prabandha ity ucyate I 1. 
tribhis caturbhir api dhatubhir ity arthah I 2.

tryadibhir dhatubhis cangaih pancabhir vastu kathyate i a. 
dvidhatukam tatha dvyangam rupakam parikTrtitam I 13531 I iti b.

This is to say that prabandha is the same as suddhagTta. The meaning is 
that there are three or four dhatus. (It is further said:) "(That which 
is formed) of three or more dhatus and five angas is called vastu, and 
the form with two dhatus and two angas is called ru~paka. "

1. -2. , a. -b. om. £.
2. om. Mi.Bii.Ghan.
a. "bhir dvadibhis7 cangaih Mi. pancabhir vasfucyate Biii.
b. dvidhantikam tatha vyangaru~pakam pari* Mi. tathaikangam Bi. iti
om. Biii.

atha dhatum aha

- 92 -



pariccheda 1

prabandhavayavo dhatuh I
avayavo bhagavisesah I

sa caturdha praklrtitah I a. 
udgrahakamelapakadhruvabhoga iti kramat I I 3541 I b.

Now dhatu is defined. Dhatu is a "member" -i.e. a particular portion - 
of a prabandha. There are four of these dhatus, namely udgraha, 
mela~paka, dhruva and abhoga, in that order.

1. om. J3.
a. avaya* ... "titah om. ¥•
b. 'bhoga jati kra e 'j3.

udgrahah prathamo bhagas tato melapakah smrtah I a. 
dhruvatvac ca dhruvah pascad abhogas tv antimo matah I I 3551 I b.

samprati tudgrahadhruvayor madhye melapakadhatoh prayogah 1.
kutrapi na drsyate I ata eva tasya tyagena prabandhavayavo 2.
dhatuh sa tridheti gTtaprakasakarenoktam I udgrahadhruva- 3,
bhogarupena tridheti bhavah I tad uktam siromanau I 4.

Udgraha is the first part, and after that comes the melapaka. Then comes 
the dhruva, so termed because of its permanence (dhruvatva). Abhoga is 
the final section. But nowadays, between the udgraha and the dhruva the 
use of the melapaka dhatu is not found; hence because of its omission 
the author of the GTtapr'akasa says that there are (only) three dhatus, 
meaning udgraha, dhruva and abhoga. Thus in the Siromani:

1. samprati tv abhogadhruvayor madhye Mss.

udgrahah prathamah padah kathitah purvasuribhih I a. 
dhruvatvac ca dhruvo madhya abhogas cantimah smrtah I 13561 I b.

dhruvatvan niscalatvat punahpunarupadanad ity arthah I 1. 
yat ta harinayakenoktam I 2.

dhruvabhogantare jato dhatur anyo 'ntarabhidhah I c. 
sa tu salagasudastharupakesv eva drsyate I 13571 I iti d.

The ancient sages declared that the first section <of a composition> 
is the udgraha. Dhruva, (so called) because of its permanence 
(dhruvatva), is in the middle and abhoga is the final part. 
"Permanence" means fixedness, i.e. constant repetition. Harinayaka says 
that between the dhruva and the abhoga there comes another dhatu called 
the antara, but that is found only in rupakas (compositions) of the 
salagasuda class.

1. nis'calah punah £. *tvad aniscalatvat Mi.
c. dhruvabhogantare dha~tor dhvantaranyontarabhidhah Mi.
d. saptasalagasusthesu rupakesv esa drsyate Mi. *sTJdastho ru*
BS.<Bii>. 'lagasudas ca Bi. *£yata"iti" 0.Bi.Bii.8.
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tasyapTdanTm kvapi prayogo na drsyate I tadbTjam tu tenaivoktam I 1,

melapakantarakhyau tu na bhavetam kvacit kvacit I I iti a.

abhogam aha I 2.

yatraiva kavinama syat sa abhoga itTritah I I 358!I b.

Nowadays the use of this too is never found. The seed of this 
(obsoleteness) is (already) indicated by the same author: "The melapaka
and antara are sometimes not used." Now abhoga is defined: That part 
which contains the poet's name is called abhoga.

1. tasyedanTm Bi i .
a. 'akhya tu £(*C>. 'akhyanta Mi.
2. ,b. om. N.

h
ata abhoga eva kavinama datavyam I na tu yatra kavinaraa sa ab/oga iti II. 
tad uktam 2.

abhoge kavinama syat tatha nayakanama ca I 13591 I iti a. 

athangany aha I 3.

This Implies that the poet's name should certainly be in the abhoga, but 
not that the abhoga is wherever the poet's name is. This is stated: "Let 
it be In the abhoga that the name of the poet and that of the nayaka are 
given. " Now the angas.

1. atra a* fl.Bii. tatrabho* Mi. atah a* BS.Biv. °ge eva BS.Bii.0. 
a. iti om.BS.Mi. ceti 0.

prabandhasya sad angani svaras ca birudam padam I a. 
tenakah patatalau ca svarah sarigamadayah I I 3601 I b.

gunollekhataya yat tad birudam parikTrtitam I c. 
ato 'nyad vacikam yat tu tat padam samudahrtam I 13611 I d.

Prabandha has six angas, svara, biruda, pada, tena, pata and tala. The 
svaras are sa, rl, ga, ma etc. That <which is said> by way of 
description of qualities is called biruda ("laudation"). All meaningful 
words other than that are called pada.

b. melakah patatanau p.
c. *ya yatra biru* Bi,
d. tato 'nyad £(*C>. "nyavaci* BS.Bii.Biv. ato tad va* Biii. °nad
dhatikam Mi.
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tenet! sabdas tenah syan mangalartho 'vadharitah I a.
dham dham dhuga dhugetyadyah pata vadyaksarotkarah I b.
adiyatyadikas tails talah sa kathayisyate I I 3621 I c.

Tena is the sound "tena", considered to have an auspicious meaning. 
Patas are strings of instrumental (notational) syllables 
such as dham dham dhuga dhuga etc. <The category> tala, meaning the 
talas adi, yati etc. , will be given below.

a. *das tena rupan ma* 0. teneti sahrtsenarupan mangala 0 C. vidhTri-
tah 0. nidhfritah Mi,
b. 'tavadya avayavah £(*<£). piftavadya* BS.Bi.Bii.9. patha* N. "vadyah
avayavah S. 'vadyayasatkarah Bi. pathadadyaksarotkarah Mi.
c. aditaladikas Bi.Bii.0. (°dikas)tala nastalah sa . . . Bi.

damodaras tv angamadhye padaparityagena gamakam aha I 1.
kintu gTtagunamadhye gamakah purvaca"ryair likhitah na tv angataya I 2.
tasmad gamakasabdo 'tra padavacaka ity avadheyam I 3.
gitaprakasakarena tu vakya^svarapatatenakhyani catvary ahgany uktani 14.

The Damodara excludes pada and adds gamaka to the angas. But the ancient 
masters place gamaka under the gunas (qualities) of gTta, not among the 
ahgas <of prabandha>. So here the word gamaka is to be understood to 
mean pada. The author of the Gitaprakasa gives the ahgas as four, namely 
vakya, svara, pata and tena.

1. tu anga* Mss.
2. *ntu grtagamakah pu* ... "tah I (omits rest) Mi. "eicaryalikhitah
BS.Bii.6.
4. gTtaprakaranakarane tu J3(*OC). svarapatete* ^. *ni uktani BS.J3.6.

tanmate tu talo 'ngatvena <na> ganitah I padabirude vakyantargataya 1.
prthan na likhite I kintv etat pracTnacaryair alikhitatvad anadeyam I 2.
atha jatim aha I 3.

jatayah syuh prabandhanam pancaiva munisammatah I a. 
medinT nandinT dTpiny atha syat pavanT tathsi I 13631 I b.

taravalT tathaitasam laksanam pratipadyate I c. 
sadanga medinT prokta pancanga nandinT tatha I 13641 I d.

He does not reckon tala among the angas; pada and biruda, because they 
are part of (the category) vakya, are not treated separately. But this 
opinion, not having been given by the ancient masters, is not to be 
accepted. Jail. There are five jatis (kinds) of prabandha, acccording 
to the sages: medinT, nandinT, dTpinT, pavanT and taravalT. Their 
definitions are (now) given. MedinT is stated to have six angas, nandinT 
five.

1. 'mate ca Mi. *na gaditah BS.8.

- 95 -



pariccheda 1

2. likhita Biii. likhitah Biv. likhyate BS. likhitam |3. kintv
'deyam om. C.
a. om. C. munisamsmrt'ah 0. 'sasmrtah JN. pancavastuni sam* Mi.
b. dTpany Mi.

dfpinT caturanga syat pavani tryangika mata I a. 
dvyanga taravalT prokta puranair gTtavedibhih I I 3651 I b.

tenaikangah prabandho na bhavatTti pratipaditam I 1.

DipinT has four, pavanT three, taravalT two, according to the ancient 
authorities. Thus it is established that there is no prabandha with 
only one anga.

a. pavinT Bi.Bii.Biii. S.
1. 'tena e* BS.L.Bii.9. 'kangaprabandho

bhedah suddhaprabandhanam anantyad eka eva hi I 13661 I a. 

tatrapi I 1.

talenaikena va dvabhyam tribhir va bahubhir tatha I b. 
prabandhan sukavir nunam yatheccham upakalpayet I 13671 I c.

Because of their (very) infinitude the suddhaprabandhas are of one sort 
only. But (within the suddhaprabandhas) the good poet may compose 
prabandhas in one, two or three or many talas as he wishes.

a. suddhapratinivamdhanam ana* J3(*OC).
b. va dvabhyam om. Mi. *kena vadyabhyam £.
c. yathestam £(*OC).

kim ca I 1.
•

bahutalah prabandhas tu ragair bahubhir eva ca I a. 
ekaragena va kalpyah patadTnam vidhanatah I 13681 I b.

adimadhyantavinyasat patadlnam vidhanatah I c. 
bheda bahutaras tesam kas tan kartsnyena vaksyati I 13691 I d.

The multi-tala prabandhas may be composed in many ragas or in a single 
raga, according to the disposition of pata and the other angas. 
Depending on initial, medial or terminal position of pata etc., there 
are numerous types of these (prabandhas), impossible to list in full.

a. 'talaprabandhas tu Bi. eva va Bi.
b. "gena kakalyah Mi.
c. om. £. 'vinyasah Mi. d. vaksyate p.
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tad uktam I

na raganam na talanam na vadyanam visesatah I a. 
napi prabandhagTtanam anto jagati vidyate I I 3701 I iti b,

tatprakaram aha I 2.

tatrabhoge kaver nama tatha nayakanama ca I c. 
ekatalTm nibadhnTyad alapanantare tatha I 13711 I d.

This is stated thus: "There is no limit found in this world to the 
ragas, talas, instruments, nor to the pranbandhagTtas. " Its nature is 
described: The poet's name and patron's name are in the abhoga. An 
EkatalT composition should be placed after the alapa.

b. iti om. BS.
c. atrabho* Ghan. nayakam eva ca 6.
d. "tali niba* Mi.Biii.Ghan.

idanTntanas tv alapabhogayor ekatra kavinayakayor nama kurvanti I 1. 
tatra mulam na pasyamah I kirn ca 2.

atra prathamatas talo giyate yas tu tena vai I a.
gTtavasahe da"tavyam manam ganasamaptaye I b.
saktivarnyavisesena nlainany esam ca karayet I 13721 I c.

But nowadays the composers put the name of the composer and the patron 
in both the alapa and the abhoga (indiscriminately). (For this) we do 
not see the validity (the source). The tala in which <the composition> 
is started is that by which an indication is given at the end of the 
song that the performance is ending. The names of the compositions are 
given according to the particular sakti represented or the object of 

(laudatory) description.

1. "ntanais tu ala° BS. <Mi.Bii>. 0(*Biv). alapas tayor ekatra Mi. 
*gayor ekam eva nama !((*£). 'gayor ekasyaivahC?) nama L.
1.-2. kurvantlti ta mulam Biii. e nti tanmulam Biv.
2.-a. kirn catra BS. tatra pra* Bi. tenaiva BS. yas tu te narah

Ghan.
b. gTtasama* Bii. __
c. saktir atra vi^ese* J3. 'varnavise* Bi.Biii. *varnavise° Bii. nama

hy esam

saktivisesena yatha I _ 1. 
akaradiksaklrShtaksaravinyasan raatrkaprabandhah I kim ca sarigametyadi-2. 
svaranamSksaravinytsavisesavasad vanchitarthaprakasanena svararthapra-3.

bandha iti I varnyavisesena yatha I visnuvarnane visnuprakasaprabandha
iti I 4.
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Examples of naming from the saktl: The matrkaprabandha (is so named)
from the disposition of syllables, starting with a. and ending with
The svararthaprabandha (is so called) by the manifesting of the required
meaning by means of arranging the names of the svaras, sa, ri, ga, ma
etc. An example of the naming by the object of (laudatory) description
is in the Visnuprakasaprabandha . which consists in the praising of
Visnu.

1. 'viseso yatha Ghan.
2. "ntaksaranyasan 0. "diksavanaksaranyasan C.
3. svaranam akhyatv avinyasavisesa £(*<£). *nchitanyapra° Bii. "sad 
ramjitartha* £. "kasane sva* Bill. 
4.,5. om. £.
4. varna * 9.
5. *prakasakapraba* Mi, "prakasakah praba* Ghan.

kirn ca I 1.•

aditaladikais talair da^abhir navabhih punah I a. 
saptabhir vapi kalpyante prabandha ragaranjitah I I 3731 I b.

udaharanam tu sangTtakaumudyam dhannasTragena jaya narayanetyadigltamj2. 
maya" tu granthabahulyabhayad udaharanani nopanyastani I kim ca 3.

The prabandhas, beautified by raga(s), are fashioned with ten, nine, or 
seven talas, beginning with aditala. An example is the composition in 
DhannasT raga beginning "jaya narayana ... " in the SarigTtakaumudT. For 
fear of lengthening the present work excessively examples are not given 
here.

1..a. twice in BS. 'taladikas ta* Biii. *ka talair Biv. 
b. kalpante Biii.
2. dhanasT' K. dhanv"asT L. dhanasT Mi. 'tyadiganam Mi.
3. mayatra Biv. 'vahulyasya bhayad ^.

eladya duskarah santi prabandha munibha"sitah I a. 
tebhyah sadvimsatih prokta harinayakasurina I I 3741 I b.

kathyante kramasas te ca namamatrena kevalam I c. 
pancatalelvaro varnasvaras caivankacarinT I I 3751 I d.

There are some <'other> difficult compositions, ela and others, described 
by the sages. From among these, twenty-six are given by Harinayaka. They 
are listed in order now by name only: Pancatalesvara, Varnasvara, 
AhkacarT,
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a. yenadya Mi. etadya" Bii.
b. 'nsatipro* Bi.
c. 's'as tena lasan matrena J3.
d. *tale svare varna* £(*£). "tale svaro Mi. *svara varnasvarah
saiva* Bi. "vamgacarinT £(*"*). Ghan. 'vahkasamsinT Mi.

svarartho matrka caiva tatha ragakadambakah I a. 
svaradyam karanam vartany atha talarnavas tatha I 13761 I b.

srTrahgah srTvilasas ca pancabhahgis tatah param I c. 
pancananomatilakau simhalTlas tatha parah I I 3771 I d.

Svarartha, matrka, ... the karana starting with svara, , . . 

a. matrka varnas tatha Mi.
• _ • _

b. svaramtyam kara* ^(*<J. "ramtyakara* J). *radyakaranam vartmany
Ghan. vartiny Mi. <Bi>. Biii. karanams caiva l"ahadT (om. rest of b. , c.-
d.) Biv.
c. srTragah ^. °bhangT tatah Bii. *bhangTs tatah Biii.
d. "mcanaloiiatila* ^. "matalikau BS.

tribhangir hamsalTlas ca tatha harivilasakah I a. 
sudarsanah svarankah srivardhano harsavardhanah I I 378II b.

• • • *

vTrasrTr mangalas caiva lahadT ca prakTrtita I c. 
navaratnabhidhah proktas tatha sarabhalTLakah I I 3791 I d.

Tribhangi, haiosalila, . . .

a.-b. , vTra*. . . 'iigala (c. ) om. Biv.
a. 'bhangt ha* Bii. Biii. 'bhangi ha° Mi. strTbhangi ha* Bi.
b. svaranka srT* Bi. svarangah BS.Bii.Biii.Ghan. suramgih <S(*C).
svaramgih JN, svaramgisrl* L. svarangasrT* Mi.
c. vfrah srlmahga* Ghan. vTrasrTmahga* Bi. j5ahadT BS. lahalT Bi.
IHhadisMi.
d. navaratnathaharsoktas Mi. proktas Biii. saratalflakah

kanthabharananama cety ete sadvimsatir matah I a.
• • » X » • * *

candraprakasakadyas ca vidyante sat tatha pare I I 3801 I b.

sampraty ete 'pi sukarah kavibhir na bhavanti hi I c. 
esu ye sukarah paftcasas tan eva hi caksmahe I 13811 I d.

. . . These are the twenty-six. There are a further six, starting with 
candraprakasa. Nowadays poets find these difficult too. Among these the 
five or six which are (more) easy are mentioned here (below).
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a. cety evam Mi.
/ *

b. *prakasakaradya £. vidhatte sat Ghan.
c. ete tu Bi.<Biv>. sukula pa° Bi.
d. panca tans tan eva pracaksmahe Mi. pancas tan eva hi pracaksmahi
Bii. *nca tarns talesu pracaksmahe £(*£). *ncasas tan eva pracaksmahe
Ghan.

ebhyo 'nyah kayavalakhyah sa evadau nirupyate I 1.

yatra talah prakasyante patamatrena kevalam I a. 
padanam kalpanabhoge kayavalah sa Tryate I 13821 I b.

udaharanam tu grtaprakas'e mrgyam I kayavalah I 2.

There is another another apart from these, namely kayavala^ this is 
described first. Kayavala is that in which the talas are displayed by 
pata alone, and there is use of words <only> in the abhoga. An example 
is to be found in the GTtaprakasa.

1. 'lakhya esa vado niru*
b. sa isyate Bi.
2. *gyam I iti kaya° Mi.

svaraih pataih padais tenai racana vanchitakramat I a.
yasya syat tenakair nyasah sa varnasvara ucyate I b.
svarader adivinyasabhedad esa caturvidhah I I 3831 I c.

svaradivarnasvarah patadivarnasvarah padadivarnasvaras tenadivarnasvaras'» ••*•» • ^i , w

ca I varnasvarah I 1.
• •

Varnasvara is that which is constructed of svaras, patas, padas and 
tenas in the desired order, and in which the final part is made with 
tenas. This is of four kinds, depending on which of the four, svara 
etc., is placed at the beginning - hence svaradi varnasvara, patadi, 
padadi and tenadi.

a. padais talai fl.Ghan.
b. yasyasTt tena* BS. yasyasitena* Bi. yatsyasTt Biii. yasya syad
velakair nama sa ^.

yatra svaraksarair eva vanchitartho 'bhidbTyate I a. 
sa svarartho bhaved dvedha suddhamisraprabhedatah I I 3841 I b.

svaraksaraih sarigamapadhanibhir yatheccham vanchitartho nibadhyate 1. 
cet tada svararthah I iti svararthah I 2.

Vhere the required meaning is given in svara syllables, sa ri ga etc., 
that is the svarartha. It is of two kinds, suddha and misra.
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a. svalpaksarair Ghan.
1. yathecchava* Bill, yathestam 6. 'badhyate caturdasa svevarthah

2. iti svararthah om. j3.Mi.Biv.

ekaikamatrkavarnapurvakani padani cet I a. 
kramena yatra gTyante matrka sa tridha mata" I 13851 I b.

divya ca manusr divyaroanusT ceti tatra tu I c. 
divya samskrtaya vaca margatalais ca gTyate I 13861 I d.

If the padas are sung in order, beginning with each successive varna 
(syllable) of the matrka (alphabet arrangement), that is the matrk~a 
(prabandha). It is of three kinds, divya (divine), manusl (human) and 
dlvyamanusT (a mixture). The divya matrka is sung in Sanskrit, in the 
marga talas.

a. ekaika ma* Mss. ekena ma* Mi. "purvikani ^(*C).Biv. °k"avarnikani 
pa* Bi.

. _ _ _ _ manusi prakrtagira desTtalena nirmita I a.
dvayor misrayanad ukta matrka divyamahusi" I 13871 I b.

talenaikena ra"gena bahubhir va prayogatah I c. 
sarvamantramayT hy esa" sarvasiddhipradayinT I 13881 I d.

The manusT (human) matrka is composed in Prakrit in a desT tala. The one 
called divyamanusT is formed from a mixture of these two. It can be 
composed in one fa la or many, one raga or many. This (composition), 
containing all (possible) mantras, bestows all (possible) success.

b. tayor Mi. misrayana divya manusr matrkoditah Bi.
c. anenaikena Mi.
d. * mandramayT ... 'ddhiprava^siriT Mi.

margadesTtalau vaksyete <l> tayor madhye yena kena cin nirmitety 1.
arthah I matrka I 2.• »

anyo ragakadambo 'sti raganam eva darsanat I a. 
asya ragakadambasya bhasader niyamo na hi I I 389 1 I svalparagakadambah I

anyas tu duskaratvan na likhitah I 3.

The marga and desf talas will be dealt with below. The meaning Is that 
(the prabandha) is composed in one or another from these. There is 
another ragakadamba (formed) from the display of ragas alone. This 
(second) ragakadamba has no restriction in language etc. The other, 
because of its difficulty, is not dealt with here.

2. om. £.
a. anyaraga* BS. anyaraga* J3. alporaga* Ghan.
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talarnavo bhuritalo bhavet samskrtabhasaya I a.
yogad gadyasya padyasya sa dvidha parikfrtitah I I 3901 I b.

talarnavah I
talai ragais caturbhih syac chrTrango 'nte padanvitah I c.

padaih suptinantais tair ante prante ghattitah I srTrahgah I 1.

/• _ /• A/svarantah srTvilasah syat talai ragais ca pancabhih I 13911 I d. 

svarah sarigamadayo 'nte deya ity arthah I srTvilasah I 2.

Talarnava has many talas and (is composed) in Sanskrit. By reason of 
its using prose or verse, it is twofold. SrJranga is composed in four 
ragas and four talas; it has padas at the end -i.e. it is composed with 
inflected (meaningful) words at the end. SrTvilasa has svaras at the end 
(and is composed) in five talas and ragas.

b. yogadyadyasya £. dvedha BS. 
c. 'ntapada* BS.Bi.Bii.Mi.JN.
1. 'tinantair ante pra* Mi.Bii.Ghan, "nte sughattitah BS. "nte 
ghatlkrtah 6. "ntapathitah Mi.
2. 'gamadya amte ^. I iti srT* Mi.

tenakantah pancabhahgih I a.

srTvilSsa eva tenasabdantah syac cet tada pancabhangir bhavati I 1.

pataih pancanano 'ntagaih I b.

asyaivante pitas ced dlyante tada pancananah I 2.

svaraih pataih ca birudais tenakair yo viracyate I c. 
simhalTLena talena simhalTlah sa ucyate I I 3921 I d.

talas tu cUdamanau I 1.   

simhalTlo laghor ante datrayam parikTrtitam I I 3931 I simhalTlah I e.

Pancabhangi has tena at the end -i.e. it is a srTvilasa prabandha 
ending with tena <instead of svaras>, and pancanana has patas at the 
end. The composition which is composed with svaras, patas, birudas and 
tenas in simhallla tala is called simhalTla. <SimhalTla> tala <is

• ___ » 9

defined thus> in the <SahgTta>cudamani: three drutas after one laghu.

a. tatanakantah BS. tatanakancantah Biv. 'bhangT £.Bii.Biii. 
pancatuhgT Mi.
1. tenamsadvantah I sya cet BS. *lasa eva tenantasavdantah 
'bhamgTr'bha- ^. "'tuhgT bhavati Mi. 
b. 'nanantagaih Bi.^. 'nanontateh Mi.
2. <*gaih) amgair ante/pamcananah 0. tada om. Biv. 
c. virudas te* BS. ^A
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d. *lTladhaivatayor bhedatrayam * <*JC). *lTle + vantayor bheda­ 
trayam L. 
e. -kTrtitah Mi. Ghan.

svanamatalako hamsalTlo 'righrT padapatajau I a.

svanamatalako hamsalllatalena ghatitah I 1.
arighrT padapatajau ko 'rthah I ekah padah padair nirmitah I ekas tu 2.
patair ity arthah I talas tu ratnamalayam I 3.

hamsalTlo viramantam laghudvayam udahrtam I I 3941 I hamsalTlah I b.

HamsalTla (prabandha) is in the tala of that name -i.e. hamsalTla tala. 
Its two anghris (padas) are built of padas and patas - i.e. one of padas 
and one of patas. The tala is defined thus in the Ratnamala: "that 
which ends in virama and has two gurus is haiosalTla. "

a. Itl oghnT ON. 1T1 odhriT C. 1T1 oghrT J. ' rtghri pada • BS. Bi. Bi i. 6. 
hamsa* ... (l.)*talako om. Mi.

*

1. "talakah BS. "talakahamsa* 6. harosalTlatalena pathitah Mi. talo na 
ghatitah Biii.
2. anghripada* BS.Bii. anghT + + -I- ko ' rthah Mi. 'patakau BS.

yatra vTrarasena sySt sangramaracitastutih I a. 
bahubhis caranais caivam lahadi pariklrtita I 13951 I b.

pavada ity utkaladesabhasa I lahadT I 1.

riatrokta duskarah kecit pancatalesvaradayah I c. 
T^adbhedan na sukara apy umatilakadayah I 13961 I d.

Vhen a song glorifying battle is sung, in vTra rasa, with many caranas 
(padas), this is known as lahadT. In the language of Utkala this is 
called pavada. Certain difficult forms, pancatalesvara etc., are not 
mentioned here. The easier ones like umatilaka are also not described, 
being only slightly different.

a. 'ngramacarita* Ghan.
b. 'hubhis ca balais' caiva la* Ghan. + + + scara* ...Mi. scaiva Biii.
caranair evam £(*C). lahadT (pahadD BS.
1. om. Ghan.
c. 'tale svaradayah Bi.Bii.Biv.Mi.£<*£). "talesva (sva) rada* BS,
d. om. Bi.Bii.6.

ato gTtaprakasakarenoktam etesam laksanadikam natra 1.
varnitam uktaprakaranirvis'esad iti I kim ca sudaprabandho 'pi 2.
suddhagTtamadhye bahubhir likhitah I tallaksanam tu I 3.
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(This is to say that) the laksana (defining characteristics) etc. of 
these, given by the author of the GTtaprakasa, are not described here 
since there is little difference from the forms already given. The 
sudaprabandha is also included by many authorities among the 
suddhagTtas. It is now defined:

1. atho 0. atha gT* LJN.
2. kim ca gTtapravamdho 'pi £.

tala navadika yatra patadirahita yadi I a. 
sudah prabandhah kathita ekaraganivesitah I I 3971 I iti b.

"When nine or some other number of talas are used without pata etc., 
that prabandha is called suda, set in a single raga. "

a. 'lanam vadika Mi.
b. sudapra* Bi.Bii.Ghan. subhapra* 6. subhah praba" LJN. sutrapra* 
Mi. kathyaten + eka' Mi. *sita iti Bii.0. iti om. BS. 'ragam 
ivotthita iti LJN. 'mivottita ity arthah 6.

asya padabirudatalaghatitatvat tryangatvena pavanT jatih I 1.
nanu sadangaghatitasyaiva prabandhatvam tat tryangaghatitasyasya 2.
katham prabandhatvam iti nasahkanTyam I yato vacanabalad evatra 3.
prabandhavyavaharah I 4.

The jatl of this is pavanT, because of its having three angas, pada, 
biruda and tala. There should not be any doubt that this is a prabandha, 
being of three angas, on the ground that a prabandha can only be of six 
angas. The use of the term prabandha is just conventional usage.

3. yatracaranavalad evatra £. tato vacana* Bii.6.

yatha patamatraghatitasyapi kayavalasyaikangatve 'pi prabandhatvam I 1. 
ayam vakyasvarupaiigamatraghatitatvad ekanga iti gTtaprakasakarah I 2. 
tanmate tv asya caturangatvena svarapatatenavarjanad vakyamatraghati- 3.
tatvam I

Just as the Kayavala, being made of pata alone, Is (still) called a 
prabandha though it has only one anga. This (suda) prabandha, according 
to the author of the GTtaprakasa, is a one-anga structure since it is 
made of only those angas which consist in words (vakya). In his opinion 
it is made of vakya alone, because it omits svara, pata and tena, there 
being only four angas In (prabandha).

1. "valasya eka* BS. *vala eka* 6. *syaikamgatvena pra* S. 
'valaprabandhasya eka" Mi.
2. vakyasvarapeftangamatra * Bi i.
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3. 'mate tu vamgatvena svarapathitenavar* 0. Ckarah I) asya 
cantarangatvena svaraghatitenavarjanat Mi. 'tenavarjanad BS.Bii.6. 
(after 3. 'ghatitatvam I ) damodarena yac chuddham uktam vimsatidhoditam 
I eladi tan maya noktamanarthavyaptaparatah I ghatitasyapi ka + + 
prabandha ekahgatve 'pi prabandhatvam I (now repeats: ayam ... 
gTtaprakasakarah) Mi.

atha chayalagam aha I 1.

suddhasya lagati cchayam yat tac chayalagam viduh I a. 
ranjakam tu bhavet talair adyadyaih sudakalpitam I I 3981 I b.

Now chayalaga. That which adheres to (l&gati) a shadow (chaya) of the 
suddha is known as chayalaga. It is a beautiful suda composition set in 
talas beginning with adi.

1. atha om. Mi.
a. suddhasyaiva gatichaya yat 0(*J<S). yat tu chaya* BS.6.
b. ranjanam Bii. ranjakam tac ca vai talair Mi. talai rajadyaih
BS.Bii.Biv. 'talaih rajadyaih Bi. *laih ragadyaih Biii. 'lair
vadyadyaih ^(*J).<Ghan>. ^ubhakalpitam Mi.

bahunam talanam ekatra gumphanam su"dah I 1.
chayam lagatity anena suddhasya yat kincil laksanenedam 2.
bhavatlty uktam I tad uktam I 3.

uktanam eva bhavanam chayamatram bhaved yadi I a. 
chayalagah sa vijneyo munibhir bharatadibhih I I 3991 I b.

£>uda is a stringing-together of many talas. What is meant by the words 
"it adheres to the shadow" is that it retains a few of the 
characteristics of the suddha. This is stated thus: If something is an 
echo of the entities already spoken of <rather than the thing itself>, 
then this is known as chayalaga by Bharata and the other sages.

asya salagam iti namantaram api I tad uktam harinayakena I 1.

atha cchayalago yas tu sudah sa eva salagah I 14001 I iti a.

asya tu sudabhedad bahutvam I tatha ca damodarapancamasarasamhitayoh 12.

It is also called salaga. So Harinayaka states: "The suda which is 
chayalaga, that is salaga." It is manifold, because there are different 
sudas. So in the Damodara and the Pancamasarasamhita:9 »

1. api om. Biii. 'ntaram iti BS.Biv,
a. sCfdah om. BS.Mi. iti om. BS. *ga iti Bii. 6.
2. tu matabhedad BS.Ghan. sude bhedad Biii. asya sude bhedartha- 
hutvam Biv.
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dhruvako manthakas caiva pratimantho nisarukah I a.
rasakah prat ita las ca tathanya caikatalika" I b.
yatis* ca jhumarT ceti salagam sudam Tritam I 14011 I c.

Dhruva, Kant ha, .... these make up the salaga su~da.

a. mandakas Mi. Subh. mamtakas 0. calva saptakhyata" nisarukah £(*C).
'manthanisaru* BS. nihsarukah Ghan. . » _     _
b. bhasakah Bii. rasakam Bi. vasakah Ghan. rosakah (prati" ...

• 4 - * « • J.

'talika om. ) L. pratitaras JN. pratimaras 6. pratitanas Biii.
c. om. L. ca tumari Mi. srmarT Y<*£>. carcarT BS. jharjharT Biii. 
jharijarl Biv. jharjjarT Bi. salagam svabhi + + + Mi.

dhruvakadinam bhedam alia I 1. 

dhruvakah sodasa prokta manthakah satprakarakah I a.• * • A •« * * * * •

pratimanthas ca pancaiva saptakhyata nisarukah I I 4021 I b.

Now the divisions of the dhruva-type etc. The dhruva (-s'alagas) are 
said to be sixteen, the manthas six, pratimanthas five, nisarus seven.

1. , a. ~b. om. L.
a. °kah bha(?)taka prok" Mi. 'ndakah Mi. 'nthakah satprakirtitah
(dhruvakah satprakTrtitah prati* ... 0). mandakah satprakarakah Subh.

• • • i . »i •• . • • A X_^—

b. pratimandas Subh. 'manthas Ghan. saptakhyata" Biii.^. nisarukah 
Subh.j3. nisarikah Bi. nihsarukah Ghan.

catvaro rasakah proktas catvarah pratitalakah I a. 
ekatalT ca trividha catasro yatayo matah I 14031 I b.

ekaiva jhumaris ceti salagah kathita ime I c.
ke 'py ahus carcarTkadyah santy anye dasa salagah I d.
uhavims'atir evam te bhavanti bhuvi salagah I I 4041 I e.

The rasas are four, the pratitalakas four. The ekatalT has three types, 
and there are four yatis. There is only one jhumari. Thus are declared 
the salagas. Some say that there are ten more, the CarcarT etc. In this 
way the number of salagas on earth becomes nineteen.

b. tall ca tridha 0<*C>. trividh^s'ca* Bi.
c. ekaiva sargamas ceti £(*<£). jhamaris Mi. carcarTs BS. jharjjarT
ce* Bi. jhumarT Bii. jhimarisx Biii. rmaris Biv. salaga ka* BS.Mi.6.
d. ahuh srmarrkaciyah sadjahyadesasalagah p. carcarika* BS. santy alpe
Biv.
e. om. Bii, evam tu £. eva te 6 (evatte Biii). *nti tu visalagah Mi. 

harinayako 'pi I 1.
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adyo dhruvaa tat a xoanthah pratimanthaka eva ca I a.
addatalah pratTrasa ekatalTty asau matah I b.
ayam sudah prakprasiddhah sarhgadevasya sammatah I 14051 I c.

Harinayaka states: "this (salagasuda category) includes first dhruva, 
then want ha, pratimantha, addatala, pratTrasa and ekatalT. This suda 
was known in former days and was approved by Sarngadeva. "

1. 'nayaka I ko ' pi
a. adyadhruvas Bi. mandah pratimandaka Mi.
b. pratTvUsa £.Ghan.
c. sifdaprak* Bi.6.

ityadisalaganam tu loke siddhir yato na hi I a. 
duskaratvat tan na maya" laksanais te prakTrtitah I I 4061 I b.

prayujyate samprati yah sudo ramyah kavTsvaraih I c. 
sa eva sampraty asmabhir likhyate lokasiddhitah I I 4071 I d,

But since this and other salagas are no longer in use, because of the 
difficulty I do not give descriptions for them. That pleasing (kind of) 
suda which is used nowadays by good poets is now described because of 
its currency.

a. 1okasiddhiyato Bi. lokasiddhir Mi. mato na hi Ghan.
b. puskaratva~d bhinnamatya laksa 0 Bi. *tva" tu na maya £. "tvan na
maya Biii. tvat na maya Biv. laksanais taih pra* Ghan.
c. om. Mi. prayujya sampra* Y (*rttitah samprati yah C).
d. om. Mi. sampratam 36 (samputam C). sampratam N. sampratyamC?) L.
yatnair likhyate L. yatnair likhyante V.

tatra ca I 1.

adir yatir nihsarus caddatalas triputas tatha I a. 
rupako jhampako mantha ekatalTti klrtita I I 4081 I b.

ebhis tu navabhis talaih kalpitah siida ucyate I c. 
ity esa ranjakah sudo gane vadye ca nartane I 14091 I iti d.

Suda is said to be formed by the nine talas Adi, Yati, Nihsaru, Adda, 
Trlputa, Pupaka, Jhampaka and Mantha and that known as EkatalT. This is 
the suda, pleasing in song, instrumental music and in dance.

1. , a, -b. om. Mi.
a. adiyatir £.Ghan. adir yatinih* BS.Bii.6, nisarus Bii,6. nisaris
Bi. cajnatalas Ghan. cadatalas Bi. (yatir) nislakamthaddatalas L.
nisakamtaddatalas ¥ Ckamthadra* C).
b. kTrtitih Biii.
c. kathitah su* Ghan. 'Ipita su* Bii.
d. ity uparatnakah svl* ^. iti om. BS.Mi.
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na syat prayo 'ddatalo 'trety aha damodarah svayam I a.
kecit kudukkopaddau ca prahus tena bhaved ayam I b.
kvapyekadasatalatma sa idanTm vivicyate I I 4101 I c.

prag adiyatinihsarumantliadrnam yathakramam I d. 
ganam ante caikatalya ity esa niyamah kvacit I 14111 I I e.

According to Damodara himself (?) addatala is commonly not found among 
these. Some add Kudukka and Upadda. This (suda) would thus become an 
eleven-tala structure. That is now distinguished (from the other). 
Sometimes the rule (is found) that the order of arrangement of talas 
should be observed, namely adi, yati, nihsaru, mantha etc. and ekatal~T 
at the end.

a. syat prayojya talo £. *yo dratalo nte Bi. adutalo nte 6.
b. *kkaupaddau Mi. catrahus BS.6.^. kuddakopaddai ragata"s(?)te bhaved
dvayam Bi. *ddau gatah stena bha* Bii.
c. athaikadaiatala"nam sa £. apyekadasa* BS. Mi. Bi.8.Ghan. *satalah
syat santTdahTm Bi. tala sya sa idanT vi* Biii.
d. adir yatinihsarur BS. adir ya' £.6(*Biv).<Mi>. nihsarT Bi.
nirasarimandadTnam Mi.* * * / 
e. caikatala Mi. ity esa kramasah kvacit Bi.

kim ca I 1.
•

aditalo bhaved adav ante syad ekatalika I a. 
anyesam niyamabhava evam ahus ca kecana I 14121 I b.

Others say that adi tala should come at the beginning and ekatalT at the 
end, but that there is no rule concerning the other (talas).

b. niyamodbhava Bi.

samprati tattadutkalabhasaprabandhesv anyatalenapi 1.
prathamam yad ganam drsyate tad anakaram iva pratibhati I 2.
abhiyuktair apy avadheyam I athaitesam dhruvamanthalaksanatvam aha I 3.

athaitesv eva talesu kecit syur dhruvalaksanah I a.
manthalaksanakah kecit kecic cobhayalaksanah I I 413II b. •• •«• j . . «

The song coming first in another tala, which is now found in various 
Oriy-a-language compositions, appears shapeless. This is to be attended 
to by the diligent. Now is stated whether they are of the dhruva or the 
mantha category. Among these same talas, some are characterlstc of 
dhruva, and some of mantha <prabandhas>, and some of both.

1. 'prati tadutkala* Mi. tattatkalabha* £. 'ndhesv anyatalo napi 
£<*J). 'ndhepy anyata" 0. *ndhesvapy anyata* BS.
2. gfiinam prasasyate £. tadanakaram BS.Bii.6.Mi,

- 108-



pariccheda 1

3. sa viyukter apy Bii. 'yuktair atha vadheyam *. atha tesam BS. 
athaisam £. *manda' Mi. 'laksanam aha BS.Biii.• » • • • •

a. athaitepy eva 6 Ctepyava Biv). kecicchuddhavilaksanah Mi. 
b. manda" Mi.

tad uktam I 1.

dhruvakhyau yatinihsaru manthantyau manthalaksanau I a.

antya ekatalT I 2.

adirupakajhampaddatriputah syur dvilaksanah I b.

dvilaksana dhruvalaksana manthalaksanas ca I 3.
• • •• » • » •

kudukko manthalaksnia syad dvilaksmopa~ddatalakah I I 4141 I c.

This is stated thus: Yatl and Nlhsaru are dhruva-types, while ffantha and 
Antya - i.e. EkatalT- are mantha. Adi, Rupaka, Jhampa, Adda and 
Triputa are both -i.e. are characteristic of dhruva and mantha. Kudukka 
is a mantha, Upadda is both.

a. dhruvamvadyau ... 'sarumanthantyo mastalaksanah Ghan. *khyo 
yatibhih sakam mantb.akb.yo mantbalaksanaib ^<*(S). "nihsarT Bi. 
mandantau mandalaksa' Mi. mantbSkaimantba* Bi.• « _ » * * • * <• • _

b, adi + pa + mpa° £ (L corrects in margin to: adi jhapajhampaclda* ).
*rupakajbampaditriputab suddhalaksanab Mi. *adatriputa dbruvalaksanah
Bi.
3. vilaksana Mi. dhruvalaksana om. Bii.6. mandalaksanas Mi.
manthalaksana ca BS.» * « •

c. kudduko BS.Biv.J. kuddako Bi. kudakko Ghan. kuduko Biii.• * * » * • _ _

*laksma sya* BS. 'laksanah sya* L6. *laksanah JN, dvilaksmapadda* BS.
• rf »•** * 4 • ••*•••

dvilaksmanadda* Biv.
• • • *

sare tu I 1.

cancatputas cacaputah simhavikrlditas tatha I a. 
simhanandanamukhya ye te 'pi syur manthalaksanah I I 4151 I b.

But in the Sara we read that Cancatputa, Cacaputa and those starting
with Simhanandana are manthas.• • •

a. caecatputas' Bii. cacapatah si* BS.Biii. *putas capatah Biv. 
cacaputasimhanamdanamu* ... JJ. 
b. mandalaksanah Mi.

tatra dhruvalaksanam aha I 1.

M _^-

Jneyah sa dhruvalaksano yadi bhaved udgraha eva dhruvas a. 
tuccaihkhandam iha dvidhatu gaditam dvirgeyam evoccakaih I I 4161 I b.
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The dhruva type: That <composition is a dhruva-type if the dhruva is 
the udgraha. In this the higher khanda is said to have two dhatus -i.e. 
two sections - to be sung twice in the higher register. (?)

1. atra J3.
a. udgrahe eva sprstaih kha* y. 'dgrahe eva dhruvasprstaih kha* L.
b. 'ccairkha* BS.8<*Biii>. dvidhatra ga* Mi.

dvidhatu dvyavayavam <l> prathamakhandapeksaya dvitryakhanda 1.
uccair geyah I dvitrimatradhikah prathamakhandasamamatro veti kecit I 2.
udaharanam yatha I aditalena mallararagena I 3.

I.e. the second khanda is to be sung higher than the first khanda. Some 
say that it may have two or three matras more than, or may be of the 
same number of matras as, the first khanda. An example is now given, in 
Adltala and Mallararaga:

1. *tu dvidvyavayavam £(*JN>.8. 'dhatur dvy* Bii.
2. dvidvimatra* £. prathamakhandah sama* BS.^. "samamatro Biv, 
*samasatamatro Biii. samasamatro ma va iti ... Bii. samamatradhika iti 
kecit ^. va iti ... BS.Bii.6.
3. taduda' Mi. 'tale malla* Mi.

jaya jaya sankara kinkarajanam ava bhavabhanjana janaranjana a I a. 
navasasikhandasikhanda candakarasasadharavahnivilocana a re I I b.

• • • » » •

iti prathamah khandah I 1.

First khanda: "Praise to Sankara! Protect your servants, 0 destroyer of 
worldly rebirth, 0 joy of people, crowned with the crescent of the new 
moon, you whose three eyes are sun> moon and fire. "

a. ... samkara janabhavabhamjaka janaramjana ya j 
kinkarajanasarvabha + ramgaramjana a Mi. 
b. navasa^ikhamdacamdakara ¥<*C). sasidhara va* 
1. iti prathamakha* Mi.Mano.

parasukapalakurangadamarudhara hara hara duritadurantabhayam I c. 
suratatiniyutamukuta mahanata gaurTlampata ti a i a i a re I d.

ity uccah khandah I 1.

Second, higher khanda: "You who bear axe, skull, antelope<-skin> and 
damaru, 0 Hara, destroy our fear of adversity and evil, you in whose 
hair flows the divine river (Ganga), you who yearn for GaurT. "
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c. 'damvarudhara BS.Bii.8. damarudhare Bi. • __ »
d. gauralampata tri a T ya T ya re Mano. gaurr lampati a T a re 0,
•mahanata gobhillasphatati "a i a ni a" re Mi. *ta ti a" i a a" re Bii.
*ta 1 a T a T a re Bi. " ti a T a" T a re BS. 9.
1." ity uccakha* £.Bii.9.Ghan. ity arakhandah Mi.

atra khandadvayam api dvirgeyam I prathamakhandapeksaya 1. 
dvitTyakhanda uccair geyah I dhruvah I 2.

namadamaresakirTtamanjumanimarjitanakliapada candravibho e. 
bhava bhava saranam bhutivibhiusita krsnadasa iti gayati a" re I 14171 I f.

Here both the two khandas are to be sung twice, the second higher than 
the first. <Thus ends> the dhruva.

"Be our refuge, 0 Bhava, you who are decked in ash, lord of the 
moon, the nails of whose feet are rubbed by the fine crest-jewels of 
bowing lords of gods. This is the song of Krsnadasa. "

1. api hi geyam £.
2. dvitTyakhamdapek*saya trtTyakhamda uccair ... £. uccair meyah N. 
e. namadama* Bii. madanasarena kirTta* ... $(*J). "marjita* Y.Bi. 
'rjitapadanakhacandra Bi. *rjitanakha te vibho Mano. 
f. bhuta vi* Biv. "vibhoksita kr° Bi.

tatas ti a i a re ityadayo nirarthakah I satala gltalalityartham 1.
prayujyante gayakaih I nedam laksanapradistam I 2.
kecit tu dhruvalaksanasya caturvidhyam eThuli I tad uktam I 3.

The syllables ti a ... etc. have no meaning. They are used by singers 
in tala to add charm to the song. This feature is not included in the 
definition (is not essential). Some say that there are four types of 
the dhruva-category. Thus:

1. itas ti Biv. ti a T a re ity BS.Bii.<Biv>.£.
satalagltalalitartham L. satalagTtalalitartham "*. satalagltalalitya* 
Ghan.Mi. gTtalalityayalam gayakaili prayujyante Mano.
2. laksanam pravistam ^. *ksanapravistam Ghan.Bii. 'darn la+-n- vistam 
Mi.

dhruvalaksma caturdhayam vinodo varadas tatha I a. 
nandakah kancukas ceti 1*141811 iti b.•

"There are four kinds in the dhruva-category, namely Vinoda, Varada, 
Nandaka and Kancuka."

a. dhruvalaksanam caturjneya^i ^ Cksana^m 0). *ksana catur" Biv.
vinodontaradas tatha Bii.
b. kanduka^ BS.6. cettti £.Biv. iti om. BS.Ghan.
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sa ca sare I 1.

alapadidhruvo 'yam mata iha karune gTyate kancukakhya a.
alapanto dhruvo yo varada iti mato devatanam stutau sah I b. 

udgrahadidvikhando yadi bhavati tathalapakadih sa nando c.
gayet tarn cotsavesu sphutam atha kutuke syad vinodo 'pi tadvat

I 14191 I d.

And in the Sara: "The dhruva which has ala'pa at the beginning and is 
sung in karuna rasa is called the Kancuka. That with alapa at the end, 
sung in praise of the gods, is called Varada. That which has two 
sections in its udgraha etc., and starts with an alapa, is Nanda, which 
should be sung in festivities. Vinoda is clearly a similar form to be 
sung in kutuka (= adbhutarasa).

a. "padikaro yam £. "padir dhru° Bii. yata iha 6. mati iha Bii.
karuno ... 'kakhyah Mi. "kakhye £.Bi.Bii.8. kandukakhye BS. kuncu*
Bill! kunja* Biv. *
b. . *nto dhruvayor vara iti devatanam £ (dhruvayor varada iti
devatanam £). 'pante dhruvakhye vara* Bi. "panto dhruvokhyo Bii.
c. 'graho viddhikhamdo Mi. tathalapadih £. sanamdo ^ (*<S).
d. vinode 'pi BS. syarddhanodepi Bi.

laksanavyatikramas tu chandonurodhat I atha manthalaksanam alia I 1.
• 9 •* - • • •

sa syan manthakalaksano yadi saniav udgrahakabhogakav a. 
udgrahad dviguno 'tha sardhagunako va syad dhruvas tatra ca I 14201 I

b.
udgrahabhogayor apeksaya dhruvo dvigunamatrah sardhaikagunamatrd 2. 
vety arthah I samau samamatrkau I tad uktam harina"yakena I 3.

The change of order (in this verse) from the laksana is due to the 
requirement of metre. Now for the mantha-type. That (composition) is of 
the mantha category where the udgraha and abhoga are equal - i.e. have 
the same matras. The dhruva should be twice the value of the udgraha or 
one-and-a-half times - i.e. having twice, or one-and-a-half times the 
matras of the udgraha and the abhoga. This is thus stated by Harinayaka:

1. atha manda* tf.Mi. chando 1 nurodhenaC?) Mi.
a. mamtaka* <SJ. mandaka* Mi. yadi samad ud* BS.Mi.Bii.6. udgrahika*
BS. *kau I ud* BS. " ; kad ud' Bii. 6. Mi.
3. samau samanamatrikau JL. samanamStrkau N. S ("matrikau C).

samyam yatra tu matraya udgrahabhogayor atha I I 4211 I a. 

udaharanam aditalena mallararagena I 1.

"Vhere there is equality of matras between udgraha and abhoga, <there is 
mantha>. " An example (is now given) in Aditala and Mallararaga:
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a. samam yatra Bill, samyaksetra tu matrayam ud* Bi. atheti
p.Bi.Bii.'e.
2. aditalo ma* 63.

dvaravatTro puram anu balasamyuta uddhavasahito niyatam ayam I a. 
akrurottama saccidanandaka nirupamasamitis ti a T a re I I b.

ity udgrahah I

Udgraha: "You who go steadfastly towards DvaravatT, accompanied by 
Balarama, together with Uddhava, surpassing Akrura, 0 supreme spirit, 
whose company is peerless ..."

a. dvaravatTpuram BS.GitPrak.Mano. dvaratTm Biv. dvaravatTm pu* Mi. 
'purasamavanasamyu* £. anuvilasamyutoddhava" Mi. 'sanjuta uddha* 
GitPrak. niyatim ayam BS.
b. akrurontamanativo nanda nirugamasamiti* Mano. sacivonamdaka 
GitPrak.£ ( "nandavo <S). sacivanandaka Bii. nirupamam iti a ... £. 
nirupa samamamitas ti a . . . Bi. lirusamasamitis . . . Bii. ti a i a a 
re GitPrak.

mukunda nrpatT rajati a" I c. 
vipula bhaktitaya haricaritam hanta nikhilam anukaroti a re I I d.

iti sardhaikagunamatro dhruvah I 1.

Dhruva of 1%-times the length: "Jfukunda the king reigns! Vipula in her 
devotion mimics the deeds of Lord Hari."

c.-d.,1. om. Bi.0.
c. 'nrpatT rajatam a £ (rajyatam a £(*O). 'nrparajati a Bii.
"nrpati sa jayati a Mano. *ndanarapati ra* GitPrak (conj. Panigrahi).
•Jati a re GitPrak.
d. vipulabhakti* BS.Mano. haricaritam om.Mi. hanta likhitam anu* P
(*N. caritam sa likhitam anu* <S). hanta om. BS.

vinatanandanaketur amburuhakambucakrakarasobhT I e. 
sindhusamTpe satatam viharati krsnadasa iti gayati a^ re I I 4221 I f.

ity abhogah I 1. 
etesam salagad anyatra prayikatvam ity eke I tad uktam kaumudyam I 2.

Abhoga: "Constantly he walks beside the river, he whose banner bears the 
image of Garuda, resplendent with lotus, conch and cakra in his hands. 
This is the song of Krsnadasa. " Some say that these are (also) commonly 
found elsewhere than in the salaga types. So the KaumudT:

e.-f.,l. om. Bi.6.
2. ity esam sala* BS.Bii.6. Csam) managa^nasyatra pra° )3.
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amT uktaprabandhesu bahulyena sthitah punah I a. 
salagena yutcT ebhir vina tatsambhavo na hi I 14231 I iti b.

udaharanani tu granthantare drastavyani I maya tu 1. 
prapancabhiya noktani I nanu 2.

"Among the afore-mentioned prabandhas, these are numerous, in connection 
with the salaga; without them there is no <salaga> (?)." Examples are to 
be found elsewhere. For fear of prolixity they are not given here.

a. ami proktah pravandhesu BS.Bi. amTktah prabandhesu Biv. "hulyenapi
samsthiteih Mano.
b. ' salage niyuta Mss (niyata JN. niksata Mi). na hiti £ (*£).Bi.8 iti
era. BS.
1.-2. maya prapanca 0 Bii.Biii. "paftcabhayan no 0 Biii. ("vyani)
niyamante prapamcayati I Y. niyamat te prapamcayamti L. mayatra prapa*
Mi. Cncayati I) yany uktani tan na £ (*<$).

ukto dvikhanda udgraha ab'Hogu 'pi dvikhandakah i a, 
manthalaksmanusarena dhruvake khandakalpana" I I 4241 I b.

* • • * * • i

ity uktatvad udgrahSbhogayor dvidvikhandatmake siddhe uktodaharane 1. 
katham bahavah khanda drsyante I ucyate I 2.

Now it may be asked how it is that many khandas can be found, when the 
stated examples of udgraha and abhoga are in two khandas (only), in 
accordance with the rule, "The udgraha is in two khanda$t and so also the 
abhoga; the khanda structure in the dhruva-type follows that of the 
mantha-type composition." An answer is now given.

b. mandala* Mi. "laksananusare dhriT p. "nthalabdhanusarena Bii. 
'laksananusarena Biv.
1. *tvat ud* Mss. *khandatmakatve siddhe Bii. 'khamdarthake

_ * * * *
siddhoktodaharane £(*J).
2. katham vahavakhandah dr* BS. ucyate om. BS.e.Mi. ucyamte 0.

udgrahadTnam dvikhandatve 'pi pratikhandam avantarakhandakalpanair 1.
eva nirneyam I ato yavadbhir avantarakhandai ranjakata" bhavati 2.
tavanta eva khanda udgrahadikhande nive^anTyah I tad uktam 3.

Even though the udgraha and other sections are in two khandas, each 
khanda is itself formed of its own subdivisional khandas. Hence

* * » «

whatever the number of khandas needed for the appeal of the composition, 
that is the number of khandas which go into the (primary) khandas of 
udgraha etc. This is stated thus:

1.-2. dvikhandatvopapatikhamdakakalpanair eva nirmeyam £. 'pi prati- 
khandakalpanair eva nirneyam Bii.6.
2. nirnayah Mi. ato yavamti avamtarakhamdani ramjakani bhavamti £. 
avantarakhande raktata bhavati Mi.
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3. eva khandah, ud° ... nivesanfya BS. "dgrahadvikhamde Bii.Biv.p 
(L.corrects to: "hadi").

ekadvitricatuhkhandais talesu vividhesu ca I a. 
udgrahadeh kalpanam tu yathalalityam acaret I I 42511 iti b.

lalityam ranjakata I atha khandalaksanam I 1.

"Udgraha etc. should be constructed, as required on aesthetic grounds, 
in one, two, three or four khandas, and in various talas." Now khanda is 
(itself) defined:

a. °khande tale* BS.Bi.Bii. 'khandaih ta* Mi.
* • • • •

b. kalpanantam yatha Mi. 'cared iti J3.6. ataret Bii. om. BS.Bi.

kudukkadyekatalTnam khandah sodasamatrakah I a.
• v • •••*• *

prantah khandah caturdas'abhir matrabhir upakalpyate I I 4261 I b.

kirn catrastamamatrayain bliangt yatyatmika punah I c. 
glte bhangT visesajnair Tsadvisrantir ucyate I 142711 d.

The khanda of kudukka, adi and ekatalT is of sixteen ntatras. The end
» * *

khanda is formed of fourteen matras. The bhangT, which is a caesura, 
occurs on the eighth matra. BhahgJ is the tens used by the experts for 
a slight pause.

a. kuddakad eka* BS.Bi. kudukkad eka* 6. kudukadye* Mi.
kudukkahyeka* IT. 'talanam ^.' 'matrikah ^.BS.Mano.
b. prantah kha + nta dasabhih Mi. praptah kharodah ca° p. prantakha*
Bi.Bii.Biv. caturdasyam matrabhirupakalpyate Bi.
c. kim castadasamatrasu bhangT Mukt. kirn ca satmatrikayam va bhangT £
(kirn casatmStrikayam va bhang? L. *OC). yatyarthika Y<6>. yatyarthika L.
bhangT jayatmika Bii.
d. gTyate bhamgivisaye vibhramtir ucyate punah *. gTyate bhamgTvisaye
dvisrantir ucyate punah L. 'srahtir Tritah Bi.

khando matracaturdasabhir yatitruputayos tatha I a. 
bhangT saptanamatrSyam pranto dvadasabhih smrtah I 14281 I b.

jhampaddatalayor bandho matrabhir dasabhir bhavet I c. 
kutrapi pancadasabhir unavimsatibhih kvacit I I 4291 I d.

The khanda of yati and triputa talas is wade with fourteen matras. The 
bhangT is on the seventh, and the end has twelve (jnatras). The structure 
of Jbampa and adda talas is of ten matras, but sometimes it is of 
fifteen or nineteen.
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a. khande Mi. matras catur* Biii.
c. jhampa ubhayatalayor vamdho matrabhir bhavet B (*<$. jhapa LJN). 
jhampada* Bi. *talayo vakse + + bhir bhavet Mi. "talayor baddho Biv.

sarvatraiva hi pancamyam pancamyam bhangir Trita I a. 
khando matracaturdasabhis tale nihsarunamani I I 430 1 I b.

• • •

sasthya"m dasamyam bhangT syat pranto dvadasabhir bhavet I c. 
rupake tu dvadasabhir matrabhih kathito dalah I I 431 1 I d.

In all cases (in these two talas) the bhahgl is to be placed on each 
fifth matra. The khanda of the fala nihsaru has fourteen inatras.

_ * * *
(Here) the bhahgl is on the sixth and on the tenth, and the end-khanda 
has ten niatras. In rupaka the dala (= khanda) is of twelve matras.

a. *va hi pamcamyam bhamg'ir Y« "mcamyam pamcamya bha* L. pancamya"
pancamya Bi. pancamyam pancamT bha° Mi.
b. mamtho matra V (mato C. mamto J). matra caturdasas tale

* • • • «

nisarinamani Bi. matras catur* BS.6. talo ni * B, nihsaranatmanih 6
• • •

(nihsaranatma II <S.*L).* *_/«>_ d. tu dvadasamatrabhih J3. kathyate dalah Biv. Mi.

_ __ f — — kvapy ekadasabhih karyas tabhir evantimo dalah I a.
bhangy atra sasthamatrayam anye rupakabandhagah I 14321 I b.

tatra sangrahah I 1.

ekadvimatrikanyunah sarvesu prantakhandakah I I 4331 I iti c.

Sometimes it has eleven. The final is formed thus with eleven inatras. 
The bhahgl here is on the sixth. Others follow the structure of the 
rupaka. Here the Sangraha states: "In all <talas> the final khandas are 
one or two matras shorter. "

a. om. J3. karyas BS.Bii.6,
b. rangy atra Bii. 'yarn manye rupa* )3.Bi. "vamdhakah £.
c. ebhir dvimatri* Mi. sarve syuh praintakhamdakah B(*J). Bii. Mano.
sarve suprantakhandakah Mi. "khandakah Mukt.

•*• » • • • • •

evan£prakarena bandhe nirvyudhe ganavasat talah sampadyante I 1.
tatas talanam avrttayo bhavanti I tas ca talakalanusarena 2.
kalpanTyah I kim ca 3.

a. 
4341 I b.

matravrtta bhavanty eva talas tu nikhila api I 
mat ranibaddhakhande syus tala ganakramotthitah

Vhen the structure is fixed in this way, the talas follow the song. 
Thence arise the avrttis (periods) of the mettts. These are constructed
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in accordance with the beats (kala) of the tala. Further, all talas are 
cyclically "turned" (avrtta) by matras; talas, arising from the 
structural pattern of the song, have khandas defined by matras.

1. bandhe niseite BS. nirvuhe 6(*Biv). nirvyutam |3<*J). nirdilte Mi. 
sampadyante BS.6. 
2.,3.,a.-b. om. j3.Bi.Bii.6. 
2. talakalanu 0 BS.

harinayakas tu I

pancadika astaparas talavrttaya Tritah I a.
dhruvalaksanakasyadyakhande khande dvitTyake I I 4351 I b.

ekadvitryadhikah prokta atha syur manthalaksane I C.
saptadhika navapara udgrahe 'tha dhruve punah I I 4361 I d.

avrttayas tu talasya dasadya dvSdasantakah I iti e,

aparam ca 2.

talavrttes tathabhoge kvacin nyHnatiriktata" I I 4371 I iti f.

Harinayaka states: "The talavrttis go from five to eight in the first 
khanda of a dhruva-type composition. In the second khanda these are 
said to be one, two or three more. In the mantha-type they are eight or 
nine in the udgraha, but in the dhruva the avrttis are from ten to 
twelve. " And further, "In the abhoga the number of a~vrttis can be 
smaller or greater. "

1. om. j3,Bi.Bii.8. a.-b. om. Bi,
a. pamcadikasta* |3. pancadhika Biii.
c. ekadvitridhruvati pro" Mi. syurmanda* Mi. 'laksanah ]3 (*nah C).
d. udgrahe ca dhru" Mi.
e. talasya sakhadya dva~* ^. "ntaka iti ^.Biv. iti om. Bi.
f. tanavrttes Biv. 'tiriktake Bi. °tiriktateti Bii. °tiriktate BS.
iti om. BS.Bi.8. 'tiriktaketi ^.

param tu I 1.

falavrttes tv aniyamam vadanty anye vipascitah I I 4381 I a.

anyatrapi I 2.

avrttayas tv aniyatah kila talakanam b. 
ity eva kecid iha gftavido vadanti I 14391 I c.

But against this others say that there is no restriction of tala avrtti. 
Elsewhere again, "some experts state clearly that there is no rule 
governing the avrttis of talas.
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1, ,a.,2.,b.-c. om. Bi.8. 
1. aparanca Mi.
a. (£ here has, after param tu, some verses misplaced from pariccheda 
III concerning dance gestures (BS p. 138, vv. 479 ff.). In the middle 
of these S returns twice to the verses just before the accretion. The 
Mss return to l.,a. after this misplaced passage: ... ^ilpanatakavidhau 
iti <l> param tu) talavrtentarniyamam JN. talavrttes tarniyamam L. 
talavrte tarniyamam 9. talavrtte tarniyama va° C. talavrttes tv BS.Mi 
b. avrttaya suniyatah kila tSlakalah ]3 (*JC>, kila talananam Mano. 
c. nityeva £. ity ekecid Bii. vadanti I iti Mi.

ata evoktam I 1, 

kalabahulatalesu simhanandanakadisu I a.
• • •

avrttir eka kathita trisudgrahadikesv api I I 4401 I iti b.

ekayavrttyodgrahah I ekayavrttya dhruvah I ekayavrttyabhogas 2. 
cety arthah I 3.

Therefore it is said that in Simhanandana and other talas which have•

many kalas there is one avrtti in the udgraha and in the other two 
sections - i.e. the udgraha, the dhruva and the abhoga are formed each 
with a single "avrtti.

1..a.-b. om. Bi.9,
a. kali vahatalesu "tf (dhahatale 0 C). vahalatalesu L. kal"ah syuh

- • • J »

vahutalesu Mano. 'nandanavadisu BS,
• •

b. trisudgrahadikadisu BS. trisupodgrahikadisu LJN. 
tripudgfahAikadisv ami S (*C). "iti. om. BS.Bii.O.
2.-3. prakarsaya avrttya abhogas cety arthah ^ (*)(). ekaya 
avrttyodgrahah Mi. ekaya avrttya udgra 0 ... ekaya avr* ... BS.Bii.8.

tarhi kaumudyam simhanandanodaharane 1. 
dadhatam tarn mukha^a^inam ityadav ekaivavrttir iti 2. 
nasankanTyam I talamatranam udaharanam uktam aditalady- 3. 
uktodaharanavat I bandhasamyam aha I

One should not worry that the example "dadhatam tarn mukhasasinam ..." 
given in the Kaumudi has only one avrtti <and not three>, because this 
is (just) to give an illustration of the number of matras in the tala, 
as in the aditala and other examples. Now similarity of pattern is 
dealt with.

1. tatha hi kau* Bii.
2.-3. om. S.
2. dadhitam Bii. darsitam tarn Mi, eka evavr* Mi. *adau eka eva 
avrttir BS.<Bii.Biv> *adau ekS eka avr' £ (om. £. *JN). 'adau eka eka

• •

3. udaharanamatrayuktanam adi* P (om. <S). "nam udaharane matram uktam 
Biv. adifalav ukto* ^ (*^). aditaladyanuktodaharanavat Mi.
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kudukkadyekatalTnam yatitriputayos tatha I a.
jhampaddatalayor bandhah samavesah saraah smrtah I b.
anye rupakabandhah syur nihsarur nanyabandhagah II4411 I c.

There is similarity in structure between Kudukka, Adi and EkatalT, 
between Yati and Triputa, and between Jbampa and Adda; this agreement is 
called "sama". Others are like Rupaka, and Nihs'aru is not similar to 
any other structure.

a. kudukady* OJ. kudakkad eka* Bi. kuddukkady' Bii. kuddukkad eka°
Biv. 'talanam Bi.8.
b. jhampaduta* Biii. samarena samah smrtah B. saraadesah Bii.
c. "kabandhasyur BS.Biii. *kabandhasyu nih* Biv. nisarur B (misarur
<$). nisari na" Bi. nisarur 6. nissaru na° Mi. "nyabandhagah Mi.
"vamdhakah B. Bi.

atra na caikasmin bandhe taladvayaghatah katham sampadyata 1.
iti vacyam I talo hi ghatavis'esaniyatasainayah I 2.
ghatabhedena yadi talabheda utpadyante tada tayor apy 3.
avirodhan na kapi hanir ity etat sarvanubhavasiddham eveti 4.
sarvam samanjasam I atha talangaparibhasa I tatra cchandoratnakare I 5.

Here there should not be the objection that in a single structure there 
cannot be the beating of two falas. For tala is time punctuated by 
particular beats (ghatas); if distinctions between talas can be made by 
difference in ghata, then from the lack of (other) disagreement between 
them there comes no harm. Thus everything fits, in accordance with 
everyone's experience. Now for the notation ("terminology") of tal~ahgas. 
The Chandoratnakara states:

1. atra riatakesmin vamdhe tala* B (natakesti nrvamdhenaladva* <S). atra
* • • •

caikasmin Bii. °dvayapatah Mi. katham samgacchate iti BS.
2. talobhighatad visesa* £ ("labhighatad <S). patavisesa* Mi. visesah 
niyatasamayah BS.
3. patabhe°*Mi. yatitalabhe 0 8. Cda) ucyamte tada £ Ccyate <S). 
tadobhayor apy Mi. tada utpadyobhayor api I avi * J3.
4. avirodho na kapi BS. avarodhah 6. sarvam anubhava* Mi. 
sarvarthanubhava 0 ^.,
5. tatra chando* ... I atha talanga* ... BS.

mas trigurus trilaghus ca nakaro bha"diguruh punar adilaghur yah I a. 
jo gurumadhyagato ralamadhyah so 'ntaguruh kathito 'ntalaghus tah

I I 4421 I b.

gurur eko gakaras ca lakaro laghur ekakah I c. 
plutah pakara ity evam do drutas ca prakTrtitah I 14431 I d.

ma is 3 gurus, na is three laghus. bha has guru at the beginning, ya 
starts with laghu. ja has guru in the middle, ra has laghu in the 
middle, sa ends with guru, ta ends with laghu. The syllable ga
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indicates a single guru, and la means one laghu. pa stands for pluta, 
and da means druta.

b. om. N. so 'ntyaguruh Ghan.
d. ity eva BS. druta£ ca dah prakTrtitah BS.6.

anudruto drutas caiva laghur gurur atah param I a.
pluta^ caivam kraroenaiva talangani ca pancadha I b.
anudrutam vinanyesara samjna dalapagatmika I 14441 I c.

atha gurulaghusamjna I 1.

Anudruta, druta, laghu, guru, pluta, in that order, are the five ahgas 
of tala. Excluding anudruta, the notation for the others is da, la, pa 
and ga. Now guru and laghu (are further explained):

a. dhruvas caiva £ (*0).
b. plutas' caiva kra* BS.Mi.Bi.9. *ni tu pancadha Mi.
c. anyadrutam £ Cdrute N). samgadalagapalika ^ Cyalika <S).
samjnadvila + + tmika Mi. "nyesam dalapagatmika BS. dalagapasika Biii.

sanusvaras ca dTrghas ca visargT ca gurur bhavet I a. 
varnah sarayogapurvas ca tatha padantago 'pi va I 14451 I b.

atha laghvadTnam matradiniyamam aha I 1.

A letter which has anusvara, is long, or has visarga, is guru. So also 
is one which precedes a consonant cluster, and optionally one which 
cosies at the end of a pada. Now are given the rules concerning the 
number of matras for laghu etc.

a. satve svarais caiva dirgha vi* £ (*£. satve svaraiva dTrgha vi* J). 
visargo vagur bha* 6. visargau JN. 
b. "ntakopi va J3.

laghv ekamatram tu gurur dvimatrah a.
plutas trimatro drutam ardhamatram I b.

anudrutam tu drutardhamatram c.
• • __

virama ity asya bhavec ca iiama I 14461 I d.

Laghu is one matra, guru two, druta a half-matra. Anudruta Is half a 
druta; the name viraiOS Is given to anudruta.

a. matre tu Bi. tu om. Biii. matram ca gu* Mi. gurur dvimatram BS. 
guru" dvimatrah Biii. 'matraih Biv. guru dvimatrah Bi. 
b. trimatro hrasvardha* £(*£). 
c. *tam taddrutakadvima"tram Mi.

• *

d. om. J. bhaven naraa £.
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matrapramanam aha

pancalaghvaksarany uccaryante k"alena yavata I a, 
tavan kalas tu matreti gaditam gTtakovidaih I I 4471 I b.

athaisam vinyasaprakaram alia I 2.

Now the measure of a matra. The time it takes to pronounce five laghu 
syllables is said by the musical experts to be the length of one matra. 
Now is stated the method of notating them.

1..a.-b.:gaditam om. J. a.-b.,2. om. BS.
a. 'rani ucca* J3 (*£). talena yavata Biii.
b. sa tavan matreti Bi. tavatkalas tu £ (riavakalas C). gadito bu-
dhaih Bi.•

2. vinyasakaram 6.

tiryagrekhanudrutangam sunyakaram drutam smrtam I a.
laghur rjvalpika rekha rekhadhovakrita guruh I b.
plutam guror murdhni rekha tiryak ced daksaparsvaga I 14481 I c.

A horizontal line denotes the anudruta anga, a zero sign the druta; 
laghu is a small upright stroke, and a vertical crooked line is guru. 
Pluta is indicated by a line slanting to the right above a guru.

a. "rekhanudrtajnam Biii. "nudrutathaC?)jam Mi.
v • »

b. laghu rjva° BS.6.Ghan.Mano. laghu rujvalita Bi. laghur llaghuka 
rekha J3 (*£). laghus tv atyalpika Mi. laghurupanvita re* Bii. 
c. guror vrddhirekha J3. "parsvatah Bi. "parsvagah BS.6.LN.

etesam savadhikaghatasthanam "aha I 1.

drutasrayam tu kathitam caturangulamurchitarn I a.
laghur astangulah prokto guruh syat soda^ahgulah I b.
plutas tv astangulas canudrutah kincit karakriya I I 4491 I c.

Now is stated the placing of the beat and its duration. That which is 
sung on druta is said to be counted by four fingers, laghu by eight 
fingers, guru sixteen, pluta on eight, and anudruta is just a slight 
hand-movement.

1. etesa svaradhikagha 0 £.
a. taducchrayam tat kathitam Mi. "murcchitam LJ. "mucchritam
N. Bi.Bii.Biii. 'ranguchitam 0 (second time "ramgulatuchitam).
c. plutangulas caturvimsas' canukincit karakriya Bi. e tas tryastangu*
VaisSS.
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athaisam dharanaprakaram alia

sasabdam sabdahTnam ca talasya dharanam dvidha I a. 
uccairghatah sasabdah syad eka eva laghau param I 14501 I b.

Now their dharana (method of accentuation). The dharana of the tala is• •

of two kinds, sounding and unsounding. There should be a single sounded 
loud stroke on a laghu.

1. tathai* Biv. "sam dharanam aha £. dharanapra* Biv.
a. sasavdahfnam talasya dharanam tu bhavet visa" fl. dharanam dvidha
Bii. laghoh param BS. Bi. 6. Mi. J3. "

gurau ghStadvayam proktam eko nadah paro 'svanah I a. 
so ' py urdhvam yati ca laghor ardhanada drutahatih I 14511 I b.

On a guru a pair of strokes is ordained, one sounded and the second 
unsounded, this second going upwards. The stroke for a druta has half 
the sound of a laghu.

a. guror ghata* ^. guro gha* Biii. parah svarah y (svanah C). 
b. so *py arddham yati ca BS.Biv. so 'py ardham yati Biii. so hy 
urddham yati Bii. so py urddham N, laghor urddhvanada J. laghor 
urddhvam nada 0. urddhanada CLN.

plute ghatah sasabdah syad eko ghatadvayam tatah I a. 
tan nihsabdam eka iTrdhvam prapated aparas tv adhah I 14521 I b.

On a pluta there is one sounded stroke followed by two unsounded,' one of 
these goes upwards, the other down.

a. sasabda syad Bi.Bii.Biv. ghatas' ca sadyah syad Mi. tatas ca
nihsa 0 p. • r f
b. tan na sabdam Biii. prayated 6. aparah (tv adhah om. ) £. aparah 
sudhTh Mi. aparat sadhah Bi.

tatrayam prakarah I caturangulam sahkum bhumau nikhanya 1.
tacchikhaparyantam karam uttolya patane tatsamakalena drutaghatah I 2.
evam laghav api I gurau tu sodasangulatmakam ghatam 3.
astSngulataya dvidha vibhajya tanmUle 'stangulasammitataya ghatam 4.
dattva tadavadhiko ' svano ghatas taduparideya^ I 5.

This is the method: first plant a stake in the ground, four fingers in 
height, and raise the hand to the tip of it. The time it takes for the 
hand to fall is equivalent to one druta beat. So also is the case of 
the laghu. But for a guru a slxteen-angula beat is divided into elght- 
angula parts,- an eight-ahgula beat is given at the base, and the second 
is given unsounded above the first.
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1. sahkabhumau BS. samkubhumau |3.Bii. "ngulasahkum Mi. *ngulam 
sasankubhumau Biv.
2. tatsi* £. *ryantam kamuktolpapatane Mi, patane J3.
3. eva laghvav api BS. evam laghavo pi £. 'ngularthakam J3UC). 
'atmakam pada + sta* Mi.
4. astastangulataya Mi.jS. astangulayor dvidha Biv. tanmule 
sammitataya 6(*Biv). tanmulasammitataya Bii.
5. °ko svano £. ghatas tuparideyah

ghatakaradarsanamatram kartavyam ity arthah I evara plute 'pi 1.
caturvimsangulani tridha vibhajya ghata deyah I 2.
atra sasabdanihsabdata talagKate hastakavisesa harinayakadav 3.
anusandheyah I drutader ghatah kutra deya ity arthah I 4.

The weaning is that only the appearance of a beat should be shown <in 
the second}. Similarly in a pluta the beats are given by dividing 
twenty-four angulas in three. Now are explained the presence and 
absence of sound (in the beat). The particular movements for the tala 
beat can be examined in Harinayaka's and other works; that is where the 
beats for druta etc. are given.

1. gKatakara* Mano. pluto pi L. evam stuto pi Y-
2. *ngulena tridha Mano.
3. tatra Biv. 'nihsavdatalapate hastakavisesat ha* p.
4. anumeyah Mano. ity aha BS.

drute laghau guror mule plutamule sasabdakam I a. 
nihsabdam tu guror murdhni plutamurdhni dvivarakam II4531 I iti b.

atha sudahgatalan aha I yatah 1.

"A sounded beat is given on druta, on laghu and at the base (start) of
guru and pluta. An unsounded beat comes at the "high point" of guru,
and two at the high point of a pluta. " Now the sudahgata'las, for

a. druter la* BS. guror mule sasavdakam £(*£).
b. tu guror mulat plutamurdhni dvi* £ (*t stutam murdhni £). iti om.
BS.
3. atha subhahgan aha Mi. *talam aha Bii. sudatalam aha Biv. yatih
Biii.

vina" talena gTtafter gatisuddhir na jayate I a.
karnadharam vina riava ivatas tan pracaksmahe I b.
tatracaryais talasabde vyutpattir bahudhodita I I 4541 I c.

tatra harinayakah I 1.

- 123-



pariccheda 1

Without tala there can be no clarity of movement in song etc.; it would 
be like a ship without a helsman. That is why they (the talas) are 
dealt with here. The masters give various etymologies of the word fala. 
So Harinayaka says:

a. tanena £. grtadyaih ga* Mi. gTtasuddhir Ghan. Mano. gatih su* Bi.
b. iva tatra pra* Bi.
c. bahudherita Mi. vahutaradharifah J3 (L. corrects in margin to
' radar s'itah. *<$).

samayasya samatvena ranjakatvena cadhikam I a. 
talayaty eva samgTtam yat tat talo nigadyate I 14551 I b.

talayati pratisthapayati I talapratisthayam dHatuh I 1.

That is called tala which fixes (t&l&yati) - i.e. establishes - the 
music with regularity in time and thereby increases its charm. The root 
is used in the sense of 'establishment'.

a. *tvena na raktatvena Mi. *na vyanjakatvena cadhi* VaisSSCp.103).
b. *ty esa £.Bii.VaisSSCp.103). 'layity esa Bi. nigadyate iti Mi.
yat tu tala vinadyate Biii, talo bhigacchate 6. yah sa talo ni* VaisSS
1. tala iti prati* Mi. 'sthayam dhvantah Mi. talapratistha* VaisSS.

sare tu I 1.

takara Tso girija lakaras a.
talas tat ah syacchivas'aktiyog'at I b.

tales tu dhator ghani veha talas c.
talo 'thava syat talayos tu yogat I I 45611 d.

But in the Sara is stated: ta means Isa and la is ParvatT; hence tala 
comes through the union of Siva and Sakti. Otherwise tala is a vrddhi 
formation from the root tal, or again tala comes from the joining of the 
two palms (tala).

a. akara T* Mi. atrakara T* £.
b. talastutah Bi.
c. talais tu Mi.

ratnamalayam I 1.

takarah sarajanma syad akaro visnur ucyate I a. 
lakaro marutah proktas tale deva vasanty ami I 14571 I b.

And in the Ratnamala: ta is Kartikeya, a is Visnu, and la is Maruta. 
These deities dwell in tala.
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a. takaro rangajanma Mi. sarajanma syad Bii 
b. proktas tale vasamty amT sada £.

vacaspatis tu I 1.

hastanguliprasaranakuncanadikriya hi ya I a. 
taya kalasya manain yat sa tala iha kathyate I 14581 I b.

sthitesv apy anyatalesu prabandhahgataya punah I c. 
adyadyekadasanam ca talanam laksanam bruve I 14591 I d.

And VScaspati says: "That measurement of time which is made with various 
gestures such as extending and contracting the fingers is called tala." 
Though there are other talas, nevertheless I now describe the eleven 
talas starting with adi because they are ahgas of the prabandha.

1. om. £.
a. prasaranat kunca* Mi. prasarana'nkucanadi* BS. prasaranSt
krsnadikriyH L. prasaranat krsnanadTkriya y (*C). prasaranilcuncanadi°
Bi. prasaranahkuncanadi* 8 Cnkucyanadi* Biv).
b. iti kathyate Bi.
c.-d. om. Bi.
c. sthitam tesv apy anya* Biv. sthitam tasya py anyatalesu Biii.
d. laksanam dhruve £.Mi. drute 6. bruve I tatra adih BS.

adir ekena laghuna raso 'yam kaiscid ucyate I I 4601 I a.

talanam dhruvalaksanadikam uktam I 1.
jaya suranayaka vanchitadayaka iti I samprati gayakaparamparaya 2.
saviramavilambitalayadrutatrayenaditalasyavrttidvayam geTyanti I 3.

Adi has a single laghu. Some call this Rasa. The classification into 
dhruva <and mantha> etc. of the talas has been given above. <An example 
of adi tala ls:> jaya sura* . . . ("Victory to you, 0 leader of gods, 
granter of desires. . ,"). It is the tradition among singers nowadays to 
sing two avrttis of adi tala with three drutas with virama in vilambita 
lay a.

a. vaso yam £.
1. tat dhruvalaksa* £,
3. 'lambitalayabhutam tatra yenaditala* J3(*J). 'drutatrayenavrttidva*
Mi. 'dvayam I gayamti na sa tat . . . (see following) <SJL. gayanti om.
N.

tat kutrapi na vilokyate I aham punar manye drutacatustayena 1.
laghudvayam bhavatl I talavrttidvayam caturdrutani vibhajyaikam 2,
visramya talavrttidvayam samarthayanti I atha yatih I 3,
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This is not found anywhere <ln the treatlses>* / myself think that it is 
a pair of laghus made by four drutas. By dividing two "avrttis into 
four drutas and resting on one, this is how the two "avrttis are 
recommended to be made <by those who know>. Now yati.

1.-3. ( -> dvayam) om. N.
1. (na sa tat) kutrapi vilokyate £. navalokyate BS. navilokyate Bii. 
ayam punar £.
2. 'vibhajya ekam Mss. <*Biv.Mi).

laghudvandvad drutadvandvam yatir ity ucyate budhaih I a. 
sa catra dvividha prokta* suddha satriputantara I I 4611 I b.

triputas talaviseso 'ntare padamadhye yasyah I ayam gltamadhye 1.
na pravisati I tatra suddha yatha I 2.
jaya jaya narakanasana dustasamcayavihitasasana re I I 3.

The wise say that yati is (constructed of) two drutas after two laghus. 
It is of two kinds, suddha (pure) and satriputantara, which means that 
which has a triputa, a particular tala, amidst its verses. This does 
not enter the <part of> the song <which has meaningful words>. The 
suddha type is as follows: jaya Jaya . . . (''Victory to you, destroyer of 
Naraka, you who have imposed your rule over multitudes of wicked men. ")

a. laghur hy arthad druta* Mi. drutadvandvad yati Biii. 'dvandva yati
Biv.
b. sa catra BS. sa tatra Mi. *ddha ca triputa* Bii.
1. triputatalavisesa" 'ntare Mi. triputas £ (*£).

triputantara yatha I asmadgurukaviratnapurusottamamisranain 1. 
ramacandrodayaprabandhe I 2.

naumi kausikayagahimsakatadakasuranasakam I a.
triputah I sa ssa ri ga ma ri ga ma pa dha pa ma b.
pa ni dha ni ssa sa ssa sa I c.
dandakantaracarimuniparidevaraksasanasakam I d.* * / if * / yatih I saradambujamanjumukham akhilamaresvaravanditam I e.
ta tta tha ri kuku dimiki jhem krina thongi nangita ta tta ta I f.
at ha yatih I
pramadabhara paripuritantara varijasanavanditam I I 4621 I g.

An example of the triputantara, in the Ramacandrodaya prabandha of my 
teacher Kaviratna Purusottamamisra: naumi kausika' ... ("I praise you, 
the destroyer of the demon Tadaka who upset the Kausika sacrifice. . .you 
who destroyed the demons that caused the munis of the Dandaka forest to 
lament, you whose face is lovely as a (yellow) autumnal lotus, who are 
praised by the other gods. . . who are praised by the lotus-throned 
(Brahma), 0 brlnger of joy, 0 fulfiller of desires!"
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1, sa 4- ri ga ma pa dha pa ma pa ni dlia ni sa sa sa ssa I I atha yatih
triputantarayah asmad ... Mi. *gurukrtacaritramitranam B.
•kaviratnamisVanam Bii.6. ramacandrodaya (ramabhyudaya) pra* BS.
a. 'asuram asevyam 0. *kagatatadakasurabhasatyam C.
b.-c. (For variants in notation see supplementary notes. Text gives
version of <oc> . )
d. 'kamtakacari JS.Bii. 'kantacarimuni * Bi. 'kantaraparimunipari* Mi.
'kantikacabhTrimuni* 6. paridevara" Bi. paradevi* Biv.Ghan. paridevi*
BS.Mi.Bii. Biii, "raksasasasakam £.Ghan. *sakam Mi. 'nasanam Bi.
e.-f. om. <S.
e. akhilam ivesvaranamdi* B. "tarn I triputah Mi.Ghan.
f. (For variants in the pata notation see supplementary notes. The
version in text is derived from readings in all Mss. )
g. atha om. 6. "ntarasvarijasana 0. puvitam tassarijasana* C.

atha nihsaruh I 1.
• *

saviramadrutadvandvan nihsarau tu laghudvayam I I 4631 I yatha I a. 

kamaladhava kesava murahara mam ava bhavavandita re I I 4641 I b.

atra sadlaghvaksaroccaranakalo matreti kecit I atra drutadvandval 1. 
laghudvandvam iti gTtaprakasakarah I 2.

Nibsaru: In nibsaru there are two laghus after two drutas with virama. 
An example is: kamaladhava ,.. ("Lord of Kamala, Kesava, killer of Mura, 
you who are praised by Siva, protect me!") Some say that a matra here 
is the time it takes to pronounce six light syllables. The author of 
the Gitaprak'asa says it is two drutas followed by two laghus.

a. nissaro 'ntalaghudvayam Mi. *sarau ta laghudvayara Bi. yatha om.
BS.
b. mam ava namdita N.
1. atra ghatalavdham(?) dhruvocca" £. atra pancalaghvaksaro* Bi.

I atra drutadvamdvantal laghudva* £. I atra laghudvandvat laghu* 
Biii. *dvandv3d la* all other Mss.

kintu saviramatvam drutadvandvasya bahusammatam I anubhavenapi 1. 
tathaiva pratTyate I tatha sati kudukkatalenaikyam iti eel layavasena 2. 
bhinnatvam boddhavyam I sadvidhasya nihsaror ayam vaikundanama 3. 
nihsarur iti harinayakah I athaddatalah I 4.* i/ » » • •

But it is widely accepted that the two drutas have a virama, and this 
also accords with our experience. The objection that, if this is so 
(i.e. if the Gitaprakasa is correct), it thereby becomes the same as 
kudukka can be met; for the difference is made plain by virtue of the 
laya (tempo). Harlnayaka says that this one of the six types of nihsaru 
is the Vaikunda variety. Now addatala:

1. drutasarasya(?) Mi. drutadvayasya £,Bii.
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2. atha sati 0. sati om. Biii. cet laya* Mss. laghuvas'ena Bill,
3. vaikumthanaroa 6.«• '
4. nisarur BS. nissa* Mi. nihsarakam iti Y<*N). 'sarakam iti L, 
athada* Biii.

sadvidho 'ddas tatra sahkusilau khyatau bravTmi tau I a. . • »• /*
laghor drutadvayena syac chankuh srngaravlrayoh I b. 
sante silo viramantadrutadvandval laghur matah I I 4651 I c.

Adda has six varieties. Those that are well known, namely sahku and j» • / x _ ' j
sTla are given here. Sanku, sung in srngara and vTra rasas, consists of 
two drutas after a laghu. STla, sung in Santa rasa, is one laghu after 
two drutas with a virama after them.

a. om. Bi. 'dho adas £. 'vidhodutalah I tatra Biii. "vidho ddatalah/ v • y * ... 
I tatra Biv. 'samkusriakliyatau ^. 'sTlakhyau tau bravimi te Mi.
b. lagho dru* BS.Bi.Biii. 6. syat sa* Mss.
c. saste ^. satke Mi. viramanto Bi. silo viramanto drudvandva laghur 
Bii. viramante dru* p. drutadvyarthal laghur matah Mi. (From here on J3 
regularly has krta or krata for druta. )

yatha I 1. 

yadumane kuru krpam mayi mayTsvara sada" I 14661 I a.

idam dvayor apy udaharanam I kintu sllanamaddatalasya 2.
rupakenaikyapatal layavasena bhinnatvam jneyam I asyaivotkalesu 3.
doadamana iti prasiddhih I atha triputah I 4.

As in : yadumane . . . ("Jewel of the Yadus, have pity on me always, 0 
lord. ") This is an example of both kinds. The sTla addatala is to be 
distinguished by virtue of the laya from rupaka. This is known in 
Utkala as Doadamana. Now triputa:

a. yadumato Mi. kuru krpamayTsvara sada BS.*. krp"am api mayTsvara L. 
krpa mayi mayT* Mi.Bi.Bii.Mukt. mayi mayTsvara Biii. krpayTsvara Biv.
2. idam tayor apy £. sTlakSkhyakalasya ^. kirn a^TlanSma* Mi.
3. rupyake* 0. jhampakenaikya* LJN.Mi. patat la* all Mss. except Mi.
4. duada 0 Bii. 'maneti pra* 0. doabhamana Y (dohabha' C). doabha- 
mana L. doabhimana Mi.

drutatrayam viramantam triputah parikTrtitah I I 4671 I a.

yatha I 1.

nTla bhudhara nayaka tvayi vasatu mamakamanasam I I 4681 I b.

atha rupakam I 2.
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rupakam tu viramantadrutadvandvam udahrtam I 14691 I c.

yatha I 3.

nandatanaya sundaramukha nandaya haravandya mam I I 4701 I d.

Triputa consists of three drutas followed by a virama. As in: 
nTlabhu'. . . ("0 dark lord, earth-bearer, may my mind dwell in you!") 
now rupaka: rupaka is two drutas followed by a virama. As in: 
nandatanaya . . . ("You of the family of Nanda, beauteous one, praised by 
Hara, bring me joy!")

a. drutadvayam £. drutatrisu(?) Mi.
b. "nayaka iti vasanta samakamanasam Mi.
c. drutadvyardham (?) ud§* Mi. °mantam druta* BS. Bii. 6.Mi. £.
d. 'rnukha mallaya haramty amT J3. "ndaramukhanayana hara* Mukt.

atha jhampakah I 1.

jhampako lo drutadvandvat saviramad itTtare II471M a.

yatha I 2.

laksmTsa cakradhara mam pahi vibudhavara I I 47211 b.

saviramam evatranubhuyata iti gTtaprakasakarah I atha manthakah I 2.

Jhampaka is a laghu after two drutas. Some say that the drutas have 
virama. As in: laksmTsa ... ("Lord of Laksmi, bearer of the cakra, 
greatest of the gods, protect me. ") The Gltaprakasa author says that 
here it is the form with virama that is used.

a. drutadvardhat(?) Mi.
b. om. Mi. vivudhavira 6.
2. evatranu* BS. mandakah SJN.Mi.

saganan laghavo 'sabdas catvaro manthake punah I I 4731 I a.

asabdah sabdarahitah I yatha" I 1.

nTlacalanilayadeva pahi vibudhavihitaseva I I 4741 I b.

athaikatalT I 2.

drutenaikenaikatalT sa tridhia pariklrtita I c. 
vipula candrika rama tatrapi vipulocyate I I 4751 I d.

In manthaka there are four unsounded laghus after "sa", e.g. nTlacala* 
••• ("0 god of the dark mountain, protect me, you whose worship is 
performed by the gods themselves. ") EkatalT, which is formed with a
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single druta, Is of three varieties, vipula, candrika and rama. Vipula 
is the one that is described here.

a. salalla laghavo £. sagana laghavo Bi.Biii. laghavo ma ca catvaro
Mi. °ke smrtah Mi.Ghan. *ke matah Mukt.
b. 'nilayad eva sahi £. vividhahitaseva Bi.
d. vipulesyate Mi.

dhruvamatrena bhinnatvan nokte atra tathottare I a. 
alapapurvakodgraha vipulanandadayinT I I 4761 I b.

alapam gTtva" tatrodgraham gayed ity arthah I ata evaikatalTtah purvam 1. 
alapaganam etanmulakam eva 'I 2.

The other two are not mentioned, being distinguished only by the dhruva. 
Vipula, which gives great pleasure, has udgraha with preceding alapa - 
i.e. alapa Is sung, then the udgraha. Because of this norm, an EkatalT 
is preceded by the singing of an a~lapa.

b. 'purvikod* BS.Bi.Bii.Mi.
1. gltva udgra* BS. gTtvatra udgra* £. tatra udgra 0 Bii.6. ata eva
eka* Mss.

govardhanadhara mam ava murahara I 1.

matantare tathocyete kudukkopaddatalakau I b« 
drutadvandval laghudvandvam kudukkah pariklrtitah II4771 I c.

<An example is:> govardhana' ... ("Protect me, 0 destroyer of Mura, you 
who lifted the mount Govardhana. ") Others consider kudukka and upadda 
to be thus. Kudukka is <commonly> said to have two lagbus after two 
drutas.

b. kuddako' BS. 'padutala* Biii. 'padratala* Bii. 
c. layadvandvam BS. kuddakah BS.

nanu nihsaror nirviramapaksa aikyam apatitam iti eel layavasad 1.
bhinnam veditavyam I yatha nllacaladhava mam ava madhava I 2.
asya prayasah ksudragTtesv eva prayogo drsyata iti gTtaprakasakarah I 3.
kintu sangltakaumudyam dhannaslprabandha esa datto vartate I 4.

It may be suggested that this is Indistinguishable from nlhsaru without 
vlrama. But the difference may be known by virtue of the laya. For 
example: rillacala' ... According to the author of the GTtaprakasa the 
use of It <l.e. kudukka> Is as a rule found In ksudragTtas alone. But 
in the SangltakaumudT It is found in a prabandha in DhannasT raga <i.e. 
not a ksudra g1ta>.
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1. 'ror avirama* Bii. "pakse aikyam Mss.
2. 'lacaladhara J3. madhava mam ava Bi. mamava mamava BS.0.M1.LN. 
mabhava mabhava 6. mamava mabhava J.
3. asya prasatyam gTtesv eva $ (*£). drsyate iti BS.Biii. prayogo 
trapyucyatata iti p.
4. kintu gTtakau* BS.9. dhanasT £.6. pravamdhe eva J3 (*£). dato va 
BS.

dhavalakalevaram asitanicolam itya~di I ayam eva sarimana iti 1.
laukikT prasiddhir utkalesu I amum eva paditalam kathayantTti 2.
gltaprakasakarah I tat talanisnatair vivecanTyam I upaddam a"ha I 3.

upaddatala ekena drutena parikTrtitah I a. 

yatha I namah kamalanabha te I layavasad ekatalTto bhinnah I 4.

evam tu navabhih sudah kvacid ekadasair api I 14781 I b. • . . • •>•

(That prabandha) starts: dbavalakalevaram . . . This is popularly called 
sarinana in Utkala. The author of the GTtaprakasa tells us that it is 
also known as paditala. That can be distinguished by the experts in 
tala. Now upadda. Upadda is made of one druta, as in: namah kamala*

This is distinguished from ekatalT by virtue of the laya. Thus is 
suda composed of nine ta~lasf and sometimes of eleven.

1. asitani* BS.Bi.6. *vicolam Bii. sarimala Biv. savisamana iti JN<S 
(savisavisamana C). savira"mana iti L.
2. laukikat pra* ^. patitalam Mi. 'yanti iti BS. upSdum Biii. 
a. °adu* Biii. °talam ... "kirtitam Ghan.•

4. te navarasad eke* ^. °to bhinnam p.Mi.Biii.Ghan. 
b. evam ca Mi.

anayor udaharanam sangTtakaumudrgTtaprakasadau drastavyam I 1.
maya tu prapancabhayan na likhitam I 2.

talah prayoganarha ye noktas caikasatam budhaih I a.
te 'py atra tadvidam prTtyai likhyante laksyalaksanaih I I 4791 I b.

Examples of both of these are to be found in such works as the KaumudT 
and the GTtaprak'asa. For fear of prolixity they are not given here. The 
101 talas which are not mentioned by the wise, because they are not 
suitable for performance, are given here by name and definition, for the 
delight of conoscenti.

2. 'bhiya na li* Mi.
a. taiapra* Ghan. caikam satam BS.Bi. nokta naikam sa* 6. ye prokta
naikasatam Bii.
b. vTksya laksa* BS. laksmalaksa* L6. "khyante ca salaksanaih Ghan.
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cancatputas cacaputah satpitaputrakas tatha I a. 
sampakvestaka udghatta aditalas ca darpanah I I 4801 I b.

carcarT simhalTlas ca kandarpah simhavikramah I c.
y __ ^ * __ . *• • • •

srTrango rangalTlas ca rangatalah parikramah I I 4811 I d. 

Cancatputa, ...

b. om. Bi. samparkair astakah prokta adi * £. samparkestaka ud*
Mi. Mukt. *parkvesuka 6. sampakvestaka BS.
c.-d. om. Bi.
d. srTvasa vamgalTlas £. "talaparikramah BS.Biii,

pratyango gajalTlas ca tribhinno vTravikramah I a. 
hamsalTlo varnalTlo rajacu~da"manis tatha" I I 4821 I b.

rangodyoto rajatalah simhavikrTditas tatKa I c. 
vanamall varnatalo misro rangapradlpakah I I 4831 I d.

a.-c. om.Bi.
a. pratyamgajas ca ITlas ca 0. *bhinna LJN.
b. varnallno LJN. varnallla Biii. ragacuda* Mi.
c. vamgodyo* ^. rangadyoto Mukt. rajatalyah p.
d. vamgapradlpa" ^. bhahgah pradTpakah Mukt.

hamsanadah simhanado mallikamodasamjnakah I a. 
tatah s'arabhalTlad ca rahgabharana eva ca I I 4841 I b.

tatas turagalTlas ca tasmac ca simhanandanah I c. 
JayasYlr vijayanandah pratitalo dvitTyakah I I 4851 I d.

a. *nada simha* 0. b. sarabha* ^.
• ^

c. tu ragalTlas p. tarangalllas Mi. 
d. *srT vija* p.

makarandah kTrtitalo vijayo jayamangalah I a. 
rajavidyadharo mantho jayatalah sudurbalah II4861 I b.

tato nihsarukah krTda tribhangah kokilapriyah I c. 
srTkanto bindumalT ca samatalas ca nandanah I I 4871 I d.

•

udTksano manthika ca dhehkika varnamanthika I e.
• » • • • • • •

abhinando ' ntarakrTda laghutalas ca dlpakah I I 48811 f.

a. 'ramdakTrti* p. kTditaio Mi. vijaya Bi. 
b. mando Mi. suduratah ^.

* * •

c. tat a" p. 'saraka kridS ^.
d. 'talis ca nanda* BS.'
e. mandika Mi. mamthita LN. mamtita J. tenkika Bii. te saka Mi.

* * • t • • ,—

kirana varnamamthika P (*OJ). varnamandika Mi.
f. abhinartho 'ntyakrfda Mi. lamvutalas ^. dTpanah Biv.
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anangatalo visamo nandT kundamukundakau I a. 
ekatalT ca kankalas catustalas ca khunkhudT I 14891 I b.*

abhango rajajhankaras tathaiva laghusekharah I c. 
pratapa^ekharas canyo gajajhampas caturmukhah I I 4901 I d.

a. talamgatalo visama na* J3. vigatamanandF Bi.
b. *talf ca kanta ca catu* Mi. khupudT Bii. khurakhurT Mi. khunkudih
BS.Biii. khunkudah Biv. khukhudah Bi.' / • • _ / • •
d. gajavapyas £. rajajhampas Mi.

jhankarah pratimanthas ca tatha talas trtTyakah I a. 
tasraad upari vijneyo vasanto lalitah sivah I I 4911 I b.

karasakha ca sattalo vardhano varnayatis tatha I c. 
ra janarayanas tasmad vidvadbbih parikTrtitah I I 4921 I d.

a. 'mandas ca Mi. talatrtTyakah Bi.Biii.Mukt. taladvitTyakah Bii. 
c. 'sakha patatalo Bi. ca pattalo Bii. 6. ca patalo 6. vardho varna*
B. vardhano varnitas tatha Bi. vardhano varnadas tatha Mi.Mukt. ' • •
vardhano (vakso) varna (yati) statha BS. 
d. raja narayanas Bi.Biii.

nadanas caiva vijneyah parvatTlocanas tatha I a. 
tatah sarangatalah syat tatah srrnandivardhanah I I 4931 I b.

Ilia vilokitas canyo lalitapriya eva ca I c. 
janakas caiva laksmTso ragavardhanasamjnakah I I 4941 I d.

a. *tTrocanas BS. *tTrocanT tatha" Bi .
b. sarangata* ^.Mi. sarangakalah Bii. "nandavardhanah Bi.Mukt.
c. ITlavalo* Mukt.
d. caiva laksano P<*C. laksano J). rajavandhana* Biv. raga (r'aja)
vardha* BS. rajavardha* Mukt.

utsavas ceti talanam ekenaivadhikam satam I a.•

esam uktakramenaiva kalavinyasa ucyate I 14951 I b.

cancatpute taplutau ca bhagau cacapute smrtau I c. 
palaga galapas caiva satpitaputrake matah I I 4961 I d.

. . . Now in the same order their arrangements of beats are given. 
Cancatputa: ta and pluta (S S I £). Cacaputa: bha and guru (SI IS). 
Satpitaputraka: pluta, laghu, guru, guru, laghu, pluta (SI S S I S).

a. caiva talanam Bi. ekenaikadhikam ^.
c. caficatpute ca plutau BS.Bi.G.Mi. *pute tra tau <£L. °pute tra jnau
JN. Ctau) ca^na bhagau ca* £ (ca guna bhagau ca"* S) .
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gatrayam syat plutadyantara sampakvestakanamani I a. 
tale gatrayam udghatte adau tu laghur ekakah I I 4971 I b.

raso 'yam ucyate kais'cid darpane dadvayad guruh I c. 
ekantaraviramadhyais carcarT sodasadrutaih I 14981 I d.

Sampakvestaka: 3 gurus preceded and ended by pluta (S S S S S ). 
Udghatta: 3 gurus with one laghu at the start (f.S S S ). Adi: one laghu 
( I ). Some authorities call this rasa. Darpana: gu. after 2 drs. 
(0 0 I). CarcarT: 16 drs. t every second one with virama (0000000
bobodooob)

a. patrayam Bi. sampakvestaka* BS.
b. tale patrayam Mi.
c. darpane dvayain guru Bi. darpane datyaya guruya guruh £(*<$).
d. ekantara vi* BS.Biv.

lo do dau lah simhalTle kandarpe dau laghu guruh I a. 
gurutrayal lapagalaplutah syat simhavikramah I I 4991 I b.

SiinbalTla: la. dr. 2 drs. la. (I 0001). Kandarpa: 2 drs. 2 las. gu. 
(O'o I I S). Sinhavikrama: 3 gus. la. plu. gu. la. plu. (S S S I § S I S).

a. sa lo da dau £(*C). no do Ghan. dau la dau lah Mukt. lo dadau dah 
Bi. kamdarpo ^. dvau laghuguru JL. dvau laghu guru S (guru C), dvau 
laghu gurus tai(?) N. kandarpendrau laghur guruh Mi. dau laghu" guruh 
Ghan.

salau plutau ca srirangah rangallle ca lau guru I a. 
rangatale drutau gas ca dvau drutau mah parikrame I I 5001 I b.

pratyangasamjnake tale maganat syal laghudvayam I c. 
gajallle viramantam jneyam laghucatustayam I 15011 I d.

SrJrahga: sa and laghu, 2 plus. (I I SI ^ S ). RahgalTla: 2 last 2 gus. 
(I I S S). Rangatala: 2 drs. , gu. (0 0 S). Parikrama: 2 drs. t ma. (00 
S S S). Pratyanga: wa, 2 las. (S S S I I). GajalTLa: 4 las., ending 
with virama (I I I 1) (?).

a.-b. om. S.
a. salau galaplutau ca Biii. samau da ptau ca J3. lau guru Bi.
b. taramgatale ka tau gah JN. taramgatilaka tau gah L. dau drtau mah
Biii. dau drutau mah Bi. sau kratau mah J3.
c. maganah syal BS.Bii. magana 9. maganau Bi.
d. rajailie BS.Mi.Bi.Bii.6.0." viramante'e<*Biii. ).

tale tribhinne lagada lo dau go vTravikrame I a. 
viramidau hamsallle varnallle tu dau lagau I I 5021 I b.
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raj acudamanau tale drutau las ca drutau lagau I c. 
rangodyote mo lapau ca rajni gau dau gurur lapau I 15031 I d.

rajni rajatale I 1.

Tribhinna: la. gu. dm. (I SO). VTravikrama: la. 2 drs. gu. 
(I 0 0 S). Hamsallla: 2 drs. with virSma (0 0). VarnalTla: 2 drs. la. 
gu. (0 0 I S). Rajacudamani: 2 drs. la. 2 drs. la. gu. (0 0 I 0 0 I S). 
Pahgodyota: ma. la. plu. (S S S I S). Raja: 2 gus. gu. la. plu. (S S 0 
0 S I S)

a. lagadab all Mss. except Bi. ladau go BS. lau dau Bii.Ghan.
b. viramilau BS.Biv. "ramilo Mi. viramalo Bi. viraminau £. tu dvau
lagbu £.
d. rangadyote BS. Bi. Bii.9.Mi.Mukt.Ghan. vamgodomto 6. vamgodote JL.
vamgodeti N. ma lagau ca BS.<Biv.> mo lagau ca Bi.Bii.<Biii.> dau guru
lapau BS.<Biv. > gurur lagau Mi.

lalapS go lagau las' ca simbavikr'ldite lagau I a. 
caturdrutani lo dau ca gurub syad vanamalini I 15041 I b.

varnatale galau dau gab misVatale dalau gapau i c. 
rangapradTpe tagapab bamsanade lapau dau pah I I 5051 I d.

SimhavikrJdlta: la. la. plu. la. gu. la. la. gu. (I I S I S I I S). 
Vanamalin:'4 drs. la. 2 drs. gu. (0000100 S). Varnatala: gu. la. 
2 drs. gu. (SI 0 0 S). Ni^ratala: dr. la. gu. plu. (0 / S S). Rahga- 
pradipa: ta, gu. plu. (S S I S S). Hamsanada: la. plu. 2 drs. plu. 
(I S 0 0 &).

a. lalapa galagau J3(*N).
b. Cni) no dvau ca fl. "malinT J.
d. "nade lagau dau gab BS. °nade gade dagau Bi. lapau dapau Mukt.

latau gab simhanade syal lau dau dau mallikadike I a. 
la^ ca da^ ca lagbu syStam tale sarabbalTlake I 15061 I b.

tal lapau rangabbarane dau las turagalTlake I c.

ayam eva bayalTla ucyata iti kecit <l> tan na I 1.

hayalTlo viramantadrutadvandvad drutadvayam I I 5071 I d«

iti harinayakoktes tllantaram I 2.

Slmhanada: la. ta. f gu. (I S S I S). Nalllkadika: la. 2 drs. 2 drs. 
(I I 0 0 0 0 ). Sarabhairia:^ la. dr. 2 las. (I 01 I). Rahgabharana: 
la.,plu. after ta. (S S I I S)). turagalTla: 2 drs. la. (0 0 I). Some 
say that this Is the same as HayalTla, but this is not the case. 
HayalTla, according to HarinSyaka, is different: 2 drs. with vlrama, 2 
drs. (d d 0 0).
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b. da^ ca laghu sya* Ghan. c. ta lapau Bi.
1. om. Mukt. ucyate iti BS.Biv.SLN. tan na om. Ghan. kecit tatra
hi J. d. viramantadrutadvayam iti Mi. viramantam druta* Bi.
2. om. Ghan.Mukt. taTanamrtaram £.

gurudvayaro lah pluto lo gurur dau tah pluto laghuh I a. 
pluto gurur lau nih^abdas caturlah simhanandane I I 5081 I b.

jo lagau vijayasrTr vijayanande laghur yagau I c. 
lau drutau pratitale ca drutau la£ ca dvitTyake I 1 5091 I d.

Siiahanandana : 2 gus, la. plu. la. gu. 2 drs. ta. plu. la. plu. gu. 2 
las', 4 unsounded las. ( S S I Si S 0 0 S S I SIS SI I r T T T ).
VijayasrT: ja, laghu t guru (IS! IS). Vijayananda : laghu, ya, gu. 
(I I S S S ). Pratitala: 2 laghust 2 drutas (1100 ). DvltTya: 2 
drutas, laghu (001 ).

a. plutau lo gurudau tah Bi. 'dvayam laghu pluto gurur do tah Biv. 
b. pluto gurur no nihsabda^ caturnam simha* Ghan. catvarah simha* BS. 
catvara si* Mukt. simhanandanah Bi. *ndane I kala 32 Mukt. 
c. *srTh vi * Mss. vijayasrTs ca vi * Bi. 
d. pratitalake Bi .

makarande drutadvandvam kTrtay lapagalaplutah I a. 
plutadyanto go vijaye lalabha jayamangale I I 5101 I b.

laghur gurur drutau tale rajavidyadharabhidhe I c. 
saganal laghavo 'sabda^ catvaro manthake punah I I 5111 I d.

Makaranda: 2 drs. (00). KTrti: la. plu. gu. la. plu. ( I S S I S ). 
Vijaya: guru with pluta at beginning and end ( S S S ). Jayamangala: 
la. la. bha ( I I S I I ). Rajavidyadhara: la. gu. 2 drs. ( I S 0 0 ). 
Manthaka: sa, 4 unsounded laghus (I I S T T T T ).

a. om. Mi. drutadvayam Bi.
b. plu* ...'labha om. Mi. govijayah Ghan.
c. gurudrutau BS. <£>,Mi.Bii. 9.
d. mandake Mi..

Jayatale tu jaganad dvau laghu" dvau drutau plutah I a. 
sudurbale dau laghu ca nihsarau lad viramilah I I 5121 I b.

drutSd viramidam krTdS tribhangis tu laghu" guru1 I c. 
kokilapriye gurulapah ^rlkante taganal laghuh I I 5131 I d.

2 */«., . 
Jaya: Ja. 2 laghus.^plu. (IS! I I 0 0 S ). Sudurbala: 2 drs. 2 las.
(0011 ). Nlhsaru: la. la. with virama (II). KrTda: dr. dr. 
with virama ( 0 0 ). Trlbhangi: 2 las. 2 gus. ( I I S S '). 
Kokilapriya: gu. la. plu. (SI S ). SrTkanta: ta. la. ( S S I I ).
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a. 'ganat Mss. Cganat) dau laghu dau Biii. dvau laghil dvau laghu~
plutam Mi.
b. dvau laghTF ca J3.M1. virami lah (?) BS.
c. om. J. la dau danudrutamkrTda Bi. viramikam Bii.9. tribhangas
£.Bi. tribhangyam tu Biii. tu iagfir guruh Bii.jS. laghugurah Bi.
laghu* guru Biii. laghudrutau Mi.
d. srlkale Bi.Biv. laganal la" Mi. tagalal la* £. tagano laghuh BS.

catvaras tu druta gurvor madhye syur bindumalini I a. 
same lau dau dam virami nandane lau drutau plutah I I 5141 I b.

udTksane lau gurus ca manthika gadvayat plutam I c. 
dhenkika ragano varnamanthika ladala drutau I I 515!I d.
• ^ • • • •

Bindumalin: 4 drs. between 2 gus. ( S 0 0 0 0 S ). Sana: 2 las. 2 drs. 
dr. with vlrama < I I 0 0 b >. Nandana: 2 las. 2 drs. plu. (I I 0 0

UdTksana: 2 las. gu < I IS). Manthika: 2 gus. plu. < S S S ). 
Dhenkika: ra (SI S ). Varnajnanthika:"la. dr. la. 2 drs. (I 01 00)
9 « « •

a. catvarah syur dru* ... syad vindu* Mukt. "malinr ^.Mukt.
b. lau dau do virama na° Bi. dvau (?) drutau plutah Bi.
c. mandaka Mi. 'yat plutah BS.Bii.
d. *mandika labala drutau Mi.

lau dau gurus cabhinande 'ntarakrTda viramidah I a. 
laghutale caturlah syur dau lau gau dTpake smrtau I I 5161 I b.

laghuh pluto 'tah sagano yatra so 'nanga Tryate I c. 
visame 'stau druta madhye prante ca saviramakah I I 5171 I d.

Abhlnanda^ 2 las. 2 drs. gu. (I I 0 0 S ). AntarakrTda: 3 drs. with 
virawa (OOOorOOb). Laghutala: 4 las. ( I I I I ). DTpaka: 2 
drs. 2 las. 2 gus. (001 I S S ). Ananga: la. plu. sa. ( I S I I S >. 
Vlsana: 8 drs. t those at the middle and the end with virama (00000 
0 0 b >.

a. om C. "nande ntarakrldS p. ' nandatarakrTda Mi. 'nande turagakrTdS 
BS. 'nande turakrTda Bii.6(*Biv). 'nande caturakrlda Bi.

» •

b. syuh Mss. go dTpa* Mi.
c. guruh pluto tah Bii.6. guruh plutau tah Bi. laghuplutau rah
#(*<SL). e gano yat tat sonaka Tryate Mi.
d. "stadrute madhye Mi.

ladau dalau gurur nShdT tSlo 'yam bharatoditah I a. 
lacatuskad guruh kunde mukunde ladada laghu I I 5181 I b.

drutenaikenaikatali kathita purvasuribhih I c. 
caturvidhas tu kankalah purnah khandah samo 'samah I 15191 I d,

• •*•• ••• •

NandT: la. dr. dr. la. gu. (I 001 S ). Kunda: 4 las. gu.
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( I I I IS). Xukunda, as spoken by Bharata: la. dr. dr. 2 las. ( I 0 
Oil)- The ancient sages say that ekafalT Is made with one druta ( 0 ) 
Kahkala is of four varieties - purna, khanda, sama and asama.

a. guru" nandT Mi.
b. gurudvamdve £. ladada" guru Bi. ladata guruh Biv.
c. kathita". . . °bhih om. Bi.0.

tridrutair dalagaih purnah khande dabhyam gurudvayam I a. 
same laghur gurudvandvad visame lad gurudvayam I I 5201 I b.

catustale datrayal lau kecid gad dacatustayam I c. 
viramadi viramantam lacatuskam ca khunkudT I I 5211 I d.

• * •

Purna: 3 drs. dr. la. gu. ( 0 0 0 0 I S ). Khanda: 2 drs. 2 gus. (00 
S s'). Sama: la. after 2 gus ( S S I ). Visama' < = Asama>: la. 2 gus. 
( I S S ). Catustala: 3 drs. 2 las. (0001 I ), but some say it is: 
gu. 4 drs. ( S 0 0 0 0 ). KhunkhudT: 4 las., with virama at beginning
and end ( 1 I I / ).

a. tridrutair dvilagau pu* Bi. tridrute vilagaih Mi. dvabhyam
Ghan.Bi.Bii.Biv.
b. *dvandvat Mss. laghugurudvandvat Ghan. ̂ (*"j(). la gurudvayam Mi.Bi.
c. kecid ... stayam om. Bi. kecit gat BS.
d. virSmantalacatu* ^(ftf"). khufikhudi Bii. khukhudi Bi.

abhange laplutau rajajhahkare raganad drutau I a. 
ekena saviramena laghuna laghusekharah I I 5221 I b.

plutat pratapasikhare viramantam drutadvayam I c. 
gajajhampe gurus tv eko viramantam drutatrayam I I 5231 I d.

Abhanga: la. plu. (IS). Rajajhahkara: ra. 2 drs. (SI S 0 0 ). 
Laghu-sekhara: one laghu with virama ( I ). Prata~pasikhara: pluta, 2 
drs. ending with virama (SO 0 ). Gajajhampa: one guru, 3 drs. ending 
with virama ( S 0 0 0 ).

a. abhamgena plutau £. laplutau bhavet rajajhankara raganat I Bi.
c. pluta" prata* Bi.Biii. 'mantadrutadvyam Ghan.
d. rajajhampe Biv. "mantadrutatrayam Mi. 'tadvayam II p.Mukt.Biii.

caturmukhabhidhe tale jagano lah pluto bhavet I a. 
pau lo gau lau caturvyoma plutam tu yaganas tatha I 15241 I b.

drutadvandvam samuddistam tale jhankarake budhaih I c. 
pratimanthe sabhaganau kaiscin mala itTryate I I 5251 I d.

Caturmukha: ja. la. plu. ( I S I IS). Jhahkara: 2 plus. la. 2 gus. 2
las. 4 drs (?). plu. ya. 2 drs. ( S S I S S I I OOOOSISSOO).
Pratimantha: sa. bha. (I I S S I I ). Some call this Mla.
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a. lapluta bha* Bi.
b. pau la gau lau <SLN. pau lau Bii.Biii. pau lo gau lo BS. dau lau
sau lau Biv. plutas tu ya* BS. tadyaganas tatha Mi.
d. pratimande Mi. kascit lopa itTryate Bi. kaiscillotra itT' Biii.
kais'cit lotra Biv. mamta itT* <SJ. mamtha itT* LN.

syat trtTyabhidhe tale viramantam drutatrayam I a. 
vasante naganan mah syal lalite dadvayal lagau I I 5261 I b.

sivafale lad gurus' ca karasakha caturdruta" I c. 
sattalakhye bindusatkam vardhane dadvayal lapau I I 5271 I d.

TrtTya; 3 drs. ending with virama (000). Vasanta: na. ma. 
(I I I S S S >. Lalita: 2 drs. la. gu. ( 0 0 I S ). £ivafala: la. gu. 
(IS). Karasakha: 4 drs. (0000). Sattala: 6 findus <= drutas> 
(000000). Vardhana: 2 drs. la. plu' '( 0 0 I S ).

b. naganad gab. syad Bi.
c. caturdrutah BS.Bii.8.Gban.

lau dau varnayatau rajanarayane drutau jagau I a. 
drutadvandvam lagbus caiko madane parikTrtitah I I 52811 b.

parvatilocane dau dvau ladada bhajajah kramat I c. 
sarangatalah kathito viramantam caturdrutam I 15291 I d.

Varnayati: 2 las. 2 drs. (I I 00). Kajanarayana; 2 drs. la. gu.
( O'o I S ). Pa~rvatilocana: 2 drs. la. dr. dr. bha. ja. ja. (00100
SI I I S I IS! ). Saranga: 4 drs. ending with virama ( 0 0 0 b ).

a. lau dvau y. varnaganad raja* Mi. drutau japau £. jajau Ghan.
lagau p.BS.Bi.Bii.8." * b. drutadvayam Bi.
c. bhadada bha* Ghan. d. saranga* Ghan.Mukt.

srTnandivardhane bhat pah ITlatale dalaplutah I a. 
vilokite lagau dau pah sSl lagau lalitapriye I 15301 I b.

janakabhidhatale syan nayasas ca pluto guruh I c. 
drutadvayam viramantam laksmTse lau plutas tatah I I 5311 I d.

SrTnandivardhana: bha. plu. (SI I S ). LTlatala: dr. la. plu. 
( 0 I S ). Vilokita: la. gu. 2 drs. plu. (I S 0 0 S ). Lalitapriya: sa. 
la. gu. ( I I S I S ). Janaka: na. ya. sa. plu. gu. ( I I I J S SJ I S 
S S ). LaksmTsa: 2 drs. ending with virama, 2 las. plu. (001 IS).

a. *nandivardhana* Bi. 'vardhane bhadyoh £ (bhadyah N). bhagah IT*
Bii.8.
b, vilokito 8. lalitapriye 0.
c. syal layas'yas ca £.
d. drutadvandvam BS.8. laksmTse lau plutah smrtah Bi. laksmTso
BS.<£.> laksmT'go lau Bii.Biii. laksml gau lau Biv.
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bindudvayam virSmantam daplutau ragavardhane I a. 
utsavah kathitah prajnair laghoh purvam pluto yadi I I 5321 I b.

evam ekadhikas'atam uktas tala manTsibhih I c. 
damodaradav etesam kesucid drs'yate 'nyatha I I 5311 I d.

Pagavardhana: 2 bindus ending with virama, dr. plu. ( 0 0 0 S ). 
Utsava: plu. before laghu (SI). Thus are defined the 101 talas by 
the wise. In the DSmodara and other authorities some of these are 
viewed differently.

a. 'vardhanah Bi. b. laghau puYvam Bii.
d. kecit tu drs'yate 'nyatha Biv. kecit su drsyate yatha Bi.

rsTnam matabahulyad vikalpo 'stv esu ka ksatih I a. 
maya na likhitas te 'tra granthabahulyabhTtina I I 5341 I b.

esam adiprabhrtayo ye khyatas ta udahrfah I c. 
ya ebhyo 'nye pancasas ca budhaih sodahrtTritah I I 5351 I d.

What harm is there in the difference in perception which arises from 
difference of opinion among the sages? For fear of prolixity I have not 
included these (variant definitions) here. <A11> those that are well 
known, beginning with Adi, have been illustrated <above>. The five or 
six other than these, which are mentioned with examples by the wise,

a. rupanam mata* £.Bii. rsanam Biv. vikalpatve ca ka ksa* BS.
vikalpo tesu kanksitah Bi. *stv esu kamksantih Biii. vikalpas tv esu
ka ksa* Biv. vikalpas tesu kanksati I iti Ghan.
b. tena gramtha* £, 'bhTtitah BS. maya talekhi satate . . . "bhTtina"
Mi.
c. te udahrtah Mss. *tayo yesam tas te udahr* Mi. yena tas te u* Bi.
d. ye tebhyo 'nye Mi. parabhyo nyeyam pa* 6. pancadhas ca Bii.
pamcadhas ca vudhaih sodahrta iti £(*J).
•* * • «

udaharanadanaya mayocyante 'tra te punah I a.
cancatputas cacaputo dhehkika vadakakulah I b.
nalakubarakah simhanandane 'pi nigadyate I I 5361 I c.

tapau cancatputah proktah I yatha d.i.

nandatanayam induvadanam anjananibham asraye ! e.
ayam astakalah I 1.

bhagau cacapute smrtau I yatha d,ii

nTlasikharinatham aham bhavaye I ayam satkalah I e.

gurur laghur guru^ caiva dhenkikakhyah prakTrtitah I I 5371 I yatha f.

kamalanayana pahi pahi mam I ayam pancakalah I g.
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are given also by we because I too wish to illustrate then. They are 
Caficatputa, Cacaputa, DhenkT, Va'dakakula, Nalakfibaraka and Simhanandana. 
Cancatputa is stated to be ta. plu. ( S S I S ). As in: nandatanayam . . . 
("I resort to Nanda's son, the moon-faced one, who is dark as pigment.") 
This has eight kalas. Cacaputa is stated to have bha and guru ( S I 
IS). As in: riTlasikhari* ... ("I worship the lord of the dark mountain 
(NTl'adri ). " ) This has six kalas. Dhehkik'a is gu. la. gu. (SIS). As 
in: kamala' ... ("0 lotus-eyed one, protect me!") This has five kalas.

a. balakundarah. sirnha* Mi. 'kuvara' fl.Mi.BS.
d. i. tatparam tu caficatputah proktah I Mi. yathS om. BS.
1. athayam astakalah £.
d.ii. lagau caca* Mi.
e. nTlasekhare 6. "^ekhara N. "^ekhari JL. "sikhara Bi.
f. laghugurus caiva Y(*C). gurulaghuguru^ Bi.
g. kalayanayana S (kayalana* C). ayam pamcame kalah 6 (ayam om. C).

plutau laghucatuskam ca mau lau drutayugam laghuh I a. 
nihsabdam lacatuskam ca talo 'yam vadakakulah I 15381 I b.

» * • • */ • »

yatha kaumudyam I 1.

candrakacaya carucudam utpalasubhakarnamulam c.
ambujanibhanayanayugmarajitam I d.

nirjitasa^itilakusumapratimana'sika'nvitam e.
ke^ava tava vadanam tidam Laham] bhavaye 'hamt ahar nidam I I 5391 I f.

trimsatkalo 'yam I 1.

Vadakakula: 2 plus. 4 las. 2 mas. 2 las. 2 drs. la. 4 unsounded las. 
( S S I I I I S S S S S S I I 001 r T T T ). As in the KaumudT: 
candrakacaya' . . . ("Kesava, day and night I think of this your face, 
charmingly crowned with abundant moonlight, the roots of your ears 
beautiful as blue lotuses, illumined by the two lotus-like eyes, the 
nose like a sesame flower, conquering the moon <in loveliness>.") 
This has thirty kalas.

a. 'yugam laghu j3.Mi.
c. "caruculam BS.Bi.Bii.6. "kacayagurupulam Mi.
d. 'yugarajitam p. e. 'kusumapratibhanasi e p.

catvaro guravo yatra catvarah plutaka api I a.
laghvaksarani catvari talo 'yam nalakubarah I I 5401 I b.

yatha tatraiva I 1.

pTtambaram indTvarasundaratararocisam I c.
gopTjananayanabandhanalayam jitaratipatiriipabhuvanamohanam I d.
namata nandanandanam I I 5411 I ayam caturvimsatkalah I e.

Nalakubara: 4 gurus, 4 plutas, 4 laghus (SSSSSSSSI I I I ). 
As in the KaumudT again: pTfambaram . . . ("Praise to the son of Nanda,
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FTtSmbara, with a lustre wore lovely than the blue lotus, captive to the 
eyes of the cowherd girls, who bewilders the world with a form more 
powerful than Kamadeva himself.") This has 24 kalas.

a. catvaras tu pluta amT Bi.
b. nilakuvarah Biv. c. sundaratah locanam Bi.
d. 'nayanavardhanalayam £(*J). bbuvanam mohanam Y.

simbanandanalaksanaro prakase I 1,• •*••*•

gau lapau laguru" dau ca gau lapau lapaga lagbu" I a. 
nibs'abdam lacatuskam ca tale syat simbanandane I I 5421 I b.

yatha kaumudyam I 2.

Simhanandana is defined in the Prakasa: 2 gas. la. plu. la. gu.
2 drs. 2 gus. la. plu. la. plu. gu. 2 las. 4 unsounded laghus. ( S S I S
ISOOSSl£l£si I r T T T ) As in the KaumudT:

dadbatam tarn mukbasasinam kutilakuntalavrtam I a.
• • * » *

sarasijam iva paribhramadbhramararajirajitarn I b.
sajalajaladakantikayakamakotinindanam I c.
bhavajanatabbavacchidam bhumitanayasudanam I I 5431 I d.

"<I worship> him of the moon-like face, covered with curled locks, 
beautiful, like a lotus flower, with rows of bees moving about upon it - 
him who is superior to a thousand Kamas in his body, which has the 
beauty of a full rain-cloud - him who breaks the cycle of rebirth for 
mortal beings, the oppressor of <Naraka t > the son of the earth.

b. sarasijanavabhramaparibhramabhramararajitarn Bii. *sijanavapari-
bhramad* Biii. iva paribhramabhramararajitam Biv. 'mararajivi-
rajitam Bi. "paribhramabhramararajivi* BS.
c. sajalajalalakantikaya Bi. sajalasTladaka* Biv. sajaladakamtakaya £
'kantakaya Mi. 'nimdane ¥<*J>.
d. bhajanatrabhava* 0<*N>. 'bb.avaccb.ide Bi. Bii, Biv. 'vaccbire Biii.
'bhayacchide BS.

ayam dvatrimsatkalab I esu trisu talesu babukalatvad 1.»* —* * * * * ran jakatvapeksaya tisrbhir avrttibbir udgrabaditrayam kalpaniyam I 2.
carcitam evadhastad idam talavrttikathanaprasange I 3. 
udabaranam gTtaprakase I mallararagena I 4.

This has 32 kalas. Because of their large number of kalas, in these 
three talas it is aesthetically desirable that the three sections, 
udgraha etc., be made with three avrttls (only). This was discussed 
above In the context of the talavrttls. An example is in the 
GTtaprakasa. In Mallara raga:

1. 'msattalab BS. "kalatva't BS.6. vahukalatvad £. babukulatvat Mi.

- 142-



pariccheda 1

2. ranjakapeksaya Mi. udgrahadikam Mi.
3. vicaritam eva* Bii. evadhastalad idam Biii. evadhastaladikam dam 
tala* Biv.

surabhisamayadivasam etad iksitum atidurbala a. 
muncati muhur ambunivaham Tksanabhavam "akula I b.

• •

indindiranikararavakarnanam anukampita c. 
kokilakulakakalTbhir ahaha moharo agata I I udgrahah I d.

"Too weak to perceive the spring-time day, in her distress she 
repeatedly empties rain-clouds <of tears> from her eyes; shaken at the 
loud sound of swarms of bees, she falls in a swoon when she hears the 
cuckoo's calls.

a. 'raeta vlksi* Biii. "rneta vTksatu mati* Biv. 'divasametam viksitum
BS. 'etam Tksitum Bii.GitPrak (v.l. *dtks*>.
b. muncanti bahurambuni* Biv.
c. i mdTvaranikaravarakandalam anuka* ^. sim., with "rakunala* L.• .. _ *
imdlvarakararavakarna 0 Mi. indTvaranikara* Bi. kampita II Mi. 
d.' kokala* BS. agata 111 ud* £.

kathina krsna kalaya re kamakadanavTthika- e.
vi^amavirahavilulitatanu bahu vilapati radhika I f.
candanavanamarutena mandamandam agatam g.
dehadaham adhikam adhikam avati hanta santatam I I dhruvah I h.

"Harsh Krsna! See how sadly Radha laments, her body shaken by cruel 
separation <as she acts out, as it were> a drama of the destruction 
through love; incessantly she nurtures, alas, the fierce fever that has 
slowly come upon her through the breeze from the sandal wood.

e. krsna kalaha kopamadanarasavTthika B(*£). krsna valaya Biv. krsna
• *v J- •»• •*_ • • *

kamala re kamakadana bandhaka Mi. *kadana vandika Bii. vadhika (v.l.
vindaka ) GitPrak.
f. 'tanur bahu BS. °virahivi* Bi.
g. namdanavana* ^(*6^). mandamandamarutam Mi. Bi.
h. *dSham adhikam avati kim ca hanti sa* BS. sim. , with hanta 8.
avati hanti santatam Mi.

kim ca kirati kalakutakalitakiranasamcayam i.
vidhurayuvatimaranahetu rajanirajanipatir ayam I j.
sYnuta karnakutukakari krsnadasaviracanam k.

• » • • • *

gajapatinrpahrdayahari carusimhanandanam I I 5441 I abhogah I 1.

"And this lord of nights (moon), purposing to destroy the destitute 
girl, pours forth quantities of rays, noxious as poison to her. Hear 
this charming simhanandana composition of Krsnadasa, which rouses desire 
in the listener and captivates the heart of the Gajapati king. "

i. kalakiTtakakalita* 0.
k. srnuna'tf. srnu ca Bi. 1. "nandanam 121 abhogah £.

• • • # w •

- 143-



pariccheda 1

esam aprasiddhatvat prasiddhalaksanodaharanany upanyastani I 1.
atrasmadgurukaviratnamisra"nam prasiddhatalasamgrahakau slokau 2.
bhavatah I yatha 3.

Because of the rarity of these, examples are given in well known 
illustrations. In this connection there are two verses by my teacher 
Kaviratna <Purusottama> Ni^ra, which take in the well known talas:

1. J3 repeats a verse from above (each in a corrupt reading); ya ebhyo 
' nye pancasas ca budhaih ... udaharanaya I (then) "esam aprasi* ... £. 
'haranani upanya* BS.
2. I asmadgu* BS.9. "samgrahadau J3.

cadau laladau yatau drutayugal lo jhampake datrayam a.
saramam tripute virami dayugam rupe tu manthe guruh I b.

nihsarau saviramadadvayalaghu" sSrSmadau lo ' ddake c.
denopaddam athaikataly api ca dam dau lau kudukke 'pi ca I I 545 1 I d.

Adi has one laghu ( / ), yati has laghu, laghu and 2 drutas 
(1100 >; jhampaka has laghu after 2 drutas (001 ). In triputa 
there are 3 drutas with virama (000 ). In rupaka there are 2 drutas 
with virama ( 0 d ); in mantha one guru ( 0 ); in nihsaru 2 drutas with 
virama, 2 laghus ( 0 d I I ). In adda, 2 drutas with virama, one laghu 
(0 6 I ). Upadda has one druta ( 0 ); ekatalT has also one druta, and 
kudukka 2 drutas, 2 laghus (001 I ).

a. 'yugam lo jha° Mi.
b. *rame tripute JN. *gam rupakamamthe tv ekah £. rupe ' ntamande
guruh Mi .
d. kudukvopi ca Biii. kudukko pi Biv.

ro dhenkyam gurusau ca cacaputake cancatputakhye tapau a.
mo gab. pah palana dhanesVtanaye manthe 'svanau san nalau I b.

adau pau nayama bhadau drutalaghu nau casvanau kakule c.
simhe tah palaga drutau tapalapa bho no layuk casvanah I I 5471 I d.

DhenkT has ra (SIS). Cacaputa: gu. and sa (SI IS). Cancatputa: 
ta and plu. ( S S I S ). Nalakubara: ma. gu. 3 plus. plu. la. na. ( S S 
S S S S S S I I I I ). Nantha: sa, then na and laghu unsounded ( I I S 
r r r r ). <Vada>kakula has first 2 plus., then na. ya. ma. bha. dru. 
dru. la. and 2 unsounded nas. ( £ S I I I I S S S S S S I I 001 Tff 
r T T ). Simha<nandana> has ta. plu. la. gu. 2 drus. ta. plu. la. plu. 
bha. and unsounded na with laghu (SSISISOOSSISISSI I Tf
r r).

b. gopah papalana* Mi. mo gah palana dhanesatalaye £ (*dhana^a* S ). mo 
gah pah pa* BS. mo gah pat palana* Bi. pah palana* ... 's'atinaye Bii. 
pah patanadhake nesatanaye Biv. pah palanadhake nesantatanaye Biii. 
c. adye pau layamatrau druta* £. nasamabhidau Mi. catalaghu talaghu 
lau nihsvanau Bii. nau sasvanau Bi.Biii.

•

d. simhadah Mi. nau layuk BS.
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atha ksudragTtam aha I

taladhatuyutam vakyamatram ksudraro itTryate I a.
bahulye nesyate by atra dhruvamanthadilaksanam I b.
na khandaksaramatradibandho 'pi pariganyate I I 5471 I c.

Now ksudragTta is described. That which has only vakya, with tala and 
dhatu, is called ksudra. The categorization into dhruva and mantha 
types is usually not required here, nor is the structuring of khanda, 
aksara, matra etc. strictly regarded.

a. vakyam ma° £. vapi matraro Mi.
b. hy anyat dhruva* fl (*<S). 'manthanilaksa* Ghan.

kirn ca I 1.

adinihsarumanthais ca varjitam ksudragTtakam I a.

iti sangltasSre gTtaprakas'e 'pi drsyate I tatra mulam na pasyamah I 2.

sarvo yojyo 'py anuprasas tesv antyasyaiva niscayah I 15481 I b.

antyasyantyanuprSsasya I tad uktam 3.

Further, in the view of the SamgTtasara and the GTtaprakasa, KsudragTta 
excludes (the talas) adi, nihsaru and mantha. We do not see the ground 
for this. All rhyming is permitted in these songs, but the end-rhyme is 
obligatory. So it is said:

2 . 4 prakas'e ca dr * Mi .
b. sarvayojyam tathanuprasastesv amtya* J3 Cthanubhasa* <S). yojye ' py
anu* BS.Biv. purva yo 'py anu* Bi.
3. anyat syat talam prasastyam ^. antyah syat tv anuprasasya Mi. 
anty* ... sya om. Biii.

pajjahatikayam virudavalyam ca ksudragTtadav 1.
antyanupraso 'yam nivesanTyo vi£esajnair iti I sa ca yatha I 2.
darpane I 3.

vyanjanam ced yathavastham purvasvarasamanvitam I a. 
avartate 'ntyayojyatvad antyanuprasa ucyate I I 5491 I b.

prabandhadau suddhagTte bahulyenasya samsthitih I I 5501 I c.

"In the Pajjhatika, the VirudavalJ and KsudragTta etc., those of 
discrimination employ end-rhyme." Its nature is described in the 
Darpana: "If a consonant is used in the same circumstances (position) 
again together with its preceding (vowel) sound, by virtue of its coming 
at the end it is called 'end-rhyme'." It is frequently found in the 
Buddha glta (which consists of) prabandha etc.
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1. pajha* 6 <*C). pajhati* N. panjha* BS.Mi. pajjhavrtika" Biii, 
virudakalyam J3 (*J).
2. antyam upase yam nivesanTyam (om. rest) £. "nupaso 'yam BS.9.
a.-b. om. J3.
a. "njanam te yatha Mi. b. avarttyate BS. avarttante GitPrak.

asyantyanupr'asasya I etena suddhasalagayor evaksaramatradinirnaya 1. 
ity uktam bhavati I ksudragltasya bhedan aha I 2.

tac caturvidham eva syat tatra citrapada kramat I a. 
citrakala dhruvapada pancalTti prabhedatah I I 5511 I b.

"It" -i.e. end rhyme (is frequently found etc.) By this is meant that 
only in suddha and salaga compositions is there a rule as to aksara, 
rnatra etc. The varieties of ksudragTta are now given. There are four 
varieties, namely citrapada, citrakala~, dhruvapada and pancalT.

1. ... *yor om. p. 'ksaramatranirnaya' BS.
a. citrapadabhidha Ghan 'padasrita Mi, 'padasriya LJN. 'padasrayah 6
b. dhruvapadSn Tsa* . . . Com, rest) J3. pancalT* Mi.

atha citrapadam aha I 1.

kevalam padamatrena vaicitryam yatra drsyate I a. 
na dhatvadau vicitratvam jneya citrapadeti sa I 15521 I b.

pade vaicitryam tv akathoranuprasaprasadadigunayuktatvam I 2. 
udSharanara gundakerTrlgena I 3.

CitrapadS: Where variety is found in the words alone and not in the 
dhatu etc., that form of ksudragTta is known as citrapada. By "variety" 
in words is to be understood the use of such qualities as soft 
alliteration and clarity. An example, in raga GundakerT:

1. ,a.-b.,2. -3. om. £.
b. na dhyatvSdau Biv. na dhyiftka* Mi.
2. padavaici* Bii. *ra"naprasa* BS. *ranuprasadiguna* GitPrak. 
'yuktatvam iti Ghan.
3. udaharanam - sVfjagannathavallabhe na~take - gunda* Ghan. gundakirT* 
Ghan. Mi. gondakirt ra* Jag.Vail.

kalayati nayanam disi disi valitam a.
pankajam iva mrdumarutacalitam I I b.

kelTsadanam pravi^ati radhS c.
pratipadasamuditamanasijabadha I I dhruvah d.

("Casting her eye around in all directions like a lotus quivering in a 
gentle breeze, Radha enters the pleasure-hut afflicted by love which 
wells up in her at every step.
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a.-d. om. £.
a. vanitam BS.Biv.
c. kelisadanam BS.Bi.Bii.6. kelivipinam pravi° Ghan.,Jag.Vail.,
GitPrak. 'lisadane pra e Mano. pravis*a radha Biv.
d. pratipadam upaditaraana* Biv.

(vinidadhatT mrdumantharapadam e.
racayati kufijaragatam anuvadam II f.")

janayatu rudragajadhipamuditam g.
ramanandarayakavigaditam I 15531 I <abhogah> h.

Placing her steps softly and slowly, she walks like an elephant. Nay 
this composition of Ramanandaraya bring joy to the heart of king Rudra.")

e.-f. (these lines in Ghan., p.40, and Jag.Vail.) 'gatim anuvadam
Jag.Vail.
g.-h. om. £.
g. * jayatu Bi.9. janayanti Mi. 'gajadhipamuditam (as here)
Ghan. ,Jag,Vail. *gaje samuditam Mano. "gajesamuditam BS.Bi, Bii.6.
'gajesam muditam Mi.
h. om. Bi. "manandaramakavi* Mi.

dhruve samamatrikatvan manthalaksanayogena nedam salagagTtam I 1.
tatra hi dhruve tu dvigunah sardhaikaguno va sa manthaka iti 2.
laksanat I atha citrakalam aha I 3.

• *

udgrShabhogayor matra sama nyuna dhruve yadi I a. 
tryadyastavadhipadadhya jneya" citrakaleti sa I 15541 I b.

Because in the dhruva there is the same number of matras, this is not,
by being a mantha-type, a salaga gita. For there the definition is that
a manthaka has twice the number of beats, or one-and-a-half times the

• *

number, in the dhruva. Now for citrakala. If the udgraha and abhoga 
have the same number of matras, and the dhruva less, the form is known 
as citrakala, having from three to eight padas.

1.-3., a. -b. om. £.
1. mandalaksanarogenam Mi. "tvat mantha* Mss. 'ksanayogena Ghan.
2. dviguna sa ; .,. *guna Mi,Bii.Biii.Ghan. va sa mandaka Mi.Bii.Biii.
dhruve ti dvi* Biii. dhruve taddviguna sarddaih nipuna va sa manthakah
Bi.
a. sama nyuna bhaved yadi Bi.
b. *dyastava° Mukt.Ghan. 'dyastavadhipadhya ca jne* Mi.

tripada catuspada yavad astapada citrakalaya bhedah I 1.
yatha gTtagovinde gujjarTrSgena I 2.

barir abhisarati vahati madhupavane I a.
kirn aparam adhikasukham sakhi bhavane I I b.

- 147-



pariccheda 1

madhave ma kuru manini manam aye I I dhruvah c.

(This means:) Citrakala has the varieties tripada, catuspada, and so on 
up to eight, astapada. As in the GTtagovinda, in GujjarT raga: harir 
. .. ("Hari goes to meet his lover, the sweet (spring) breeze blowing the 
while. What other great joy is there in the world, 0 friend? Angry 
lady, do not vent your anger on Nadhava!"

1.2. , a. -c. om. £.
1. 'spada astapada Mi. 2. atha srTgrtago* Mi. c. dhruvam Biii.

ityadyanantaram I 1.

sVfjayadevakaver idam uditam I d.
sukhayatu sujanajanam haricaritam I I 5551 I "abhogah e.

atha gTtaprakasakarena gitam udahrtam I mallararagena I 2.

And so on up to: srJjaya' ... ("May this song of the poet Jayadeva, 
telling the deeds of Hari, give pleasure to good people! Now is shown 
an example given by the author of the GTtaprakcisa, in Nallara raga.

1. ,d. -e. ,2. om. £.
d.-e. srTj ayadevabhanitarn atilalitam I sukhayatu rasikajanam
haricaritam Git.Gov.(Nirnayasagar ed.) sujalajanam Ghan.

anaratavisayopabhujo mama dinahTsa gatani vrtha I a. 
manag api na smarati mano me janardana tava caranakatha I I udgrahah b.

ka gatir acyuta me I agatam antakabhayam atyugram I I dhruvah c.

"In vain 0 lord I have passed my days in ceaseless enjoyment of the 
senses; not even for a moment did my mind dwell the stories of your 
deeds, 0 Janardana! What way is there for me, O Krsna? A dreadful fear 
of death has come upon me.

a. (dhruvapadan) Isatani gata vrtha" Y. Tsatani gatani vrtha L. mama
jananTsa s'atani vrtha Mi.
b. me om. V. caranakathah Mi.
c. antikabha* Mi. "tarn atanubhayam atyagram Bi.

tava maya danujantaka deva taya mohitahrdayam I c 
pavaya dasam paramapadSdhipa srTvara dharmapurTsa sada I 15561 I

abhogah e

"Your power is divine, 0 God, slayer of the Danavas! Vith that power 
always protect me your servant, deluded as I am in my heart, 0 supreme 
Lord, lord of LaksmT, lord of Ayodhya!"

d. devF p. 'jantakarataya" mohitahr* £.
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e. dharmapurinam sada* GitPrak. dharraapurusa sada BS.6. srTvadharma- 
purusamaha Mi. dharmadhurTna(?) sada Bi. *purusa sada Bii.

atrodgrahabhogayor asamamatrikatvsTt katham citrakala bhavitum 1.
arhatTti vicaryam abhiyuktaih I kirn ca ksudragitanam 2.
antyanuprasasyavasyakataya katham va tallaksanam anugatam syad 3.
iti sandihanair evavasitam asmabhih I 4.

Here the attentive will ask how this can be a citrakala when the udgraha 
and the abhoga have unequal numbers of matras. Also, since end-rhyme is 
obligatory in ksudragTtas, we are doubtful as to how the term can be 
appropriate (in this case).

1. atra ud* BS.Bii.9. "tham citrakam bha* J3.• •

2. *tlti visayam abhiyuktaih Y(*<S). visayam abhiyunktaih Bii. kim
ksudra* Mi.
2. -3, *gTtanantyanu * Mi. *gTtarSmamtyanuprasastyasyavasya* Y(*C).
anavagatam syat Mi.
4. iti simhanamdanair eva"sitam asma* J3. "vasthitam asma" Bii.

atha dhruvapadam aha I 1.

dhruvam gitva bhinnadhatur yatrabhogas tu gTyate I a.
uktayor laksanayuta saika dhruvapada mata I b.
bhinnadhatubhir udgrahadhruvabhogaih para dvidha" I 15571 I c.

Dhruvapada. Vhen after the dhruva the abhoga is sung in a different 
dhatu, that is one kind of dhruvapada, possessing characteristics of 
both the forms (just) mentioned. The other kind has udgraha, dhruva and 
abhoga with different dhatus; (thus it is) of two kinds.

1. , a. -b. om. S.
a. bhinnadhantam ya* Mi.
b. uktaye la* Bi. 'ksanagata Mi. 'yutah saiko *pado matah £.
dhrupada ma* Bii. ' " c. bhinna* ... "graha om. (starts: dhruva*) S.

dhruvapada dvidheti sambandhah I uktayos' citrakalacitrapadayos I tatrai- 
ka dhruvenabhogena ca padadvayavatT I dhruvagananantaram evabhogaganam 2 
iti tatparyam I bhinnadhatvini dhatur atra talavisesa iti gTtaprakase 13 
ekasmin bhage bhangya anyathaganam iti kecit I 4.

The meaning is that there are two dhruvapadas. "Of the two just 
mentioned" means of citrakala and citrapadS. The first one possesses 
(only) two padas, dhruva and abhoga. The meaning is that immediately 
after the singing of -the dhruva the "abhoga is sung. The GTtaprakasa 
tells us that "dhatu" in the word "bhinnadhatu" (in a different dhatu) 
denotes a particular tala. Some say that in one part the bhangT is 
rendered differently.

1. 'padadi dvidhati £ (dvidheti L). dhrupada dvi* Bii. 'padayoh I 
tatrai* BS.Bii.9. citrapadacitrakalayoh Mi.
2. ca padavatr £ (*¥>. dhnivaganantaram-6.
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3. bhinnadhatur atra talavisese iti 0 Csesa iti L).
4. 'srnin bhahgyanyathaganam Mi. bhage bhamgava anya* 
iti cet Bii.

atra prathamaya udaharanam asmadgurunam kaviratnamisranam I 1. 
naravTragena rupakatalena I 2.

sujana vada muraripunama a. 
duskrtam apahaya yahi durlabha haridhama I I dhruvah b.

putramitrabandhavaganam iha na kalaya satyam I c. 
purusottaraamis'ragaditam anubhavaya nityam I I 5581 I abhogah d.

Of this first dhruvapada here is an example by my teacher 
Kaviratnamisra, in maravT raga and ru~paka tala. (Dhru. : "Noble one, 
speak the name of Mura's enemy. Drive off evil. Come. 0 distant one, to 
the temple of Hari." Abho.: "Do not think that your sons, friends and 
kinsmen are true. Believe always what Purusottamamisra tells you!")

1. tatra pra* £. Mi.
2. madhavT" £. mSlavavara" Mi.Bii. maravTra' Ghan.
a. *vada madhuripunama Ghan. b. I I dhru I £.

imam eva pascatyabhasayam chutikileti vadanti I para 1.
anya dhruvapadety arthah I iyam udgrahadhruvabhogarTfpena 2.
padatrayavatT I atrodaharanam mama gujjarlrSgenaditalena I 3.

This form is called chutikila in the Western language. "The other" - 
i.e. the other dhruvapada - has three padas, udgraha, dhruva and abhoga. 
Here is an example of my own in GujjarT raga and Adi fala:

1. iyam eva Ghan. imam eva Mi. chatikileti Ghan. *sayams chuti* LJN. 
'kilepi va* Bii. chutilobhivadamti J3. cuttukulTti va* Mi. parah 
anya Biv,
2. anye dhruvapadety ahuh Ghan.
3. gurja* ^. 'naritalena ^.

madhava paramapurusa suranayaka dasarathanandana dhrtadharane I a. 
madhusudana narakSsuranasana kamalalaya bhavabhayatarane I I udgrahah b.

jaya jaya janakasutadhava raghava pTtambara giridhara nrhare I c. 
nandatanaya garudadhvaja manasijatata vijayasakha krsna hare I I

dhruvah d.
•

rathacaranayudha kamatha gadagraja dTnapatitadayajanitavidhe I e. 
narayananrpagajapatim Tsvara pahi krpalaya lokanidhe I I 5591 I abhogah f-

(Udgraha: "Madhava, supreme person, chief of immortals, joy of 
Dasaratha, bearer of the earth, Madhusudana, destroyer of the demon 
Naraka, you in whom Kamala resides, who relieve men's fears!"
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Dhruva: "Victory, lord of Janaka's daughter, scion of Raghu's race, 
yellow-clad one, bearer of the mountain, man-lion, son of Nanda, who 
have Garuda on your banner, father of Ka~ma, victorious one, Krsna, 
Hari!" '
Abhoga: "You whose weapon is the chariot wheel, tortoise, brother of 
Gada, who have made a precept of compassion for the downcast and the 
fallen, protect, O Lord, the Gajapati king Narayana!"

b. 'lalaya bhavatiyatara 0 Mi. c. jaya janakasu* p.Bi.G. 
d. namdanatanaya 6. tatam vijayasakrsna hare <£<JN?>. *sija 
pativijayasatha krsna Bi. 'sijajata vi : Bii. 'sijagata vi° Biv. 
e. "patita jaya ja* BS.Biv. f. om. Mi. krpamaya Bii.

asam anyonyasankaryad bheda bahutara matah I a. 
granthabahulyabhTtena maya te neha varnitah I I 5601 I b.

tatra ced agraho gTtagovinde bahu vTksyatam I c. 
maya dinmatram atrapi bodhaya samudTryate I I 5611 I d.

Many varieties are recorded, arising from mixing of these (different 
ksudragTtas). I do not describe them here for fear of prolixity. If it 
is felt necessary, search carefully in the GItagovinda. Here I merely 
point the way for correct understanding.

c. tatra caivagra* Mi. atra ced Bi. tatra ragasrayo gTtagovimdo vahu 
¥(*<S). tatra + + srayo gTtagovimdo vahu vTksatam L. 'govindo 
bahuvTksanam Biv. bahu vTksatam Ghan.

kamodTragena kudukkatalena I 1.

ananam idam arunam tava sundari katham iva hatakagauram I a. 
abhinavamihirakiranacayacumbitakanakajalajarucicauram 111 b.

radhe na kuru mano mayi parusam tyaja sakhi viphalarusam Idhruvahl c.

madhyamam idam adhuna tava vidhumukhi nikatTbhavadurubhangam I d. 
mandaragirivarabandhurakucabharabhtlritarahitasangam 121 e.

darunamanidharanTm kimu pasyasi durTkrtavarahasam I f.
/V* * ** <* * ff ~cancalayalidrgaficalam ananam ancaya munca na dasam 131 g.

ajnapayatu karomi padam tava lotakam api vinaye 'yam I h. 
narayanagajapatikrtir udayati gTtir udaratareyam 141 I I 5621 I i.

(KamodT, kudukka. 1. "Lovely lady, somehow this your face, ruddy, 
shining like gold, steals the lustre of a golden lotus whose Blossom Is 
kissed by the fresh rays of the sun. " Dhruva: "Radha, do not be harsh 
with me - abandon your fruitless anger!." 2. "0 lady of the moonlike 
face, now this your middle has the cleft of your thighs very close to 
it, the proximity increased by the weight of your breasts which are 
rounded like the great mountain Mandara. " 3. "Vhy do you look at the
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earth, your beautiful laughter gone? Let your eyes begin their movement 
again. Do not forsake your servant. " 4. "Whatever your command, I 
will obey your words; I just await a sign from you. This eloquent song 
is the composition of the Gajapati king Narayana. "

1. "modira 4 J3. amodi * Mi. kuddaka* BS.Biii. kaddaka* Biv. kuduka 0
Bii. kudduka' £. kudukkas talena Mi. 'talena ! dhruvah BS.
b. om. 6. *kanakajanakaruci* Bii. Ill (and other verse numbers) om.
BS.
c. mano maya rosam tyaja viphalarosam Bi. sakhi vikalarusam meda
dhruvah ¥(*£>. dhruvah om. BS.
d. madhavam adhuna ta° Y. madhavam (in margin: edam) adhuna ...L.
"samga LJN.
e. 'vaddhura' Biii. "samjnam Bii. sangam I udgrahah Bi.
bhurisahitasangam Mi
f. darunamanadharam kim )3. durTkuru vahuhasyam ^ (*N). 'krtadarahasam
Mi>
g. 'manjaya munca Bi.6. *nana samcaya )3. munca na hasam BS.
h. locanam api £. vinaye ham BS.Bi.6.
i. udayati vanitarudayati Bii. grtarudara 0 Mi.Bi.^. gTtam udara* BS.
glti rdara* Biii.

atha pancalTm aha I 1.

ativisfarapadata pancaprokta manTsibhih I a.
sa yatrastTti sa" prokta pancalT bharatadibhih I 15631 I b.

iti haririayakeriasya nirvacanam krtam I 2.
^—•* —PancalT: Great diffusion of padas (stanzas) is known by the wise as 
"panca". Where this is found, that (form) is called pancalT by Bharata 
and the other sages. Thus is Harinayaka's explanation of the word.

1. pamcalTm Y (pancalTm C).
a. ativistTrnapa* Mi. Ghan.Mano. atha vistara* 6. vistarapada" catasrah
prokta ma* £ (*£).
b. yatrasthiti sa Bi. sa padatisaya prokta L. padatis'ayac cokta" S.
padatisxayas cokta N. padatisayasokta J. *ti samprokta Mano. *bhir iti
P.Bii.Biv.

pancalT bahubhih padair dvividha sadhruvadhruva I a.

dhruvasahita dhruvarahita ca I udaliarane sulabham I asya eva 1. 
gaude pancalTti prasiddhih I 2.

evam bhasantare jneyam gTtam gTtavisaradaih 115641 I b. 
tad uktam I 3.

Having many padas, pancalT is of two kinds, namely sadhruva and adhruva 
- i.e. with and without dhruva. This is easily understood in examples. 
ID Gauda this is known as pancalT. Let the experts look for it thus in 
other language (s). This is stated thus:
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1. udaharanam su° p.Mi.Biv.Ghan. eva om. BS.
2. gaudapamcalTti J3. pancalT prasiddhih Mi.
b. *ntare geyam y . bhagantare Mano.

divyam ca manusam caiva gTtam syad divyamanusam I a.
divyam samskrtasarapannam manusam prakrtotthitam I b.
samskrtaprakrtottham ca divyamanusam ucyate I 15651 I c.

GTta (song) can be divya (divine), manusa (mortal), or divyamanusa 
(semi-divine). The divya is derived front Sanskrit, manusa from the 
vernacular, divyamanusa from both Sanskrit and vernacular,

b. divyam samskrtam aparam ca manusam I J3. manusyam pra° Bi. 
c. (manusam) I prakrtottham ca divya 0 £. samskrtam pra° BS.Bi. 
'manusyam ucyate Bi.

kecid desavisesotthabhasaya manusam vidub. I a.% • -J • • •
angavangakalirigadya desabhasadihetavah I I 56611 b.

yesu yesu ca desesu ya bKasas chekavallabnah I c. 
tas tu tattaj janalapad alirtya pratiyojayet II 5671 I d.

Shine call manusa by the (name of) the language of the particular region. 
Ahga, Vanga, Kalinga and the other regions give rise to different 
regional languages. The languages which are dear to knowledgeable people 
in all the various regions, these should be acquired from hearing the 
speech of the peoples of those countries.

a. 'sotthya bhasaya" Biii. 'bhlisayam manasam viduh Bi.
b. 'Agadidesa* Mi. 'bhasa iher'itah'jS.
c. yesu yesu visesesu ya bhasas caikavarnakah ^ (videsu ya LJN). *sas
caikavallabhah Ghan. ya bhasa caiva durlabhah Mano. bhasah che* BS.
bhasa geka* Mi. bhasas theka* Bi.<Biv.> bhastseka* Bii.
d. astu tattajjanapadad a* Mi.

kohalTye tu kascana visesa uktah I sa yatha I 1.

samam ardhasamam ceti visamam gTtakam tridha I a. 
padaih samanamatrais tu caturbnih samam ucyate I 15681 I b.

trtTyaprathamau padau samau tu dvicaturthakau I c. 
jayete yasya gTtasya tad ardhasamam Tritam I 15691 I d.

In the KohalTya a distinction is made as follows: gTtaka is of three 
kinds, namely sama, ardhasama and visama. Sama (equal) is that which 
has four padas of equal (number of) matrTSs. When the first and third 
padas are equal, and the second and fourth, that song-form is called 
ardhasama (half-equal).
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a. samayardhasa* £. b. padaih sa° BS. sama ucyate BS.
c. dve caturthakau BS.Biv. d. jayate Mss. jayete Gftacandr. ,
Bhaktiratn. (VaisSS pp.87,238).

catvaro 'pi prthak pada yasya matranusankhyaya" I a. 
tadgitam visaraam prahur munayo bharata~dayah I 15701 I b.

idam sankaragTtavisayam iva pratibhati I apare 'pi vis'esa 1.
harinayakadibhir likhitah santi I maya tu te 'natiprayojanatvad 2.
upeksitah I atha gTtagunah I 3.

That song in which all four padas are different in the number of matrWs 
has been called visama (unequal) by Bharata and the other sages. This 
appears to be concerned with sankaragTta (mixed form). There are also 
other varieties mentioned by Harinayaka and others. But since these are 
not in common use I omit them. Now for the qualities of gTta (desirable 
features).

a. yasya matra na samsayah Bi.
b. samgTtam visa* £. tarjitam visa* Bi.
1. visayam iti ca pratibhati J3.
2. *bhih likhi 0 BS. maya tv atreha nabhiprayojanatvad Y. te natipra* 
BS.L. te 'nati* Ghan.

gTtasyaTtha guna graho layayatT nianasya vaicitryakam a.
syad dhStoh punaruktata navanavatvam ceti naikarthata I b.

ma to ragasuramyatatha gamakas cairthasya nairmalyakam c.
tennaham svarapatayos ca vividKakarena samyojanam I 15711 I d.

The special features (desirable qualities) of song are graha, laya, 
yati, variety of measure, repetition and novelty of dhatu, variety in 
the matu, beauty in raga, embellishment (gamaka), clarity of meaning, 
and the employment in various ways of tenna, svara and pata.

a. *tasyasya guna Bi. layayatir ma* BS.Mi. "yatimana* Bi.6.
layagatimana* Bii. *yatT samyena vaici' ^.
b. navanavam tarn ceti BS. lavalavattatvam ca vaikTrtitam ^(*<J).
c. matau ra"ga* BS. gTtau ragasu* Bi. <Bii. >9. )3. 'suramyabhavagama* ^.
gamakasyarthasya BS. gamakah khyatasya Mi. gamakas talasya Bi.<6.>
gamakas* calasya Bii.
d. talanam svara 0 0. tenana svara* Bi.Mi. 'nanam svara 0 Biii.

kirn ca I 1.

e?u sarvesv api gunesv avasyakatamam tv idam I a. 
gunalankararasavadvakyasya grahanam tu yat I I 572 1 I b.

atha graham aha I 2.

And the most essential of all these is the selection of a vakya 
(utterance) endowed with guna, alahkara and rasa. Now graha:
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a. "sv api guno lavanyakrtam arbudam Mi. avasyakam idam viduh Bi
'katame tv idam 6,
b. grahanam yat y. grahanam yatah Ghan.

talo gTtagateh ssfmyakari tasya grahas trayah I a. 
anagatasamatTtasamj nah sarvatra te matah I I 5731 I b.

anagatam aha I 1.

gTtarambhad yada purvam samuccaryaksaradvayam I c. 
talasya nyasanad uktas tadaivanagato grahah I I 5741 I d.

Tala endows the movement of song with evenness. It has three grahas 
(modes of attack), everywhere known as anagata, sama and atTta. When a 
pair of aksaras is enounced before the beginning of the song, then the 
graha is called anagata because of the <delayed> placing of the tala.

a. g"ite gate samye karT ̂ . tale gTtagate Mi. talo gTtagate samyah Bi.
karitasya grahasrayah Bi.Biv. grahas trayah Mi.
c. *arambhe muda pu* |3. *bhad yatha pu"* Mi. samuccaryakaradvayam ^
Ccaryam karadvayam N).
d. vyasanad )3. nyasanam uktas Bhaktiratn. (VaisSS p. 241). uktam
tadai 0 p.

atra gTtadau yad aksaram adhikam grhyate tad anagatam I 1. 
talabhyantare kadapi na pravistam I yatha 2.

jaya jaya kamalakucacandanamandanavaksahsthala durjanakhandana a. 
sandhasanadandanapandita pundarTkalocanu ^ II5751 I b.
• •• •• •• ••

Here the extra aksara taken at the beginning of the song is called 
anagata. This never enters the tala. As in: jaya jaya . . . ("Victory to 
you, lotus-eyed one, whose breast is adorned by the perfume from 
Laksmi's breast. 0 punisher of the wicked, wise chastiser of Siva.")

1. tadanagatam £.9.
2. atrabhyantare 6. gltabhyantare Bii. tad api na Mi. kada~pi om.
Ghan. pravistam £.
b. sandhasurada* Mano. *locananu-3-G&an. locanendu a re Biii. 'canendu_ • • •

a Biv. *locane du a I Bi. 'locanamukha £. locana a Mi.Mano.

atra nihsarutale jayajayetyaksaracatustayam talabahyam eva I 1. 
kamaletyarabhya talah pathati I samam aha I 2.

Here in nihsaru tala the four syllables "jaya jaya" are outside the 
tala. The tala starts with the word kamala. Now sama.

1. nihsarita* BS.6. jayajayaksara* p.
2. taiah patati Mi.0.Ghan.
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gTtoccgfranama'trena yada talasya sangatih I 2 
tada samagrahah proktah samakalasamudbhavat I I 5761 I t

yathodahrtani manthadau I athatTtam aha I c

If the tala commences only when the song itself starts, this is termed 
samagraha because of the simultaneous (samakala) occurrence. This has 
been exemplified in the compositions in mantha etc. AtTta:

a. yato talasya £ (*<$). samakalasya sambhavUtt Mi.
1. om. <$. yathodsfharanadi mantha* Ghan. 'dahrtadi ma* LJN.Bii.
nandadau Mi.

kala ya tu patisyantT pascat sa prathame yadi I a. 
vinyasya gTyate talas tadatTtagrahah smrtah I I 5771 I b.

laksanam atikramya grhyata ity atTtagrahah I yatha gopagovinde I 1. 

sisirasTtalamanjuvanjulamrdulaki^alayasankulam I I 5781 I c.

If that beat (kala) of the tala which should come later is placed first, 
then the tala is said to have atTta graha. AtJtagraha takes its name 
from "overriding" <at£.kram) the norm. An example is in the Gopagovinda, 
starting: sisirasTtala* ... ("Abounding in soft shoots of the cool and 
lovely vanjula ...").

a.-b. om. <$.
a. 'kalayas tu pratisthamti 3. kalaya Mi. patisyanti BS.Bi.Bii.6.
patisyati Ghan. pascat tarn prathame Bhaktiratn. (VaisSS p.242) pascat
syat pra* Mi. b. vilvasya gTya* ^.
1. ity atra grahah BS, yatha gTtagovinde BS. gopagovimdah ^.
c. •mrdulavisacayasanku* BS. 'kisalaya* Mi. e manjulavanjula° Bi.Mano.
sasiva^Ttalamanjulamrdulakis'alam (ityadi . . . ) £.

ityadi yatitalena gTyate I atra hi prathamam laghudvayam 1.
pas'cad drutadvayam I atra tu prathamam drutadvayam patati 2.
prante laghudvayam eva I 3.

evam sarvesu talesu trividho graha isyate I a. 
kecit tu kesucit talavisesesucire graham I I 5791 I b.

This is sung in yati tala. Here <in normal yat> the two laghus come 
first, and two drutas second, whereas in this example the drutas come 
first, the laghus last. Thus there are three grahas in all talas. But 
some have said that particular grahas are peculiar to certain talas.

1. yatina" gTyate Mi.
2. tu om. BS.Bii. atra ca pra* Mi. 3. eva om. Biii.
a. Tsyate BS. b. talad vis'ese sucira grahah Bi. 'vis'esesu cire
L.Bii. 's'esesu ciragraham If. • • LJ •
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yatha" sangTlasare I

kudukkaditalesv atTtagrahah syat a,
tathaivatra yatyadike ' nagata^ ca I b.

samakhyo 'pi nihsarukadau ca kecit c.
tathanlfgatatTtayor vaiparT"tyam I I 5801 I d.

So in the SahgJtasara: "Some say that in kudukka etc. there is atTta 
graha, anagata in yati etc., sama in nihsaru etc. Thus there is 
reversal of anagata and atTta.

1. sangTtasare om. J3.
c. nihsarukataladau BS. nihsarakadau £JN. samkhyanihsa"* Ghan.
'sarukatalau ca ke* . kaicit Bii.
d. *tayo vai* BS. vaiparityam BS.

anagatatTtayor vaiparTtyam tv anagatagrahe 'tTtagrahalaksanam 1. 
atrtagrahe ' nagatagrahalaksanam aliur ity arthah I uktam ca I 2.

atltaksarasamyuktas talah samnyasyate yadi I a. 
tadatTtagrahah prokta iti I I 5811 I b.

The 'reversal' of anagata and atTta weans that they have used the term 
atita of an anagata graha, and vice versa. It is said: "If a tala is 
established with atTta aksaras, then it is said to be atTtagraha (to 
have atTta graha)."

1. "tayo vai° BS. tv om. £. 'graho att° BS.Mi.
2. atT° ... nam om. £. a. atitagrahasamyuktas Bii.
b. proktah iti Mi. tadahitagrahasamprokta iti Bi.

atha layah I 1-

gltavadyapadanyasakriyanam saroata" mithah I a. 
tatha kriyakalayor va laya ity ucyate budhaih I I 5821 I b.

iti vacaspatih I harinayakas tu I 2.

kriyantarena visrantir laya ity abhidhTyate I iti a. 
sa tridha kathitah prajnair druto madhyo vilambitah I 15831 I b.

Laya: Vacaspati says: "Even correspondence between gTta, vadya, 
padanyasa (placing of words) and kriya, and between kriya and kal'S, the 
wise call laya. Harinayaka says: the intervening pause between kriyas 
is termed laya; it is said by the wise to be of three kinds, druta, 
madhya and viIambita."

1. atra layah £ (atha tra la* J).
b. 'talayor va Ghan. vudhair (iti . . . ) p.
c. 'srantilaya BS.Biv- 'dhTyata iti LJN. iti om. BS.Biv.
d. trividha kathi * Biii. prajnai dru * BS. prajiiaih dru° Bi.Ghan.
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c.

ekamatro druto madhye visrantir dviguna drutat I a. 
vilambitas tu dvigunah sarve 'mT sarvatalagSh I I 5841 I b.

kecit tu I 1.

triputopaddamanthaikatalTjhampasu ca drutah I
adau kudukke nihsarau layo madhyo ' bhidhiyate I d,
rupake caddatale ca yatau jneyo vilambitah I I 5851 I ity ahuh e,

Druta has a single matra; the pause in madhya is twice as long as in 
druta. Vilambita is twice as long (again). All of these are used in all 
talas. But some say that druta is used in triputa, upadda, mantha, 
ekatalT and jhampa, madhya laya in adi, kudukka and nihsaru, and 
vilambita in rupaka, adda and yati.

a. 'raatra dru* Bi. madhyo vi* Bii.^. 'srantir dvigunad dru°
<BS>Bii.6X^>. vibrantidvigunSdhruvat Bi .
b. vilambitas taddvigunah Mi.Mano. dviguna sar" Bi. sarve pi sarva 0
Bi.Bii. 'talakah Mi.
d. adau kudukanihsa* BS. pado kudukyo nih* Biii. ado kudukko nih*

«• .if*/* • •

Biv. adau kudukko Mi. madhye 'bhi* BS.Biv. madhye vidhTyate ^.Mi.

kirn tu sarvagatatvam eva sadhTyah pratibhati I layasya 1.
ganavisesarupatvad vaksyamanasrotovahadivisesalaksanayogac ca I 2.
yatim aha I 3.

layapravartanasyaiva niyamo ' sau yatir bhavet I a. 
srotovaha sama gopucchiketi trividhaiva sa I I 58611 b.

Nevertheless the general applicability of all seems to be more correct, 
because laya is a quality inhering in particular songs (i.e. not in 
talas as such), and because of the use of the specific designations 
srotovaha etc., to be mentioned next. Yati: yati is the (mode of) 
regulating the course of laya. It is of three kinds, srotovaha, sama 
and gopucchlka.

1. sarvagatitatvam BS. sadhTyah pratirbhavet (layasya om.) 6.
2. om. 6. talavisesa* BS. "rGpatvat I vaksya* p.Mi. 'srotovahadi-
laksanayo* BS. 'hadivisesanayogac ca Bii. *hadivisesalaksanayoh gaccaBiv'

a. om, 6. 'pravartanah saiva Bi. "pravartina 0 £.

srotovaham aha I 1-

adimadhyavasanesu kramena yadi gTyate I a.
ciramadhyadrutalaya tada srotovaha mata I I 5871 I b.

adau viIambitalaya madhye madhyalaya prante drutalayety arthah I 2.
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Srotovaha. If the beginning, middle and end of the song progress from 
slow to medium to fast laya, then (the yati) is called srotovaha - i.e. 
if it has slow laya in the beginning etc.

a. trayena yadi <S.
2. 'talaya madhyalayaprante JJ. madhye . . . 'laya om. Biv.

samam aha I 1.

adimadhyavasanesu layaikatve sama smrta I a.

gopucchikam aha I 2.

layair gopucchika prokta drutamadhyaviIambitaih I I 5881 I b.

adau druta madhye madhya ante vilambiteti kramah I 3.

Sam. Vhen the laya is the same in the beginning, middle and end, then 
(the yati) is called sama. Gopucchika is the name given when the layas 
are respectively fast t medium and slow in the beginning, middle and end.

3. madhye madhya om. Mi.

manam aha I 1.

visrantikarini kalakriya manam ihocyate I a. 
talavisramakaritvan manam talasamaptikrt I I 5891 I b.

tac ced dhruve dvitTyayam kalayam nipatet tada I c. 
avarto vardhamanakhyas tale talajnasammatah I I 5901 I d.

Nana is the term used for an Inflection in time which creates a rest. 
By its making a pause in the tSla, mana brings the tala to completion. 
If in a dhruva this falls on the second kala, the experts in tala call 
this a vardhamana avarta in the tala.

a. 'srantaka* Biv, talakriya Ghan. b. 'samastikrt J3.
c, "tTya*yam vilamvo nipatet S. vilamve nipatet JL. vilamvai ni * N.
d. vahumanakhyas £ (*LN). vardhamanas ca tale Bi.

nanam dhruve tv antimayam kalayam nipated yada I a. 
avarto hiyamanakhyas tada prokto manTsibhih I I 5911 I b.

hTyamanavartasyotkalabhasayam tankamana iti prasiddhih I anayor 1. 
udaharanam gltaprakase ' nusaranTyam I asya vaicitryam 2.

// the mana falls on the final kala of a dhruva, then the wise call this 
avarta hlyamana. The hTyamana avarta is commonly known as tankamana in 
the language of Utkala. An example of both can be found in the 
GTtaprakasa. Valcitrya (variety) in this
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a. ganam dhruve tv amtimayam talas cen nipatet tada J3. nipatet tada 
Mi.Bii.Biv. nipate tada Bi. '
b. avamto £. 'manakhyah sada JN. 'khyah tyada 0. "khyah tada C. 
1. 'rtasya utka* BS.LJN.Bii.6. takkamana Bii. tTmkamana*£ (tTka* 6)

prakarananurodhena drutamadhyaviIambitanusaranam I 1.
atha dhatoh punaruktata I gi"tavayavasya punahpunarganam I navanava- 2.
tvam ca varam varam gfyamanam api ranjanStirekena navanavam iva 3.
pratTyamanatvam I mator vakyasya naikarthata I ekartham 4.
vakyabhangyantarena na prayojyam ity arthah I dhatumatulaksanam 5.
uktam I ragasuramyatam aha I 6.

is the following of fast, medium and slow (laya) according to the 
composition being performed. Repetition in dhatu. (This means) the 
repeated singing of a section of a song. Novelty (is found when) a 
passage, though sung over and over again, because of its exceeding charm 
is heard as if new (each time). Variety in matu, i.e. in the vakya 
(verbal element) means that there should be no redundancy in the verbal 
expression. Dbatu and matu have already been defined. Now beauty of 
raga.

1. ('citry)adhikarananu* 6.
2. tatha dhatoh Mi. atho dha° Biv. gTtasya punah" Mi.
4. mator vakye manaikatarthata 6. vakye manaikarthata JN. 
vakyenaikarthata L. ekarthavakyam bhahgy" Mi.
5. vakyam bha* 3. 6. ragasvaramatra saha p.

karnapriyam yatistham syad bhangiyuktam sukhavaham I a. 
mandramadhyamataradhyam ragaramyatvam Tritam I 15921 I b.

gamakam aha I 1.

svarasya kampo gamakah srotrcittasukhavahah I c. 
tasya prabhedas tiripah sphuritah kampitas tatha I I 5931 I d.

That which is pleasing to the ear, is held in tempo, has punctuation, 
brings pleasure, and moves in all three registers, low, medium and high, 
is called "beauty in raga". Gamaka is an inflection of svara which 
pleases the ear of the listener. The varieties of gamaka are given as 
the following fifteen: tiripa, sphurita, kampita,

a. 'stham syan niyuktam ca sukha* 3. 'priyayatistham Bi. 'yuktasukha*
Bi. bhangayuktam Biii. bhehgyayuktam Ghan. sukhtvaham Biv.
b. *mataranyam raga* Bii.
c. srotucitta ; (?) Biii.
d. 'bhedas trividhah sphu* £. tirapah BS. svaritah kampitas tatha Mi.
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iTna andolitavalT tribhinnakurulahatah I a.
unnamitah plavita^ ca Kumkrto mudritas tatha I b.
namito misritah pancadaseti parikTrtitah M594II c.

esam laksanam aha I 1.

Una, andolita, vali, tribhlnna, kurula, ahata, unnawita, plavita, 
humkrta, mudrita, namita, misrita. These are now defined.

* •

a. nila amdo* £ <*<$). Ghan. GitPrak(v. 1.). iTla ando 6 6. 'ndoliti vali
tri* Bii. 'kuvalaha p.Ghan.
b. ullasitah 0. humkrto |3. Mi. Ghan. hiumkito Bii.• • • ' *

c. samito p. yamito a. namito Ghan.Bhaktiratn. namito GitPrak. 
1. alaksanam aha Mi.

laghisthadamarudhvanakampSnukrtisundarah I a. 
drutaturyamsavegena tiripah parikTrtitah I I 5951 I b.

vege drutaty^tiyamsanirmite sphurito matah I c. 
drutardhamanavegena kampitam gamakam viduh I 15961 I D.

(An inflection in svara) which lasts for one quarter of a druta and has 
the beauty of the tremor in the sound of a very light damaru, is known 
as tiripa. The sphurita is said to be an inflection lasting one third 
of a druta, and a kampita one half of a druta.

a. damarudhyana* Mi.Biv.L. 'sundari Biv.
b. etatturyamsabhedena £ (etatturyosabhedena JN). tiripapari* Bi.Biv.
trividhah pari° £.
c. ve^e iti trtiyamsa* J3. vego huta tu + yamsa* Mi. sphurite "K.
d. kampitagamakam Mi.

Unas tu drutavegenandolito laghuvegatah I a. 
valir vividhavakratvayukto ragavasad bhavet I I 5971 I b.

tribhinnas tu trisu sthanesv avisrantaghanasvarah I c. 
kuralo valir eva syad granthilah kanthakomalah I 15981 I d.

LTna is a movement with the length of a druta, andolita that of a laghu. 
Vali has the various oblique movements essential to the raga. Tribhinna 
is that in which the svaras are closely placed together without interval 
in the three registers. Kurala is a vali bound together ("knotted") and 
produced softly in the throat.

a. kratave^enamdo* £ (*N).
b. valivividha* JN. 'yukto ragavalad J3 <*N>. *kto vegavasad BS.
ganavasad 6.
c. 'sranto ghana* Bi.
d. kuralT BS. kuvalo £. gramthinah ^. granthikah Bii. kanthake
natah Bi.
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svaram agrimam ahatya nivrttas tv ahato matah I a. 
unnamitah sa tu prokto yah svaranLttarottaran II599II b.»

kramad gacchet plavitas tu plutamanena kampanam I c. 
hrdayamgamahumkaragarbhito humkrto matah II600II d.

Ahata is that which strikes the previous svara and then returns. 
Unna~mita is that which rises to successively higher svaras. Plavita is 
an oscillation lasting a pluta. Humkrta is that gamaka which consists 
in a pleasing "buna" sound.

a. agrimam adaya GitPrak. nivartas tv £. nivrttasyahato hatah Bi.
b. ullasitasya tu £. suranutta" £.
c. gacchet tu saritah stutanam ekakalpanam J3 (*<SJ). plutaganena
BS.Bi.Bii.e.Mi.Ghan.
d. "mgamahumkarah garabhTro hum" BS.Bii.Biii. humkaragambhTro Bi.Biv.,
GitPrak. huAkaragarbhito huhkrto matah Mi.

mukhamu'dranasambhuto mudrito gamako bhavet I a.
svaranam namanad ukto namito dhvanivedibhih I I 6011 I b. • • •

etesam milanan misras tasya syur bhurayo bhidah I c. 
noktah prayoganarhatvad ajneyatvac ca te maya I I 6021 I d.

Mudrita gamaka is produced from the sealing (wudrana) of the lips. 
Namita is so called by the experts because of its "bending" (namana) of 
the svara. From the combination of these there is misra (gamaka). Of 
this (misra) there are many varieties. I do not give them here, because 
they are not suitable for (practical) use, and because they are 
unknowable.

a. mukha om. 8. mudriko garaakT bha° £ '(sadriko ga* 0).
c. *rian mitras tasya bhurivayo bhidha ^ (*<SN). misritasya Mi.Biv.
misram tasya Bi,
d. ajne sesenoktam Biv. ca te matah £.^^ * •

etadabhyasaprakaras tu I 1.

maghapausanisayan tu sesapraharamatrake I a. 
sadhakah salile sthitva gamakan sadhayed iman I I 6031 I b.

kecit tu I svarasya kampo gamakah svarabhedat sa saptadha I 16041 I iti c.

The method of practising these: in the months Kagha and Pausa, when but 
one watch remains in the night, the adept student should practise these 
gamakas while standing in the water. Some say that gamaka, being an 
inflection of svara, is sevenfold because of the (seven) different 
svaras.

1.,a.-b. ,2. , c. om. Biv. a.-b. om. Bi. 
1. *bhyasaprakarambhas tu Biii. 
a. sese praha* fl.Bii.
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b. sadhakas tu salile sthitva garoakan Mi. gamakan sapta sadhayet Subh, 
sadhayet sudhTh BS.
c. 'bhedat saptasapta" JN. bhedat saptadha 6. saptadheti Bi.£. 
svarabhedat ... iti ora. Biii.

saptasvarabhedena saptaprakSro bhavatTty arthah I idara tu 1. 
naradasamhitayara drstam I atharthanairmalyam I * 2.

uccaranena vakyasya samyagarthavabodhanam I a. 
sukhatadosarasayug arthanairmalyam eva tat I I 6051 I b.

The meaning is that there are seven kinds (of gamaka) because there are 
seven different svaras. This view is found in the Naradasamhita. Now 
clarity of meaning. In the utterance of a song-text "clarity of 
meaning" is the true conveying of meaning, giving delight, being devoid 
of blemishes, and possessing rasa.

l.,2.,a.-b. on. Biv. 1. idam tu -> b. eva tat ora. Bii.
1. sapta karo bha° Ghan. 2. "yam drsyam Ghan.
a. "vavodhakam £ (*0). b. °yuk artha* Mi. arthe nair* Bi.

tenapatasvaranam ca vaicitryena nivesanam I a. 
patasvarante tenasya prayogo naditah kvacit I I 6061 I b.

kavisampradayena svarapatanantaram eva tenasya prayogo na 1. 
prabandhadav ity arthah I kirn ca 2.

<Finally among these gunas is> the use of tena, pata and svara with 
diversity of order. Tena is used after pata and svara and never before. 
The meaning is that in the poets' tradition tena comes only after svara 
and pata and not at the beginning of the prabandha.

a.-b. ,1. om. Bii. Biv. 2. om. Biv.
a. tenna'BS. kemapata* Mi. "patah svara* 6.
b. patha* LNMi. tennasya BS.Mi. tenasya £. prayoganaditah £.
1. 'pathana* LN.Mi. tennasya BS.Mi. tenasya N.
2. praba* ... arthah om. Bii.

prastaranastoddistadivargagrahaganamsakah I a. 
prakrtanupayogitvan na te granthe mayoditah I I 6071 I b.

ganadyabhave ye dosa uktas tesam anityata I c. 
nityadosa budhair ukta ya ucyante 'tra te maya I I 6081 I d,

In this book I do not go into prastara, nasta, uddista etc., nor varga, 
graha, gana and amsa, as they are not relevant to the matter in hand. 
Those faults which are said to arise through the absence of gana etc. 
are transient. It is those that are said by the wise to be constant 
(nitya) that are dealt with by me here.
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a.-d. om. Biv.
b. prakrpanupakaritvad vahutvan na mayoditBh L. sim., with prakrpan-
upa* JN. sim. , with prakrpanu* and vahulyan na* 6. prakrtanupakari-
tvad ahudya" na mayeritah Mi.
c. ganadyabhave ye do skhalanadi ... (sa ... "tyata om.) £. ganady-
antavaye dosa uktamstesam sanityata(?) Mi. d. ora. £.

yatha I 1.

talahTne kayarogo dhatuhTne dhanaksayah I a. 
dhatumatupadam yatra nasti tad gTtakam ripuh I I 6091 I b.

atha gTtadosan aha I 2.

gTtesu dosah skhalanadi vanyas taladyabhavena nibandhanam ca I c. 
syad dhatumatvadihatih katOktT rasadihanih sravanapriyatvam II6101 I d.

For, when the music lacks tala, the body becomes sick, and when it lacks 
dhatu there comes loss of prosperity. That song in which dhatu, matu and 
pada are absent is 'inimical'. Now the faults (that can be found) in 
music: the faults in songs are faultering etc. in the words, lack of 
tala etc. in the structure, defective dhatu, matu etc., harsh 
enunciation, violation of rasa etc., and harshness on the ear.

1. ,a.-b.,2. om. Biv.p.
c. gT* ... sah om. £. skhalanadi vadyas £. taladibhavena vinindanam
ca Bi.Biii. taladibhavena vinanyanam ca Bii.
d. dhatumatradi * J3. katUktih ra* BS.Mi.Bi. "vanapriya" J3.

ityldidosa grtesu bahavo yadi santy api I a. 
noktas te ced grahas tesain jnane tat tad vilokyatam I 16111 I b.

yady api harinayakena 1.

gTte drrgho bhaved dhrasvo hrasvo dTrghah kvacit kvacit I c. 
ekatve ca kvacid dvitvam dvitve caikatvam eva ca I 16121 I d.

•

If these and other faults, numerous as they are in songs, are not dealt 
with <in detail>, (there should nonetheless be) mental apprehension of 
them; let them all be pondered. Though Harinayaka says quite generally, 
"In song the long may be short, the short long, and sometimes a double 
can be substituted for a single and vice versa,

a.-b.,1. , c.-d. om. Biv. a. dosad gltesu £.
b. noktis ced agrahas tesam J3. noktas te te grahas Mi.Mano. te
codgrahas tesam Bi. game tat tad Ghan. tale tat tad Biii. tale tena
vilokitam Bi* jnanena tad vilo* Bii. ganena tad vi" V (gate tadhilo*
C). kane kante vilokya* Mi.
c. bhaved hra* BS.Mi. hrasve dTrghah Biii.
d. 'cidvittvam BS.
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sliste vis'listata kvapi kvacid rephasya vaikrtam I a. 
kvacit komalata gadhe gadhata komale kvacit H613II b.

ityady avisesenoktam tathapi bhasagTtavisayam evedam I 1. 
tad uktam gltaprakasadamodarayoh I 2.

and that which is connected can be disjoined, and the repha can be 
changed, and soft and hard can be interchanged, " nevertheless this only 
applies to songs in the vernacular. This is stated in the GTtaprakasa 
and in the Damodara:

a.-b.,1. om. Biv.
a. sresto visrjyata kvacid ekasaraih krtam kvacit B (visrjyate 6
Csajyate C» . '
b. kvacit komalagTte ca natata komale kvacit B.
1. "avisesanoktam BS.Biii.

paunaruktyam na bhasadhye gTte doso 'bhijayate I a. 
sTghroccare ca varnanam tatha caiva prasarane I I 614II b.

linganyatve visandhau ca samyuktaksaramoksane I c. 
asamyukte 'pi samyoge hrasvadTrghavyatikrame II6151 I d.

"Repetition is not a fault in vernacular songs. Nor is the fast 
pronunciation of syllables, nor their protraction, nor change in gender, 
absence of sandhi, separation of conjuncts, joining of unjoined 
(letters), nor the interchanging of short and long (vowels).

a. punaruktam ca Bi. bhasakhye p. bKasantye Mi.
b. prasaranam Bi.
c. 'tve visuddhau ca B. *tve ca sandhau Bi. "ksaramorane Bi.

" • *

d. asamyoge 'pi samyoge (v.l. samyogam) GitPrak. °yukto 'pi Mi.p. 
samyogo B.Bii. samyogad hra* Bi.

bhavanty ete ca dosaya samskrte prakrte tu na I a. 
varadvayadhikam gTte paunaruktyam tu dosabhak I 16161 I b.

sangitasare ' py evam evoktam I samskrtaprakrtayos tu tattallaksanahTna-1 
tvam dosa eva I dustam padam srutikatv ityadidosah kavyaprakasadibhyo 2. 
jRatavyah I 3.

These are faults in Sanskrit but not in Prakrit (i.e. vernacular). But 
repetition more than twice is (still) a fault." This is also stated in 
the SangTtasara. The violation of the peculiar rules of one or the other 
language constitutes a fault. Faults like ugly words, harshness to the 
ear etc. can be learnt from (reading) such works as the Kavyaprak'asa.

a. ca om. *. ete tu dosa* Bi. *krte na tu Bi. °krte pi ca B.Ghan. * i . « *
b. paunaruktye tu jS.Ghan. tu dosakrt Bi.
1. py evam uktam B. 'tayos tu tallaksa* O.Bii. 'tayos tu laksana"
BS.0.
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2, dustapadaro sru' Ghan.Biv. padyam £. dustapadatvam srutikatutvam 
ityadi* BS. °katu itya° Ghan.Bii.8. 'katur'ity £. ;dosah kastah 
praka° 0. kasthah praka* C. kastapraka" L. kastam praka° J.

nardrakavanijo vahitracintaya prayojanam iti nasmabhir likhitah I 1. 
gayakalaksanam aha I 2.

gayakas tu tridha prokta uttamo madhyamo 'dhamah I a. 
mrstadhvanih susarlro nanaragaprabhedavit I I 6171 I b.

The large cargo-ship is of no concern to a petty dealer in ginger. So 
these matters are not dealt with here. Now for the characteristics of a 
singer. There are said to be three kinds of singers, the highest, 
middle and lowest. That singer whose notes are pure, who has a good 
musical voice, who is knowledgeable in the wany different ragas,

1. nadraka* BS. nardravanijo vahitra nasmabhir li* Bii. "yojanamata 
nasmabhih li° BS.•

a. gayanas tu Bi. gayaka trividho pro 0 JLN. gayakah tri* 0.
trividhah prokta utta" 6.
b. srstadhvanih LN. pustadhvani su* Bi.Bii.6. srsthudhva* Mi._••• • A • • »•»

susarTro Ghan.L. prabhedavat Bii.Biv. prabhedakrt Biii.

grahamanalayopetas talajno vijitasramah I a. 
tristhanaspars'againakesv anayasalasadgatih I I 6181 I b.

prabandhaganakusalah savadhanah kriyaparah I c. 
ayattakanthah sthayijno nirdoso dharananvitah I I 6191 I d.

who has mastered graha, mana and laya, knows tala, is untiring, whose 
movement in the gamakas in all three registers is easy and nimble, who 
is adept in prabandha-singing, is attentive, assiduous, in control of 
bis voice, knows the application of sthayas, is without blemishes, 
intelligent,

a. talajno varjito sramah Bi.
b. 'spar^agamakasvanamasanasadgatih £. 'sangatih Bi.
c. savadhanam kri* £. 'param Biii. ""* * »

d. gayanti kantha* Bii. "kanthastha* Ghan.^.Bii.6. ayatakanthah Mi. 
sthayiko Bi.

uttamo madhyamah prokto gunaih katipayair itah I a.
gunayukto 'pi dosadhyo yas tu so ' dhama ucyate I I 6201 I b.

so ' pi paflcadha I tad uktam I 1.

siksakaro 'nukaras ca rasiko ranjakas tatha I c.
bhavakas ceti gitajnah pancadha gayanam jaguh I 16211 I d.
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tiis singer is the highest category. ID the middle category is placed 
the singer who possesses only some of these qualities. The singer who, 
though he may have qualities, is beset by blemishes, is called the 
lowest. <According to another categorization> there are also five kinds 
of singers. Thus: "The teacher, the imitator, the one of taste, the one 
who delights, the expressive one, these are the five types of singers. "

a. 'dhyamaprokto Bi. °payair iti jS.Biv. "payair jitah Mi. 'payair
yutah Bi.
b. dosadhye yas tasyodhama ucya* Bii.
d. bhavajnas BS. bhavajnos Biii. bhSvakamtheti j3. gltajnah Bi.6.
gayakam vi* BS.Mi.Bi. viduh Bi,

anyunadsiksane daksah siksakaro matah satam I a. 
anukara iti proktah parabhangy anukarakah II622II b.

rasavistas tu rasiko ranjakah srotrranjakah I c, 
grtasyatis'ayadhanad bhavakah pariklrtitah I I 6231 I d.

He who is skilled in giving complete instruction is known by the 
knowledgeable as the "teacher" (siksakara). The "imitator" (anuk~ara) 
is he who can imitate the practice of other singers. The "man of taste" 
(rasika) is the one who <in singing> is possessed by rasa (emotion). The 
"delighter" (ranjaka) gives pleasure to the listener. The "expressive" 
(bhavaka) is the one who can establish the pre-eminence of music.

a. anyuno laksano ^. anyuno laksane L. anyu"nagayane BS. anyesam
siksane Bi. Ckaro mato vudhaih) Tag.• • / * —c. *vistarasiko p. rasavisisto rasi* BS.Bii. rasavidvams tu ra* Mi.

• * • • «

srotrranjakah om. ^.
d. 'dhano bha* ^. bhavukah BS. 'dhana bhKvajna pari° Biii. 'dhana
bhavajnah pari* Biv.

ekalo yamalo vrndo gayanas ceti sa tridha I a.
eka eva tu yo gayed asav ekalagayanah I b.
sadvitTyas tu yamalah savrndo vrndagayanah I I 6241 I c.

gayakadosam aha I 1.

Solo, paired and concerted, these are the three types of singer <in a 
further classification. The solo (ekala) singer is he who sings alone. 
The duet (yamala) singer sings with another, and the concerted (vrnda-) 
singer sings with a group. Now for the faults of a (bad) singer.

a. gayakas' BS. Ghan. 0. <Bii. >6. Mi.
b. tu yo godaryatha sakalagayanah £ (sa katham lagayanah <S). ekala-
gayakah BS.Mi.6.
c. vrndagayakah BS.
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bhTto 'vyaktapadah sirovicalitah phutkarako visvarah a.
syat sandastarado nimTlanayano grairiavyavasthas tatha I b.

gayan vakragalah svaralpabahulah syad ragasammisrakah c.
kampango 'navadhanako virasakrt kakasvarah satvarah I I 6251 I d.

<The bad singer> is frightened, his words are unclear, his head shakes, 
bis notes are "breathy", his singing out of tune; he clenches his teeth, 
he closes his eyes, wanders from the grama. He sings with crooked neck, 
sings more or less notes (than are in the composition), confounds ragas, 
his body trembling, inattentive, violating rasa, and he makes a raucous 
noise and hurries.

a. 'calitah kakasvaro visva* )3.
b. syat dastaustarado J3. °no bhramtyavyavasthas £ (*<$).
c. vakragamasvara* )3. vakratalah BS. "misratah 6.
d. om. 6. kamprango BS.0. kampajno Bii. kampajnanavadhanako J3.
kakah svarah Bii. satvarah om. J,

kim ca I 1.•

vitalako gTtatanuprasarakah
karalakas" chagagalo 'vyavasthitah I a. 

utphullagandas tv anunasikah syad
evam hi dustah kila gayanah syat I 16261 I b.

santy anye bahavo dosa nokta vistarasahkaya t c. 
granthantarebhyas te jneya anukta gunadosakah I I 627!I d.

Further, the bad singer is out of tala, extends the length of the song, 
opens his mouth too wide, makes a noise like a goat, is unsteady, his 
cheeks puffed out, nasal in tone production. There are many other 
faults which for fear of boring the reader are not mentioned here. The 
faults omitted can be learned from other books.

1. om. 6.
a. om. 6, 'nuprasadhakah £. *kah chaga' BS. "kas capagale vyavasthi*
Bi. capagalo vya* Bii.6. karalakanthagagalo Mi.
b. gayakah syat BS. c. "starasangaya BS. 'starasamjnaya Bii.
d. tajjneya Ghan. °kta ganadosakah Ghan.

atha vaggeyakaralaksanam I 1.

van matur ucyate geyam dhatur ity abhidtyate I a. 
vacam geyam ca kurute yah sa vaggeyakarakah I 16281 I b.

vyakarakavyalamkarasesakosavicaksanah I c. 
smrtyagamapuranadicchandahsastraprabhedavit I I 6291 I d.

Now is described the composer, 'vak' (the verbal element) is called matu, 
'geya' (the musical element) termed dhatu. He who creates both of these 
is a vaggeyakara. <He should be> expert in grammar, literature, poetics 
and all the lexica, knowledgeable in smrti, agama, puranas and metrics.
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1. vlfggeyalaksanam BS. anurageyaka* LC. anugageya JNO.
a. van matram ucya° |3. b. kurute yasya va" Biv.
c. vyakSravakya' Bi,
d. 'tyagamasravanadis chanda 0 J3. "nadi chandasastra* BS.Biv.
'c chandasastraprabodhavit Mi.

asesadesabhasajnah sarvaprakrtakovidah I a.• x_ •/" s £. s * /•_* nltisastrakalasastrasiksasastravisaradah I I 6301 I b.
* *

nanadhatuvivekajno layatanaditattvavit I c. 
drutagTtavinirmata prabandhakarane krtT I I 6311 I d.

acquainted with all the regional languages, conversant with all the 
Prakrits (vernaculars), expert in polity, art and phonetics. He should 
understand the different dhatus, know the details of laya, tana etc.; he 
should be able to set compositions quickly, skilful in composing 
prabandhas.

a.-d. om. £.
c. layataladi Bi. d. krtTh Bi.Bii.

tristhanagamakabhijno vividhalaptitattvavit I a. 
savadhana£ ca sarvatra srestho vaggeyakarakah I 16321 I b.

prabandhakaranasakto madhyamo dhatumatukrt I c. 
dhatusv anyakrtesv eva talamatuprado 'dharaah I I 6331 I d.

(He should be) conversant with the gamakas in the three registers, 
thoroughly understand the different alaptls, always attentive - this is 
the superior vaggeyakara (composer). The middle-ranking one creates 
dbatu and matu but cannot compose prabandhas. The inferior kind sets 
the dhatus of other composers to his own tala and matu.

a. om. J3. tristhanaspar^agamako dvividhalaptitattva 0 Mi.
b. sresthavag* Bi. srestavagopakarakah * Cvagoya* N),
d. dhatusyanukrtesveva Bi. °tusv anukrtesveva Biv. dhatusatprakrtes
caivam anyamatuprodo ' dhamah JN. sim., with *^ cevam L. dKatusatprakrtes
cevam anyasanuprado" 8. *sv eva mandmatatprado* Mi. ^A

ayam eva vayakara ity ucyate I alaptidvaividhyam tu kohale I 1.

ragalapanam sTlaptih prakatrkaranam tat ha I a. 
sa dvidha gadita ragaruTpakabhyam vi^esanat I 16341 I b.

This (last) one is_known as a Vayak'ara. Kohala explains the twofold 
nature of alapti: Alapti is an alapana (discourse) of (around) raga, and 
is an exposition (of the raga). It is said to be of two kinds, being 
particularized by raga and rupaka (composition).
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1. laya sevayakara L. laya evayakara J<N>. laya vayakara 0. layatra 
vayaka ity C. alapter dvaivi* BS.6. tu om. BS.Bii.6. 
b. dvidha kathita BS.Bi,Bii.6. ragarupakadivisesatah BS. 
'rupakadivis'esanah Bi. "kadivis'esanah Bii.Biv. "kadivisesana Biii.Mi. 
"rupakavyavisesana #.

ragalaptl rupakalaptis ceti I anayor api bahavo bheda durjneyatvad 1. 
anatiprayojanatvac copeksitah I 2.

yathamati maya granthat puranac cadhunatanat I a. 
yad desarTtes* calekhi s'odhyam gite budhais tu tat I 16351 I b.

This means there are the two, ragalapti and rupaKalapti. The many 
varieties of these are overlooked here because of the difficulty in 
understanding them and because they are not particularly important in 
the present context.

What I have, to the best of my judgement, described from regional 
practice and from books old and new, should be sought by wise persons in 
the music itself.

1. "laptih rupaka* J3 (*£). Bii. Biv. anayor ... (2.) 'ksitah om. £.
bhedadur 0 Bii.
a.-b, ora. J3.
b. gTtabudhais BS.Biii.

iti srrmannikhilanvavayottungacodagangavamsavatamsasesa- 1.
gunasadmapadmanabhabhu mi patitanujanmano maharajadhirajasya 2.
saMtyasangTtarnavakarnadharakamaner gajapativTrasrTnarayanadevasya 3.
krtau sangTtanarayane gTtanirnayo nama prathamah paricchedah II 4.

Here ends the first chapter, called "account of vocal music", of the 
SahgTtanSrayana, the work of the Gajapati king NarJ'yanadeva, king among 
kings, jewel among helmsmen on the ocean of literature and music, son of 
king Padmanabha, seat of all the qualities that adorn the Codagahga 
line, supreme among all lineages.

1. 'mannTl'anvavayottungagangavamsa 0 Mi. 'lanvayottunga* Bi.Bii. 
'gaudagamgava 0 J3.
2. tanujanmamahara 0 Bi. 'janmanah ma* BS.
3. "dharakamano gaja e J3. °maneh ga* BS. 'devakrtau Bi.
4. krtau samgTtanirnayo nama pra e J3 (sugTta 8 <S).
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atha kramapraptam vadyam Hha

na vadyena vina yasmad gTtam talad ca s'obhate I a. 
tasman mangalyam asmabhir vadyam atra nigadyate I 111 I b.

tat tatanaddhasusiraghana'nTti caturvidham I c.
tatam vTnadikam vadyain anaddham murajadikam I d.
vamsyadikam tu susiram kamsyataladikam ghanam I 121 I e.

Now, following due order, instrumental music is described. As vocal 
music and fala lack lustre without the instrumental, I mention here 
those instruments which are auspicious. The instruments are of four 
classes, stringed (tata), covered (anaddha), hollow (susira) and solid 
(ghana). The tata are such as vTna, the anaddha are the muraja etc. , 
the s'usira the vamsa etc. , the ghana are such as the Kamsyatala.

1. srTr astu I atha ... Mi.
a. *na vina gTtam yasmat tale ca so* Bi. gTtam talam ca sobhate I all
other Mss. talas ca Ghan.Bhaktiratn.(VaisSS p.235)
b. mamgalyam )3.Mi. *dyam tatra ni * Mi. 'dyam adya ni * Bi-iii.
vadyamatra ni* ^.
c. tat om. Ghan.L. tatataddha* 6. tatataddha* JB. tatam anaddha^u°
BS.Bii. tat ta anavaddha* Bi. tattanaddha* Biii. tatanaddhasusirani• •

ghananceti catur" Tag. -
d. tatam vamsadikam Mi.
e. vamsa* Mi. k"amsyata* ^. kamsyam taladi * Mi.

tatra tatam yatha damodare I 1.

alavanT brahmavTna kinnarT laghukinnarT a. 
vipancl vallakT jyestha citra ghosavatT jaya I 131 I b.

hastika kubjika kurma sarangT parivadinT I c. 
trisarl s'atatantr'T ca nakulausthT ca camsarT I I 411 d.

* » *

The D'amodara lists the tata (chordophones) as follows: 'alavanT, .... 

a. alavalT B. alavani Mano. alavanT ^ubh.Ghan. alavanT Mi. *vTna* • • •

kinnarTti nigadyate ^ (*£).
b. pallakr 6. dosavatT Bii.
c. hastika kurmiki kubjl Tag. kurma (rmT) BS. sarahga Bi.Biii.
haranT parivadinT 6 (hanT C).
d. trisarl ^ubh.Ghan. ' satacandra ca Bi.<Biii.> s'atatadrT Bii.
satatantrT (candrl) BS. "tandrT Mi. s'vetatantrT ca nakulosthT Tag.
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nakulo ' stau ca Mi. kamsarT Ghan. tamsarT BS. tamsarT <SJ.
/ • • « • » •

(v.l. Subh.) dhamsarT LN. tharasarT Tag. carkarT Mi. sancarT Bi
• • » . U

nakulalausthya catuhsarT Mano.

audumbarT pinakT ca nibandhah puskalas tatha" I- a,
gada varanahastas ca rudro 'tha svaramandalah I b.
kapilaso madhusyandT ghonetyadi tatam bhavet I I 51 I c.

siddhaisam ghatana loke paramparyopade^atah I d. 
tathapi vaksye dvitrTnam laksanam grantharTtitab I I 61 I e.

AudumbarT, .... ghona etc, these are the chordophones. There exists an 
established traditional method of making these instruments, but I shall 
give a description of two or three according to written sources.

/ /
a. audumbari Subh. audumvan J3. otambarTMi. pinakT Subh. Tag. na
bandhah Bi. nibaddhah BS. Mi. Bii . Biii. Mano. Tag. sunkalas (v.l.
suskalas) tatha Subh.
b. gadavaranadastas Mi. gadda 0 Bi.
c. kavilaso JN.Biii. S\jbh. vikalaso Bi. kavitaso Bii. kuvilaso Mi.
kapinaso Tag. ghosetyadi Mano. ghone (se) tyadi BS. ghose' Biii.
ghanetya" ^.
d. siddhe samghatamaloke Tag.
e. athapi Bii. dvitranaip BS. Tag. dvitanam Bii. dvitrinam Bi.Biii.
granthabhTtitah BS. grantha Tritam Tag.

alavanT yatha I 1.

kanisthikaparidhyardhamadhyacchidrena sarayutah I a. 
dasamustimito dandah khadiro vainavas tatha I I 71 I b.

* • * • * •

adhah karabhavan u"rdhve cha<t>travalyabhi^obhitah I c. 
navangulam dadhaofchidropari candrardhasannibham I I 81 I d.

First the alavani. A stick, ten mustis long, of acacia and bamboo wood, 
with an opening in the middle measuring half the circumference of the 
little finger. Below, there is a karabha. and at the top it is adorned 
with a row of chattra figures. This should be fastened to a gourd, 
measuring nine fingers, with the appearance of a half-moon, over the 
opening,

1. , a. -c. om. 6. _ ,
1. alavanT Bii.Biii. alavalT JN. alavant L. alavanT Subh. "alapinT Tag.
a. 'parispa (sya) rdha° BS. "parisyandTmadhya* Bi. 'parispardhima*
Bii. 'parispardha* Biii. 'parisardha* (v.l. paridhardha*) Ghan.
"paridhardho ma* Tag.
b. vainavo 'thava BS.Subh.
c. om. '6. atha kara' JN. chatanyabhivi^obhitah p. chatravallyabhiso"
BS. "vallyabhi^o* Bii.Biii.
d. dadyas chatra* )3 (dadhas chatro" 0). 'nguladadhas chidro Bi.^ubh.
'nguladadhasidro Bii. 'nguladadhacchidro* BS.Mi. 'dadhas chatram Tag.
chidre parica* Mi. "candrarddha* BS. sannibhah Bi. 'nibham Tag.
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nivesya tumbikam tatralabukhandam nivesayet I a. 
dvadasangulavistaram drdhaparvamanoharam I I 91 I b.

tumbikavedhamadhyena dandacchidrena nirmitam, I c, 
alabumadhyagara dorTm krtva svalpam ca kasthikam I I 101! d,

and there one should attach a piece of alabu gourd, measuring twelve 
fingers, having a pleasant appearance and with a firm knot. Then a 
chord should be wade, measured by (?situated by) the middle of the 
opening of the gourd and the opening of the stick, passing into the 
middle of the bottle gourd, and a small piece of wood.

a. nivesya vrddhikam £. 's'ya guraphikam Mi. 'sya cumbikam S\jbh.
'alavukha* £.*
b. dasangulas ca vistaro Tag. drdham pankam (?) mano° (v.l. drdha-
pankamano 0 ) Subh.
c. cumvikave* £. dandacchidre tu nir" Subh. nirmitam Bi. nirmita Tag.
d. alavuraa 0 BS.L. w madhyagambhTrTm Mi. dovTm (v.l) Ghan.,(v.l,> Subh.
daumvTm Subh. madhyaga dorim krtva spardham ca kathikam Mii.
'madhyagambherTm (?) |J. sondham (?) ca kasthikam Bi. syandham ca ka°
Bii.Biii. samirian ca (v.l.) Subh.

tatha samvestya tanmadhye kasthikam bhraraayet tatah I a. 
yatha syan niscalalabu bandhas ca karabhopari I i 111! b,

pancangulani samtyajyalabum svalpam ca bandhayet I c. 
kesantanirmita pattamayT sutrakrtathava II121 I d.

Then wind the string around the wooden piece and turn it until the alabu 
gourd is fixed and the binding is over the karabha. Then leaving a space 
of five fingers bind the small alabu gourd. Then a string of hair or of 
silk or yarn, (v. 13) even, smo&tk and firm, should be attached.

a. *dhye kasthika kramas'as tafha J3 (*kastika Ntf). bhramayet tada Subh.
yasthikam Mi.
b. syan nis'calo lavu £. (lavur va* J). 'lalabubaddhas' ca Bi.
*labifbaddhas ca Mii. tatha tanniscalalabu viddhas ca ka° Mi.

x - * X

nis"calalabubandhas ca Mii. niscalalavur bandhas (v.l. baddhas) Subh. 
nis'calalavur ardhas ca (v.l. "lavyur vandhas ca) Ghan. 
c. *labu sandham ca bandha" Bi. *lab"um + + + varjayet Bii. 'lavum 
Ghan. labum svandham ca Biii. svalpam ca Mi. "lavum ca pamcatvam 
dhayet ¥• e lavTJm ca'pamcavamdhayet L. 'lavun ca panca vandhayet Tag. 
d. kes'ais' ca nirmita Tag. kes*astranir° ^. kesardranir" Mii. kesSdra' 
Biii. kosanta* Subh. kosan tu nir* Ghan. kenanta* BS. ke^andra* Bii. 
pattamadhyasutram athapi va Mii. 'mayisutra* Bi.Bii. °krtapi va Bi.Mi.

sama ^laksna" drdha tatra deya tantrT vicaksanaih I a. 
tare mandre ca'ghore ca tristhane bindur isyate I I 131 I b.

bindunadasamupetam tumbrm niksipya vaksasi I c. 
madhyamanamikabhyam ca vadya daksinapa"nina I I 141 I d.
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A dot is required in the three registers, upper, lower and ghora. The 
tumbi gourd, filled with the sound coming from the dot, should be laid 
on the chest, and the instrument should be played with the middle and 
ring fingers of the right hand.

a. samo s"laksna drdha deya ta° Ghan. samah suksraa drdha tatra tantrTr
deya vicaksanaih Subh. drdha tantrT deya tantravicaksa" Mil. tatra
deya tatra vicaksa* Mi.
b. mandre ca madhye ca Bi.Tag. ca pore ca Mi. "sthane vamdha isyate
p, bindhur isyate Biii.Mii. *sthane vandhayisyati Tag.
c. binduna samupetam tu turn 0 BS. binduna na samupetam Ghan.
'nadasamutpannam Subh. "nadasamopetam. Bi. vimdunasyamupetam tu tasman
niksipya vaksasi £ (*N. nihksipya £). binduna sadanupetam tanvam niksi"
Mil. tumbam niksi* Bii, tambam ni° Biii.

• • •

d. madhyamanasikabhyam Mii. ca dadyad daksi* Biii.Mii. vadyad daksi* 
Mi. 'namikantyam ca Bii.

tumbTmTilam samutpTdya vaniangusthena dharayet I a. 
tatas tabhis tu sarvabhih svaravyaktir vidhTyate I I 151 I b.

trisvaro daksinah panir vamas tatra catuhsvarah I c.
* • # A V 4 *

alavanyam sthita jneyah sapta sadjadayah svarah I I 161 I d.

The tumbT gourd is held by pressing its base with the left thumb. Thus 
with all of these (fingers) is the svara made manifest. Three svaras 
are held by the right hand, four by the left; <thus> are placed the 
seven svaras, sadja etc. , on the alavanT.

a. "mblmalam BS. tumbyamulam Mi. Mii. tumbamulam Bi.Bii.Biii. turaulam 
samupetyaiva va° £. samupetya Mss. samutpatya Subh.Ghan. vamamustau 
nidhapayet Mii. vamamustya ca dharayet Bi. vamamusthena Bii.Biii. 
b. tatrasthabhis tu Mi. svara* ... yate om. Mii. tabhis' ca Tag. 
c. tri° ... °nah om. Mii. vamasutracatuhsvarah BS. vastatra

• » • «

catuhsvarah Bii.<Biii.> catusvare Tag.
* * 

MM

d. alavalyam £. talavanyam Mi. lavanyam ca sthi* Mii. alavanyam 
Subh.Ghan. jneya sapta' Tag.

iyam alavanT prokta" manahsravanaranjanT I a. 
pratyaksa saradadevT vTnarupena samsthita I I 171 I b.

ity alavanT I atha kacchapT I 1.

apara kacchapTvTna saiva rupavatT" kvacit I 1181 I c.

iyam eva rupavatTty ucyata ity arthah I 2.

Thus is described the alavanT, which delights the mind^ and the ear. The 
goddess Sarada made manifest has the form' of this vTna. Here ends the 
(description of the) alavanJ. Now the kacchapT. Different (from this) 
is the kacchapT vTna, which is sometimes "rupavatT' - i.e. this same 
instrument is called rupavatT:
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a. iti yamala varana prokta J3. yamara varana prokta svarena 
janaranjanT Tag. alavanT Ghan. ity alavanika pro" Bi. ity avalavinT 
pro* Bii.<Biii.>
b. om. p. Mi. Mil. Bi-iii. sarada BS.Ghan. , (v.l.)Subh. vTjarupena Ghan. 
1. ity alavanT om. J3. 'variT <Ghan. >Subh. 2. °cyate ity BS.

astadasangulam dairghye siras tasyah prakTrtitam I a. 
caturdasangulam sardham pras'astam ca bhavec chirah I I 191 I b.

galam pancangulam prahuh prasastye tatra tadvidah I c. 
kacchapasyeva tatprstham kramatas connatanatam if 201 I d.

Its head is declared to be eighteen fingers in length and fourteen-and- 
a-half broad. The experts say that its neck is five fingers broad. Its 
back is as if of a tortoise, ribbed up and down.

a. tasya prakT* Bi. c. talam panca* Mii. panca* Biii.
d. 'pasyaiva all Mss. except Mii.,Tag. kamathas connata 0 LN. kramatas
0. kamatas J. kamacas' C. kamathasyeva cananam Tag.

da^ika dvyangula sardha siromadhyasthita mata I a. 
kimcinnimna suvalita pancarandhrasamanvita I I 211 I b.

krodabhittih sirogarbhe nirmite vyajanopama I c. 
galante karnika ca syad dasahgulamita mata I I 221 I d.

A dasika of 2% fingers is placed in the middle of the head, slightly 
sunk, well rounded, with five holes. When a hollow has been made in the 
head, the face of the cavity is shaped like a fan. At the end of the 
neck is a karnika (protuberance) measuring ten fingers.

a. darsavyagramgula J3. dandika dvangula Mii. dasavrddhangula Tag.
da^aka Bi. 'madhye sthi° **'
c. krodabhaktih £. sirogarte BS.Bi.Bii. °garbho vL.Mii, nirmito Tag.
nirmitavya nijopama BS.Biii. "matuvyanijopa 8 Bi. 'matavya jinopama
Mi.Bii.
d. kalante Mii. galanto Bi. °nte kalika ca Tag. ca syat (omits rest) Y.

ardhacandrakrtih sa tu valita prsthadesatah I a. 
dandat sadangulocca syad dando 'ngulidasadvayah I I 231 I b.

ekanguladhiko mule kramat sthulo 'gratah krsah I c. 
vidhaya sunyam tadgarbham pidhanam tatra dapayet I 1241 I d.

At the back this is rounded with the shape of a half moon, six fingers 
above the stick, the stick being twenty fingers in length. This should 
be thin at the top, then progressively thicker, being one finger wider 
at the base. It should be hollowed, and the cavity covered over.
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a.-b. oro. 6.
a. sardhacandra* Mi, sa trivalita Mi. ... syat tu (omits rest, now to
88. d. vadaya) Mii. syat tu <Bi.>Bii. sa tu palita J3. sa tu patita Tag.
b. dandarasangulocca sya dando ngulidasa* Bii. damdah sadamguloccah
syan (omits rest) JN. sim., with danda L. dandah sadangulaughah syan
(omits rest) Tag. ngulo dasadvayah Biii.
c. (eka° ... kramat om.) J3. "adhiko mulo kraman mulo gatah kr" Bii.
mulo gratah krsah <$. mule sthulo gratah kr" LW. mu~le sthulo matah kr*
<J •

d. sunyatam garbham Bi. *ya mulam tarn garbham Bii. sulam tadga" Biii. 
sunyam tatramtrama pidha 0 $ (tatratrama C). tatramtramam pi' JN. 
sunyam tamtryabham pi* L. sunyam tattamtryam pi* Tag. yatra dapa* 
Bii.

trayodasangulamito dandapucchas tu dirghatah I a. 
tatra saptangulam dairghyam unnatam ca sadangulam I 1251 I b.

sarTgrham iti proktam trisYenT kalitarn ca tat I c. 
tatpadcat puccha ity uktah sa sadahguladairghyabhak I I 261 I d.

The tail of the stick should be thirteen fingers in length. There a 
part called sarTgrha (peg-box?), seven fingers long and six high (is 
attached), made in three rows. Above this is the part called the puccha 
("tail"), which is six fingers in length.

a. dandamulas tu dT* Bi.
c. proktam tridheti ka° (3. 'sreni kali tarn Mi. nisreni ka° Bi.
kathitam ca £.

/ * /
d. *scirt pucchatady ukteh J3. pucchatayaukteh Tag. uktah sadangulas ca 
dairghyabhak BS. ity uktam Biii. sa om. Bi.Biii. sa sadahgulas' ca 
dair* Bii.

matsyapucchakrtir vakro nanasubharananvitah I a. 
motanyah panca kartavyas tas^ ca syuh sarikabhidhah I 1271 I b.

tasam bilatrayam karyam daksine vamato dvayam I c. 
dandante kalika nyasyas tantrTnam tatra samsthitih I 1281 I d.

It has the shape of a fish-tail, is curved and is adorned with various 
decorations. Five pegs (motanl) are to be made, called sarik~a. Their 
boles are to be placed three on the right and two on the left. At the 
end of the stick are fixed end-pegs (?), and there the strings are 
attached.

a. *krtivakro Bii. °krtir vakro jneya avarananvitah |3.
c. asyam bila* Bii.
d. dandatve Mi. kalika J3. kTlaka" Tag. nyastas ta* Bii. Tag. nyasyat
ta* Mi.' nyasya BS. nyasyas ta* Bi.
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sirogarbhah pid/Ttavyas carmana komalena ca I a. 
pittalenatisubhrena tasyopari nivesayet I I 291 I b.

anguloccam makarikam pancarekhanvitam punah I c, 
dasarandhresu pancatha pattasuftravinirmitah I I 301 I d.

The hollow of the head is covered over with soft leather, and above it 
is to be fastened a makarika in brightly shining brass one finger in 
height, with five grooves. In the holes of the dasa should then be 
fastened five pieces of silk thread.

a. om. Bi.
a. s'irogartah BS. <<S. >J. Tag. 'gartapidha LN.
b. 'tisudrena £. "tis'uddhena Tag.
c. angulyoccam Mi. amgulyoccam sakarikam LJN. amgulyoghamsakarik'am 6.
angulaughamsakarikam Tag. angulagram Bi. angulongamaka* Bii.
d. dasarandhresu Mss. except BS. pattasutre vi* Bi. pattisutra* Bii.

ksipet pratidasas tasu badhnTyat tantrikakrtTh I a. 
chagadyantrabhava mandre madhye caivatha pattaja I I 311 I b.

tantrTdvayTm samagunam samhatam ta~rake nyaset ! c. 
tarat param nyaset tantrlm suksmam tarn madhyamam viduh I 1321 I d.

On these the strings should be bound to the dasa, animal gut for the 
lower and silk thread for the middle range. For the upper range should 
be placed two strings of the same material, joined closely together. 
Beyond the upper (register) is to be placed a thin string; this is 
called the madhyama.

a. "dasam tasu ]3. "dasos tasu Bii. pantidasis tasu Bi. °pet pratisos
tasu Biii.' 'niyat tatrakakrtih Bi. tantrikakrtih BS.£.<Bi.>Bii.Biii.
tantrikah krtT Mi. tantrikakrtim Tag.
b. om. Tag. chagadyantrodbhava Bi. yandobhava Bii. "adyatandrava
mandre Biii. *gad antarava ma' Mi. "bhavam amte L. "bhava mate ^.
c. 'ntrTdvayam Bi.Bii.<Biii.> samagunam J. samhatam Bi.
d. tavat param LN.TaR. navatsaram 6. tavasaram J. suksmanta~m ma"

C . vJ • • • .

Tag.

eta yathakramam sthapyah krodan makarikopari I a. 
evamvidhayam kacchapyam vividhah karasaranah I 1331 I b.

c, 
d.

tab paramparaya jneyas tajjnanam upade^ata^ I 
esa manohara vTna darv asyah khadiradikam I I 341 I

iti kacchapTvTna I 1.

These (strings) are to be laid in order from the (face of the) hollow 
part over the makarika. On the kacchapT of this form there are many 
different playing strokes, They are to be known from tradition on the 
instruction of experts. This is an attractive vTna, made of acacia and 
other woods. Thus the kacchapT.
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a. sthapyakro" Bi.
b. kacchapya vivi° Y. vividha kara° Biii. vividhakarasaranah Tag.
karasarinT Bi. "sarana Bii.

• 4

c. jneyas tadanam upa° Bi. "yas tajalanara(?) Bii. tajjnakanamC?)
Biii.
d. davisyah kha" Biii. davasyasyadiradikara Mi. vTna
khadisakhyadiradikam Bi.

atha sarahgTghatanaprakaram aha I 1.

gambharT panasT vapi saradarubhavapi va I a. 
trivitastimita dairghye sirah pancadasangulam I I 35!I b.

tat tu sarpaphanakaram tanmadhye dasika bhavet I c. 
galabhage kraraan nyvTnam tasmd uccantakarnika I I 361 I d.

Sow is described the mode of constructing the s~arahgi. This is wade 
from the wood of the GambharT or the Panasa (jack) or <other> hard wood. 
It is three vitastis in length, the head being fifteen fingers. That 
(the head) is shaped like a serpent's hood, and in the middle there is a 
dasika. In the neck portion it tapers (successively lesser in size) and 
an end-piece (karnika~) is attached above that.

»

1. "raragT sannam prakarah I |3. ghatanaprakarah I Mi.
a. gambharT Bii. panasT p. panasT capi Tag. °darudbhava° BS.Bi.
•darudbhava 0 J3 Crudbha* <S).
b. 'stimito J3.
c. tatra sarpa* |3(*0). °dhye ca sira bhavet Bi. °dhye vasirU Bii.
*dhye sira Biii. desika ]3. danika Mi.
d. phalabhage Mi. kalobhavau kra° Bi. kraraan nunam Bi.Biii. kranian
mulam p. °smad ucca tu kar* £(*0).Bi. udvrttakarnika Mi. °karnikam

» ' ' • « •

Bii.

asya" adhahsthito dando dairghye sa tu dasangulah I a. 
sthulamulah krsagras ca kramena valito bhavet I I 371 I b.

dandasya sirasas' caiva garbham sunyam ca karayet I c. 
dan^asya prsthade^e tu sirasah krodatas tatha I I 381 I d.

Below it (the end-piece) is the stick, which is ten fingers in length, 
thick at the base and thin at the top, gradually <more> rounded (?). At 
the head of the stick a hollow cavity should be made. At the back of 
the stick, at the head and the cavity,

a, dairghyena tu dasa* £(*0). dirghe sa Bi.
b. 'mulakrsSgras j3.Bi.Bii. varddhato bhavet Bi. varjito bha°
Bii.Biii,
c. gartam su* Bi. sulam ca Biii.
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sarTgrham bhaved asyah sarahgyas caturasrakam I 
dairghye sadarigulam proktam prasastye caturangularo

sunyo garbhas' ca tasyatha gambhTrye caturangulah I c. 
tisras tatraiva motanyo vinyasyas tadbilatraye I I 401 I d.

the sarahgi has its sarTgrha (peg-box?), which is rectangular. This is 
six fingers in length, and four in breadth. The hollow interior of this 
is four fingers deep. There three pegs are inserted in three holes.

a. sarangyas ... b.,c.-d. om. £.
a. "grharn prabhedasya Bi. b. dTrghe Bi. prasaste Bi.Bii.
c. sUnye BS. garis ca Mi.
d. cittas tatraiva Bi. itas tatrai* Mi. motinyo Bi-iii. vinyasya
tadbilasraye Bi. vinyasyat tu Mi. *syas tu bila° BS.Bii.

agram tatra sacudam syad yatha devakule tatha I a. 
asyah sirah pidhSTtavyam kacchapya iva carmana" I I 41II b.

sthapya makarika tatra trirekhangusthanirmita I c. 
dasagre kalika deya sarir eka sthita bhavet I I 421 I d.

The top has a crest, like <the pinnacle> on a temple. The head of the 
instrument is covered, as is that of the kacchapi, by leather. There is 
to be placed the makarika (bridge?) with three grooves the size of the 
thumb. At the end of the dasa is put a peg, and one string placed on 
it.

a.-b. ( ... sirah) om. £.
a. agram tasya sudorasyad(?) yatha Bi. agram statra sucU(?)dam syad
Bii.
b. pidhatavya ca carmana £.
c. trirekhainmustinir* 6. *khammustanir* JN. °rekhamustinir° Tag. ... ... .. <j
d. dandagre Bi. sarikeka *<*J). sarikaika Tag.

tisras tantryah pattasutrabhavah sthapya anukramat I a. 
nirmiyaivam dhanur vam^aprsthasya tridasangulam I I 431 I b.

asvapucchasamakrstair valair asya guno matah I c.
tarn ghrstva salaniryasais tena tantrTs tu va^dayet I d.
esS sarafigika vadya tajjnanam upadesatah I 1441 I e.

Three strings of silk are laid in order. A bow is then made, thirty 
fingers in length, of a bamboo back. Its thread is of the hair of the 
horse's tail. Having rubbed this with Sala tree resin, one plays upon 
the strings with it. This sarahgT is to be played according to the 
instruction of the experts.

a. *bhavah sthapyas tu tatkraraat
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b. om. C. dhanus carma saprsthasya dasamgulam J3. dhanus' carma 
svaprsthasya dasangulam Tag. 'syatrimsadangulam Mi. 
c.-d. om. C.
c. "samakrsto valair ON. 'krstau calair J.

***— ***— — / —d. tain drstva N. drsta 0. dastva J. prstva Bii. salanir* £. "yasais
taya tamtrya tu vadayet 3- tarn ghrstvotsalaparyasaih Mi.

iti sarahgilaksanam I atha rudravTna I 1.

dando 'sya rudravTnaya mustyaikadasasammitah I a. 
bhramadangusthagramitam susiram tasya kirtitam I I 451 I b.

dandasyobhayato deyam kamsyam samvarakadvayam I c. 
pascat samvarakam catra chattrtkrtasiro bhavet II461 I d.

Thus the sarahgT. Now the rudravTna. The stick of this instrument 
measures eleven must is. On either end of this is to be put a gate of 
bronze; its hollow is said to be the size of the turned thumb. One of 
these has a head shaped like a chattra.

1. atha sa° *.
a. dandah sySd ru° Tag. dando 'sya (omits rest) Bi.Biii. mustyeka"
Bii.p. "
b.-d. om. Bi.Biii. c.-d. om. Tag.
c. 'bhayato dandam ka* BS. deyam tarn samasvarakadvayam Bii. kamsya
samvaskam dvayam 6. kamsyam ambarakadvayam Mi.
d. chatrakrtisiro bha* Mi.

dandasya vestanam sardham pancangulam ihoditam I a. 
tanmita nakharT tasyah kartavya sundarakrtih I I 471 I b.

kakubho rudravTnayas trisirah parikTrtitah I c. 
urdhve sirasi datavya lohapatrTsaraanvita II4811 d.

The covering of the stick is said to measure five-and-a-half fingers. 
The nakharT ("claw") is to be made to the same size, looking attractive. 
The kakubha (end-piece?) of the rudravTna is said to have three heads. 
On the upper head is to be attached, along with a metal plate,

a.-c. om. Bi.Biii.
a. sardhapanca* Bii.Mi. "ngulam ivoditam Y (*£).
b. tamnitra ]3. laharT tasyah Tag. lakharT ta° £. nagarl (makarT) BS.
nakarl Bii. tarn anmitanarT tasyah Mi. kartavyah £.
c. trisira pari° p.Bii. 'kirtitah BS.
d. lauhapatrT BS.Mano. <Bii>.

mulatantrT tadupari nyasya lauhT tatah param I a. 
t daksine s'irasi nyasyec chrutitantrTdvayam kramat I I 491 I b.

evam tu kakubham tatra vrnadande nivesayet I c. 
anguloccam turdhvasiro ' ngusthamatram tu parsvakam I I 501 I d.

- 180-



pariccheda 2

tie fundamental (?) string. Above it is to be placed another (piece of) 
metal. On the right head should be attached two "sruti" strings. The 
kakubha should be set on the vTna stick, the upper head raised by one 
finger, the side by only one thumb.

a. mulatantrTs tad 0 Mi. "tantris tad 0 Bii. nyasya lauhi Bi. nyasyal
lohim Bii. nyasyal lohT ta" BS. nyasya lohlra Biii. "pari tasya lauhTm
LN. tasyam laulTm 6. tasyo lauhT J. tasya lauhT Tag. na syal lauhTm
Mano.
b. daksine vinyaset tasyah sVuti* Tag. slrasi nyasyo raulatantT 0 Mi.
parsvayoh siraso nyasyen mahatantridva* Bi.
c. evara trikakutam tatra Mi. ekam tu Bi. "damdo nive° JN. *damdT ni* • • • .. > •
6.
d. dvyamguloccam J3(*J). angulyoccam Mi. 'ccaro urddhasi * ]3. "stham
matram tu N. °ccam tv ardhvasi* Biii.

eaptangulantaram tasmat tumbara anyara nivesayet I a. 
anyam tata^ catustrimsadangulantaram "aksipet I 1511 I b.

astadasangulamukhani cakratve carugarbhakam I c. 
sukumbham unnatam kantam vartulam tumbayugmakam I 1521 I d.

Then one gourd should be attached seven fingers in from that <kakubha>, 
and another at thirty-four fingers' distance from that. The two gourds 
should be eighteen fingers in diameter, of good-quality interior, well 
swollen, tall, attractive and well rounded.

a. 'mtaram tasmat tanmulam ca nivesayet p. tasmat tamyumukhyam nive*
Mano. tumbiskandham nive' Bi. tambuskandham ni* Bii. tumbusya(?)ndham
nive° Biii.
b. anyat tatas Mi. anya tatas Biii. catusramsadangu ° Bi. 'trims'ad
dvyangula 0 Mi.
c. *mukham vai caru* ^.
d. sukumbham anrtam ka* Bi. kusumbham Bii. (kusumbha) sukumbham BS.• •_

damdam saraunnatam kamtam )3 (*JN. damdasamu* 6"). vartalam BS.**• *•* « * *

tumbuyugma* Mano.

aunnatye kimcid adhikyam anayos* ca pras'asyate I a. 
ardhangulantaram pas'cat tumbasya sthapayed budhah I I 53II b.

dandaprsthe randhrayute 'syah sarasvatikam subham I c.»•£*** -J y • »

samvaradvyanguloccam tarn chattrakrtisiroyutam I I 541 I d.

Slightly excess height in these is commended. At a space of half a 
finger after the gourd, in the back of the stick which is furnished with 
holes, is placed a shining sarasvatTf two fingers higher than the 
samvarakas ("barriers"), with a head in umbrella shape.

a. aunnatyara ki* Mano. adhikyamalayas £.
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b. ardhangottaram pa* Mi. pas'cat tumvaram £. tumbam samsthapayed Mi
turabam ca sthapayed Mano. tumbakam sthapayed Tag.
c. *prsthe ramdhram (om, rest) ]3. candrayute Mi. *yute sa sarasva*
Bi. sya sarasva* Biii. "svatikam punah Mano.
d. om. ]3. "ngulonatara Bi. 'siroyugam Bi.

tatah sardhadvyarigulanta ekam motanikam nyaset I a. 
pancangulantaram tasyam agre vestabilanvitara I 1551 I b.

purvamotanikavestarandhram ekam samam tatah I c.
* / * * * *x*lauhankusam tu kartavyam vartulam badisakrti 11561 I d. » j « i • «

At two-and-a-half fingers from this is placed one small peg,equipped 
with a tooth-hole at the top of <the vTna> five fingers away (?). Then 
is made a tooth-hole for the first string, and a metal hook, rounded and 
looking like a fish-hook.

a.-b. om. p.
a. *rante ekam a (*Bi.-iii>. eka ca motani nyaset Bi.
b. tasya agre Bi. nyasyam agre Bii. vesti vilanvitam Mano.
vestanikanvitam BS, vestavalanvitam Bi.f » • •

c. 'randhrim ekam BS. (ramdhram) ekam stnapayec ca sarna 0 J3. 
samantatah BS.<Bi>.
d. vadisikrtih BS. badisakrtim Bi.Bii. badabakrtih Mi. varijakrti ^ 
("krtih <S).' pankajakrti Tag'.

tadbandhanagunam tasmin vestarandhre nive^ayet I a. 
tatparayam tu motanyam vestarandhre 'nku^am ksipet I 157!I b.

tanmotanTvrttarandhrasadrs'am dandarandhrakam I c.* • • * * •

suyantrite tu tatraiva badhnTyan mukhyatantrikam H58II d.

The thread that binds it is passed through the tooth-hole. The hook is 
then fastened to the peg beyond, in the tooth-hole. A hole in the stick 
is cut to the shape of the peg. Thereon, when it is well fixed, the 
principal string should be tied,

a. "mdhanam gunam £(*£).Bi. tasraad vesta* Bi. vestavamdhe £ (*N). 
vestacandre Mi. ripurandhre nive* Bii.
b. etatparayam motinyam £. 'parayat tu motinyam Bii. *paraya tu Bi. 
motanya ve* BS.Bi. motinya" ve* Biii, vestarandhrarikusam Tag. 
"ramdramkusam £.
c. *vrksaramdhrasadr* Y <*vaksaramdhra* J). *vrtarandhra* Mi.«•» */** * 
d. 'ntriteti tatraiva Bi. subhante te ca tatraiva Mi. mukhyatamtrikam
Bii.Mano. 'tantrikah Mi. mukhatantrikam BS.

tavac ca bhramayet pUrvam motanTm ca sanaih sanaih I a. 
na yavad eti svasthanam tantrl yantravisaradah I I 591 I b.
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asyas tv astadasa proktah sarikah purvasuribhih I c, 
tasam brhattara astau dasa ksudrth prakTrtitSh I 1601 I d.

and the first peg should be turned by the expert until the string 
arrives in place (or: the correct pitch?). The ancient sages declared 
its sarikas (frets) to be eighteen, eight of these large, ten small.

a. tadvac ca Mano. tavan na bhra* C. "nTra ca punah punah 6.
b. "visarada £. c, asya prstha dasa prokta sari 0 Bi.
d. (this and the next three half-verses to kartavyo (62.c) are found
later, between v, 86 and v.87, in Biii.) tas"am brhat stv astadasaroudrah
prakT* Bi. brhatyatha(?) astau Bii. vrhattara castau Mano. asyam
brhatyas ta astau Biii.

etas tu taravadinyas tisthanti padikopari I a. 
vitastimatra padikangusthoccasyas tu garbhakah II61II b.

tavacchunyas tu kartavyo yatha dande sthiro bhavet I c. 
madanasya ca sikthasya yogena sudrdhTkrta I 1621 I d.

These (the latter), which play (the notes in) the high register, stand 
over the padika. The padika measures one vitasti, and is one thumb in 
height. Its inside is to be hollowed so that it is firm on the stick. 
It is made firm with an application of beeswax.

a. gadikopari Mano.Bii.
b. 'stimatrl Mi. Mano. (gadikangustho* Bii). gadikangustho 'trasyas
gar* Mano. matrapadika" Biii. 'stimatrapadikamgusthoccapy asya
garbhakah |3 ("ngustonnapy 6"). tu gatrikah Mi. "ngusthau casyas tu Bi.
c. sunyam tu . . . kartavya<m> . . . sthiram bhavet Tag.
d. damanasya BS,Bii.Biii. damanas casya sikthasya Bi. "dhTkrtah
BS. Biii. Mano. J3. °na mrdulTkrtah Mi.

brhatTnaip tu sarTnam khananTyam talam kraniat I a. 
etas tu sarvavayavaih kathitas tryangula budhaih I I 631 I b.

sthapya dandasya tah prsthe yatharagasvaram punah I c. 
madanasya ca sikthasya yogena sudrdhTkrtah I I 641 I d.

The base of the larger frets is to be sunk in. Including all their 
parts these are said by the wise to be three fingers in height. They 
are to be fixed to the back of the stick, positioned according to the 
raga <being played>, and made firm by applying beeswax.

a. 'tTnam ca )3.Mano. brhavTna tu sarinyam Bi. talakramat £.Mi, tanura
kramat Bii.
b. kathitas tv angula BS.Bi.<Bii.>Biii. kathitas tv angulo Mi.
c. sthapya da* 0 (*N>. d. damanasya BS.Biii. °dhTkrta~ Bi.Tag.
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sarvasam lohakalika mastake syuh suyantritlTh I a. 
ekahguloccah ksudrah syur iti sarTvinirnayah I I 651 I b.

Metal pegs(?>, well fitted, should be in the heads of all of these. The 
smaller frets should be one finger high. Thus the rules concerning 
frets.

a. lauhakali* J3. 'kalikam mastake BS. syus' ca yantritah Mi.
b. sarivinir* BS.Mi.<Bii.>Biii. 'nayah I etavad evopalabdham I Mi.
(Mi, ends here).

evam vinirmita rudravTna janamanohara I a. 
asyah siksa tu kartavya daksinatyopades'atah I I 661 I b.

iti rudravTna I 1.
•

esaiva tu vipancT syad viseso vinigadyate I c. 
tantrTdvayasya sthityartham vamabha"ge tu kakubhe I I 671 I d.

Thus is fashioned the rudravTna, a popular instrument. <The playing of> 
it should be studied under the instruction of a Southerner. This ends
(the description of) the rudravTna. The vipancT is the same instrument. 
Special features are now mentioned. To keep the two strings on the left 
side in place a fork, raised higher, together with

a. om. Mii. (Mii. starts here:) srTh II sangitanarayanah II Mii. 
manoharah BS. b. asyam si* 6.

uccoccadvidalam karyam lauhapatrFsamanvitam I a. 
mandratantryarthasamsiddhyai da~tavye adhike iha I I 681 I b.

brhatyau sarike nyasas tayor api ca kathyate I c. 
mandrapancakam asadyobhayatas tisthato yatha" I 1691 I d.

a metal plate, is made in the kakubha. To achieve the notes on the low 
strings, two further large frets are fixed. Their position is now 
mentioned. They are situated on either side, reaching down to the lower 
fifth note, so

a. uccoccadvidalam £ (*£). uccoccadvyanguladalam karyam lohasamanvitam
Mii.<Biii.> uccotaddvyahgulam ka° Bii. lauhasamanvitam Biii.
lauhapatrasam" Bi.
b. yantratantryartha* Bii.Tag. mamtratamtyarthasamvaddhe L.
mamtratamtrarthasamvaindhe JN. mamtram tamtrartham samvamdhe 0.
mandratantryartham'sambandhe C. datavye cadhike 0. vadhike C.
d. om. Tag. 'pamcamam asa* J3.

ramanyav anuraginyau kantam ekantavartinara I a. 
ityadilaksanopeta raudry eva tu vipancika I I 701 I b.
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iti vipaficT I at ha kapilasika

adya vTna tu ya prokta saiva sya"t kapilasika I c. 
das'amustimitas' caikadasamustimito 'pi va I I 71!I d.» * • • *•

they are attractive and rouse passion in a solitary lover. A "raudrt" 
(rudravTna) with such (special) characteristics is the vipancika. Thus 
ends (the description of) the vipancT. Now the kapilasika. The vTna 
which is called the adya (original) is the kapilasika'. Its stick is ten 
must is or eleven (in length),

a. maranav anuraginyo Mii.
b. raudrodyeva tu <S<N>. raudryodyeva J. raudra hy eva vipanci* Tag.
1. kapinasika (and regularly after this) Tag.
c. saiva s£ kapilasika Bi.
d. *stimita ... "stimitapara £. *mitas cekfda 0 BS,

adyayam danda akhyatah padonadvyahgulam punah I a.
susiram tatra kartavyam vestane 'stangulam punah I 1721 I b.

tasyaivobhayato deyam raupyam samvarakadvayam I c.
tadrandhre kakubhah sthapyah pa"donadvyangulonnatah I I 73 1 I d.

and has a hollow of 1% fingers and eight fingers in circumference. On 
either end of this is placed a barrier of silver. In a hole in this 
(i.e. in one of them) is set the kakubha f 1% fingers high.

a. adayam BS. adyayjida* Bi.Biii. "adaya da* Mii. 'dvyangulah punah
Tag.
b. om. Bii. si si ram Mii. 'tavyah ... 'stangulah pu e Mii.
c, samvara j advayam a. samvaraja (makarika) dvayam BS.
d. sthapya pado* ^.

taddaksine lohakTlam tadbaddha lohatantrika I a. 
^rutismrtikarT karyS nyasya tallohapatrika I I 741 I b.

kakubhopari tatprsthe baddavya lohatantrika" I c, 
navangulantaram tatra kakubhat tumbakam nyaset I I 751 I d.

On the right of this is a metal peg. Tied to this is a metal string 
which reminds one of the sruti. A metal piece is to be made and placed 
at the back above the kakubha. Over it the metal string is to be tied. 
Nine fingers from the kakubha should be attached a gourd,

a. lohakilam BS. "kilah Bi. lokakalam Mii. tadvamdha lauhata* £
(tadvamdho £>'. 'tantrikSm Bi,
b.-c. om. BS.
b. 'smrtikavTkS* 0. *karT karyo Bi. karya anyasya tallo* Bii. karya
anyasya'lohapatrika Mii. nyasyat tallo* Tag. nyasya loha* Biii.
'lauhapatri* ^.
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c. kakubhlh paritah prsthe Mil. kakubhoparito pr° Bi. vardhanya"
loha' Mil. " " '
d. 'ntaram tantrfm ka* Bi. kakubha* tumulam Bi.

astadasangulamukham cakratve carugarbhakam I a. 
sukumbham unnatanamram kantimad vartulam dvayam I 1761 I b.

ekam anyad api sthapyam vamam TFrdhvad adhah punah I c. 
tasmad bahirgate dande baddhas tasya drdhah punah I I 771 I d.

tasmad adho 'pi baddhavyo datavyo 'pi drdhah punah I

The two gourds should be eighteen fingers in diameter, of good-quality 
interior, well swollen, tall and well blown, attractive and well 
rounded. (The) one other is to be placed on the left underneath the 
upper part. The stick comes out from this, so it should be bound firmly 
to it. It is to be tied below, firmly attached.

a. cakre dve carugarbhake £. "tve garucSntakam Mii.
b. sukumtam unna° £(*£).
c. evara anyad BS. urddhad adhah Bi-iii. urddhadyatah £(*<£). ekam
anyanu murdhocca (now returns to chatravallyabhisobhita above, 8.c) Mii.
d.-e. om. Mii. d. bahirgatam £(*£). vamdhas tasya Bi.
e. datavyo drdhas tatah ^(*0). vardhanyo datavyo Biii. vaddhanyo da*
Bii.

kamsyais ca pittalair vapi datavya nakharT budhaih I 1781 I a. 

evam vinirmita vTna vainikaih kapilasika I b.
* /— * * X * —supakvavamsaja kasthT dasangulamita mata I I 7911 c.

tarn tu vamakare dhrtva taya sampTdya tantrikam I d.
vadanTyS savadh^nai ragasankaryakovidaih I e.
ksudragTtesu sahkirnaragesv asya vicitrita" I I 801 I f.

A nakharT ("claw") is to be attached, made in bell-metal or brass. Thus 
is the kapilasika fashioned by vTna-makers. The kasthT (slide) is said 
to be of ten fingers, made from well ripened bamboo. While this is held 
in the left hand, and with it the string pressed down, the instrument is 
to be played with due attention by those skilled in the mingling of 
ragas, (for) it is in ksudragTtas in mixed ragas that its beauty is 
(really shown).

a.-f. om. Mii. __
b. kapinasi* Tag. c. kastha Bii.
e. raganam karmakovidaih £. ragasya kanksito vidhaih Bi.

iti kapilasika I

anyasam laksanam noktam granthabahulyabhTtina
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taj jnSnagrahilair jneyam tattadgranthebhya eva hi I I 811 I b. 

anaddham yatha I 2.

mardalo murajas caiva dhakkapatahacangavah I c. 
panavah kundalT bherT ghatava~dyam ca jharjharah I 1821 I d.

Thus the kapilaslka. For fear of prolixity I do not give descriptions 
of other (vTnas). Those who are keen to know may learn about them from 
various books.^ Now the covered instruments (membranophones). Mardala, 
muruja, dhakka, pataha, cangu, panava, kundalT, bherT, ghata, jharjhara,

1..a.-b.,2.,c.-d. om. Mii. (and omits up to 88.d).
b. tad ganagrah" Bii. tattadagra tu eva hi Y (tatada 0 C).
'tadgramthata eva L. tattatsastrebhya Bi. hi I iti tatam Tag.
2. yatha om. Tag.
c. mardalah kamvujas' caiva £. cikkapata* BS. patahako ra° Tag,
pataha jo ravah £*. patahamangavah Bi.Bii, patahama"nga ° Biii.
d. patavah ku* Mano. ghantavadyam BS. ghantavadyam Ghan. padavaclyam
ca Tag. patava* Bi-iii. 'vadyam ca sarkarah ^.

damarus tamakir mantho hudukka" maddudindimau I a. 
upangadardurav ityadikam anaddham Tritam I I 83II b.

anaddhe mardalah sresthas tasmat tallaksanam bruve I c. 
mardalah khadirah sVestho hTnah syad anyadarujah I 1841 I d.

damaru, tamaki, mantha, maddu, dindima, upahga and dardura; these and 
others are called anaddha ("covered"). The mardala is the foremost of 
this group, so I shall give a description of it. The best mardala is of 
acacia wood (khadira); inferior ones are made of some other wood.

a. tumukir Mano. *kir mamdo £. mantha BS. madadi* N. madudi*
Mano.*Bi.Biii.<S (madundi* C).* madrudi : Bii. mattadi * Tag. 'dindimai
Biii. 'dindimaih BS," 'dindimT Ghan.
b. 'ngadafyavidyadi tadvad a~naddham ^. uplingya* Bi.
c. anaddho ma* ^<*Y>. s'restho yatas tal° Mano. 'rdalasresthas Ghan.
d. (bruve) atha sangTtada"modare I mardalah Ghan.

raktacandanajo ramyo gambhTradhvanir uccakaih I a. 
sardhahastapramanam tu dairghyam asya vidhTyate I 1851 I b.

trayodasangulam vamam athava* dvaclasangu 1 am I c.
daksinam tu bhaved dhTnam ekenardhangulena va I I 861 I d. • • •

That which is made in red sandal is attractive, loud, and has a deep 
sonority. Its length is prescribed as 1% hastas. The left (face) is 13 
or 12 fingers, the right one less by one or by half of one finger.
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a. gambhTro dhva* Bi. d. daksinam ca bha° Mano. Tag. Subh. daksinam
caturamgulya eke* £(*£). eke I asyam brhatyas... (verses transposed
from above) . . . kartavyo (here an Oriya note) nardha" Biii.

karananaddhavadano madhye caiva prthur bhavet I a. 

karanam nama sanmasamrtavatsacarma I tad uktam 1.
• • * « •

sanmasTyo mrto vatsas taccarma karanam smrtam I 1871 I iti b. • • • • • •

mrttikanirmitas caisa mrdarigah parikirtitah I c. 
patayet kharalim vadyanadanartham ca mardale I 1881 I d.

Its face is covered with karana f and in the middle it should be broad. 
Karana is the name for the skin of a six-month calf. This is stated: 
"the skin of a calf that dies at six months is called karana." This

*

instrument, when made of clay, is known as mrdanga. To make the 
instrument resonant, kharali should be spread on the mardala.

a. karanamtam ca vadanam . . . caiva prabhur bhavet £. karenanaddha*
(v.l. karana')" S*ubh.
1. nSma nyasamrtavatsacamT £ ("carma L). taduktam om. Ghan,
b. "sTyo bhaved vatsas tac° Tag. sanmasT" £. sanmasTto Ghan. 'nam
matam Tag.Subh.Ghan. iti om. BS.Tag.
c. "nirmitacaisa BS. "scaiva Bi.Subh. "ngaparikTrti c Bi.Biii.
d. Mii starts: vadaya danalam ca maddalam. kharalT vadya" BS.Bi.
kharalTm va* Bii. vadariSlam ca mardale Bii. vadyam nadanalam ca Bi.
vadyanadanalam ca Biii. vadyavadanartham ca BS. ca mardalam a Cddalam
Mii),

kharalir nama lepavis'esah I tad uktam 1.

vibhutir gairikam bhaktam kendukena ca samyutam I a.
yadva cipitakam deyam jTvanTsattvamisritam I b.
sarvam ekatra pistam tallepah kharalir ucyate I I 891 I iti c.

jTvanT harTtakT I lepas tu daksinapute deyah I tad uktam 2.

Kharali is the name of a type of paste. This is stated: "Ash, red chalk 
boiled rice, mixed with ebony tar, or else flattened rice mixed with the 
juice of ITvanT. this should all be kneaded together, the resulting 
paste being called kharali." JTvanT means HarTtakT (black myrobalan). 
The paste is to be applied to the right-hand skin. This is stated:

1. -visesa I ta* Y.
a. vibhutigeri* BS.Biii. 'bhiTbigairi* Mii. 'bhutim gairi' Bi.Bii. 
'bhutim gairikabhaktam Ghan. 'bhTTtim saivikam^. kethakena ca y. 
kemthakena L. kanjikena ca (v.l. kendukena) Subh. kendukelava sam*
Mano. ,
b. cipT^akam BS.Mano.Subh.Tag.Bi.Bii. yadvapipita* Ghan. jTvanam va
harTtaklm ^.
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c. om. Bii. pistam tu lepah khalir ucyate Bii. ekatra sampistam 
tallepah khalir ucyate BS.Biii.<Bi. >Mii. iti ora. BS.Biii. 
2. jTva* ... 'takT om. p.Mil.Biii. pralepas tu Mil.

vamasye purikam dattva lepam dadyac ca daksine I 1901 I iti a.

purika nama bhaktacipitikalajanam anyatamena jalapistara 1. 
bhasma I adhunikas tu I ' 2.

On the left face purika should be applied, and paste on the right, 
Purika is the name given to ashes blended by water with one or other of 
boiled, flattened or fried rice. But (according to) today's (players):

a. vamase Bii. vamasyapu* £. vame ca puri° BS. Bi. Biii. <Mii. > °kam 
krtva le* Subh. "kam lepam dattva dadyac BS.
1. bhakta cipitalajanam O.L. bhaktacipitala 0 JNC. "cipitaka lajan'ama 
ucyate anyata* Mii. bhaktalajacipitakanam Ghan. bhaktalajacipTtakanam 
Mano.
2. adhuna tu BS. adhikas tu Mii. Biii. amvaka's tu

odanam chagavidbhasma bhasma capi puratanam I a.
lohavinmusayos curnam samabhagam supesayet I b.
lepayed daksinapute lepo 'yam vajra Tritah I 1911 I c.

puratanam bhasmeti bahudinam ekatra sthitam yatkimcid bhasma I 1. 
musa iti tamradyavartanapatram I koyTti bhasaySm I 2.

Cooked rice, powdered goat's dung, and old ashes should be ground in 
equal quantities to a powder in two receptacles of an iron product (?). 
This should be spread on the right skin. The paste is called vaira. 
"Old ashes" weans any ash that has been left to stand for some days. 
The jausS is a welting dish of copper or some other metal. In the 
vernacular the word is

a. *vid bhasma capi deyam puratanam £ (vap deyam £). °vid bhasma capi
bhasma puratanam Ghan.
b. lohavittusayos £. 'vidmusayos Ghan. 'vinmusayos' Bi.
lauhavidmasayos' Bii. susesayet BS.Biii.
c. lopSya daksinam pute 0. lopaya daksinopute C. lopaya daksinapute
JN. lepaya daksi**L. 'yed daksine bhage Mii.
2. musadi iti ta* Bii. musa iti Biii. mrsav iti tadvyavartana-
matram Y. iti tadvyavartanapatram L. ko iti bha" Bii. ko* ... yam om.
Ghan.

tatra mardalamurajayor bhedam aha visvakarmi I 1.

trayodasangulo vame mukhe syad dvadasangulah I a. 
daksine tu mukhe dhTrair mardalah parikTrtitah I I 921 I b.

• •

murajo 'stangulo vame dakse saptangulo mukhe I c. 
ankyordhvakalingyabhedat sa tridha parikTrtitah I I 931 I d.
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Visvakarma has told of the different types of mardala and muraja. The 
knowledgeable proclaim that the mardala has a left face of thirteen 
fingers and a right face of twelve. The muraja measures eight fingers 
on the left and seven on the right; it is of three types, namely Ahkya, 
Urdhvaka and Alihgya.

a. 'mgule varae J3. b. daksinam tu Bii. tu om. 0. vTrair J3. 
d. angyordhvakalingabhe* Mil.' " *rddhvikyalingya° BS. 'rddhakali 0 
<Bi>.JL.Ghan.Tag. 'rddhikali' L.

tad uktam bharatena I 1.•

harTtakyakrtis tv afikyo yavamadhyas tathordhvakah I a. 
alihgyas caiva gopucchasadrs'ah parikTrtitah I I 941 I b.

atha vadanamargah I 2.

This is stated by Bharata: the ankya is like a Myrobalan (harTtakl), the 
urdhvaka like a barley-corn, the alihgya like a cow's tail. Now the 
playing mode (s).

1. ... bharatena tu |3.
a. "kyakrtas tv BS. tathorddhakah Y<*kam O.Ghan.

/ ^ vadanasya caturmarga iritas candramaulina I a.
ghattitakhya vikrsta ca gomukhyalaptika tatha I I 951 I b. 

uddesakramena laksanam aha I 1.f • *

ghattita karamulasya vikrstahgulimulatah I c. 
gomukhT cagrahastasya calanena prakTrtita" I I 961 I d.

According to Candramaulin there are four playing modes (m&r_ga_), called 
ghattita, vikrsta", gomukhT and alaptika. These are described in that 
order. Ghattita is the playing with the base of the hand, vikrsta with 
the base of "the fingers, gomukhi with the tips of the fingers,

a. caturmarga iritas J3. Triratas candra* Bii. Trita candra* BS.Bi.6.
'sya tato niarga Tri* Mii. 'mukhalapti* Mii.<Bi.> 'lastika tatha ^.
b. ghattita viprakrsta ca Ghan. ghatita* Mss. attitakhya Subh.
c. ghatita a. attita Subh.
d. gomukhya c^* ^. ' "na pradarsitah £. pradarsita S*ubh. prakTrtitah
BS.Bii.6. prakTrtitah Bi.

karamulasya cSlanena ghattita pradars'itetyadyanvayah 

kanisthangulisamyoge sarvangulivivartanat I
• •
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alaptika samakhyata nandine candramaulina M97II b 

atha triprakaram praharam aha I 2

.... and alaptika (is achieved) by the turning in of all fingers, in 
conjunction with the little finger, as communicated by Candramaulin to 
Nandin. Now is explained the (playing-)stroke, which has three 
varieties.

1. calakena C. cSlanena ghatita ityadya 0 a. calena Tag. srhattita ca
m jrrr *—' « •/ V LJ LJ • 9

pradarsita ity S.Tag. ghattita pradarsita I ity JLN. ityadidvayam J3.
a. 'ngulivivarnanat $. "vivarjanat Tag. vivartatah Bii.
b. alastika L.Tag. alastika Y. aliptika Mil. nandane Bi. nartane
Mil.
2. atha triprakaram aha |3. triprakaram prakaram Mii. triprakara- 
praharam BS.Biii.

nigrhTtardhanigrhrtamuktakhyam ca mrdangajam I a. 
praharatritayam proktam nandine candramaulina I I 981 I b.

nigrhitakhyam ardhanigrhTtakhyam muktakhyam cetyarthah I 1. 
pratyekalaksanam aha ! 2.

Candramaulin has spoken of three praharas (strokes) on the mrdanga, 
called nigrhTta ("controlled"), ardhanigrhTta ("half-restrained") and 
mukta ("free"). Each is now described.

a. nigrhyardhara nigrhnitamuktakhyam tu mrdangajam Mii. ca om. Biii. 
b. prakaratri* £. prahara 0 Biii. nartane Mii.
1. nigrhitakhyam muktakhyam ce* Mii. Bii . <Biii . > ardham nigr* LJN. 
arddhanigr" 6. mukta* ... (2) "ksanam aha om, V-
2. "tyekam laksa 0 Bii.L.Mii.

karayoh putayogena nigrhTtam udahrtam I a, 
syS"d ardhanigrhTtam tu karasyaikasya moksanat I I 99II b,

ubhayos ca parityagat tathaivantaraghatatah I c, 
ksane ksane kalasas ca muktakhyah sa udahrtah I I 1001 I d.
**•» */• • »

NigrhTta is achieved by using the hollows of both hands <simul- 
tan'eously>, ardhanigrhTta by the releasing of one hand; that in which 
both hands are released immediately after the stroke, and immediately 
(every instant?) there is a kalasa. is the one called mukta.

a.-(b.) 'grhTtam om. V-
b. sardhaij ca nigrhTtam tu Mii. tu kasyaikasya *. tu ekaikasya
moksanat Tag. /
c. ''yes* coparityagat Bi. parityage £ rscapari* JN). tathaivacaragha
Bii. tathaiva taranaratatah Bi. tathaikantara* Mii.
d. kalas ca 6.
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kalaso vadanavisesah I sa ca 1.
* •

kalaso 'rdhakalasas ca tTkinT cardhatTkiriT I I 1011 I a.
* •

ityadi bharatoktah I 2.

anye ca bharatadyuktah prakara vadyapettayoh I c. 
santy evanantyabahulyabhitya te na raayoditah I I 1021 I d.

Kalasa means a particular way of playing. This is spoken of by Bharata: 
"(Of this there are the two) kalasa and ardhakalasa, tTkinT and 
ardhatTkinT ..." There are further varieties of instruments and playing 
techniques mentioned by Bharata; I do not give them here for fear of 
infinitely extending the work.

a. 'lisas' ca naikinT" carddhatarakinT J3 (*£). tikinT carddhatikinT 
BS.<Biii.> 2. °kinityadi'bharatokteh J3.Mil. 
d. om. Biii. santy evatra na vahulyad bhityanena mayo 0 Ghan. 
evanarthyavahulya" J3. "vanarthavahu* Tag. evahanyabahulyabhTya Bii. 
evanantabahulyad bhiya te na mayojjhitah Mil.

strTpumnapunsakatvam canyair uktam mardaladhvaneh I a. 
tad apy alekhi na maya prayo bahulyabhTtitah I I 1031 I b.

atha mardangikalaksanam I 1.

Others distinguish male, female and neuter in the sounds of the mardala. 
This too I omit for fear of excessive length. Now the characteristics 
of the mardahgika (player of the mrdanga).

a.-b. om. Biii.
a. °tvam ca anye ca mardaladhvaneh LN.Tag. 'tvarn canye ca mar 0 6.
'napumsakam caitvam ca anye ca marda* J. "napumsakam canyair uktam ca
mardaladhvanau Bi,
1. mardangaka ° Biii.

dhTro vadyavisaradah pravacanah pataksaravyanjakas a.
talabhyasaratah samastagamakapraudhiprakasaksamah I b.

nanavadyavivartanartanapatuh svabhyastagTtakramah c.
santusto mukhavadako drutakaro mardangikah kTrtitah I I 1041 I d.

Steadfast, expert in (the nature of) the instrument, articulate in 
enunciating the pi ay ing-syllables, devoted to the study of tala, capable 
of brilliant exposition of all gamakas, expert in the (different) dances 
as they change with different instruments, thoroughly trained in the 
structure of songs, taking pleasure and having ease in playing, quick of 
hand - thus is described the best mrdanga-player.
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a. pataksayavya* BS. patantaravya* Tag. patamtare vyamjakas V-
pathaksare vya* L. pathaksara* Mii.Subh.Ghan.
b. talabhyam svaratah £. samastagamakapraudhah prakasah ksanah Y (°dha
akasah ksanah C). sim. , with *gamakaprau* L. 'gamakah praudha*
Bi.Biii.<Bii.'> 'kapraudhapraka* BS.
c. 'vivartavartanapatuh BS.Biii.Mii. *vivartinartana* Bii.
"vivartivartana* Bi.
d. mardarigakah Bill. mukhavada* a. mukhavadyakautukakiro mar* "tf.
mukhavSdyakotukakiro L. santusto sukha 0 s'ubh. Bhaktiratn.

anyesam laksanam vistarabhayan noktam I atha susiram I 1.

vamso 'tha parTmadhurftittirTsahkhakahalah I a.
dodahTmuralTvukkasrngikasvaranabhayah I I 1051 I b.

srngam kapalikavamsas ca carmavamsas tathaparah I c. 
ete susirabhedah syuh kathitah pilrvasuribhih I I 1061 I d.

For fear of prolixity descriptions of other (players than the best) are 
not given here. Now the hollow (aerophone) instruments. Vamsa, pari, 
madhurl, tittirT, sahkha, kahala, dodahT, murali, vukka, srhgika, srnga, 
kapalikavamsa, carmavawsa, these are the varieties of aerophones 
mentioned by the ancient sages.

a. vistarabhiya Tag.
a. om. Tag. 'tittarT* Bii. 'tirtarisa' Y (tilavisankha* C).
'tirtarTsa* L. "kahala Subh.
b. dodaha* Bi. todahT Subh. *muralidhukka* Tag. 'murali* BS.

* *X * X J'cukvasrrigika* Bi. "vukkas cangikasvara* Mii. "srngaka* Mano.
c. srnkhalapikavam^as ca carma* BS.Biii.Mano. srnkhala pTtavamsas ca
carma 0 Bi. srnkhalam pikavamsas ca carraa* Bii. srngam kapalikam vamsas'
carma 0 (v. 1. )Subh. Ghan. srngam kapalikavamsas' car* Subh. srngala
pikavamsas ca carma* Mii. samkhalapikaramsasa carma 0 LN.
'lapikamramsasa carma* J. samkhalaraye karamsasa ca* S (samkha* C).
tathapare Mano.
d, etesu bhedah syus tris trih kathi * J3. 'bhedas tu kathi *
Subh.Mano.Ghan. 'bhedah syu kathi* BS.

vamsa laksanam aha I 1.
• • •

vartulah saralas caiva parvadosavivarjitah I a. 
vainavah khadiro vapi raktacandana j o ' thava I 1 1071 I b.

• * A

srTkhandajo 'tha sauvarno dantidantamayo 'thava I c. 
rajatas'tamrajo vapi lauhajah sphatiko 'thava I I 1081 I d.

Now the characteristics of the sajq&a. (flute). Rounded, straight, 
without the blemish of knots, made of bamboo or of khadira (acacia) or 
red sandal wood. It may be of sandal, or gold, or of ivory, or silver, 
copper, brass, or crystal.
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a. vaffjulah sara* BS.Bill.Mil. 0. manjulah sara* Bi.Bii.Ghan(v. 1). 
Bhaktiratn. sarvadosa* ]3.
c. trikhamdajo 0 B (*<£).* * ./
d. om. all Mss. except BS. Included by Subh.Ghan.Mano. lohajah Mano.
sphatiko Ghan. vapi paittalo rangajothava (v.l. lauhajah sphati") Subh.

I a. 
I 1091 I b.

kanisthangulitulyena garbharandhrena s'obhitah 
silpavidyapravTnena vamsah karyo manoharah I I

tatra tyaktva sirodes'adadho nirmitam angulam I c. 
phutkararandhram kurvTta mitam ariguliparvana I I 1101 I d.

Hollowed with the interior bore equal to the size of the little finger, 
the vamsa is to be attractively made by one versed in the construction 
(of instruments). Leaving below the head a measured finger's distance, 
a blowing hole should be made, measured to one joint of the finger.

a. "ramdhre na s'obhitah V- sodhitah Subh. so 'nvitah (v.l. s'odhitah)• * • * •
Ghan.
c. sirodesad atho Biii. 'desadadhardhvarmitam Bii. adho dvimitam 
angulam ^ubh.Ghan. 'desad ato dvirmitam B. •mitamanjulam Mii. 
d. ekaram ramdhre V. prmkara*(?) L.

a. 
b.

pancangulani samtyajya tararandhrani karayet I
kuryat tatranyarandhrani saptasankhyani kau^alat I I 111 II

badarlbTjatulyahi samtyajyardhardham angulam I c.
prantayor bandhanam karyara svarnadyair nadahetave I d.
sikthakena kala deya tena susvarata bhavet I I 1121 I e.

Leaving a further five fingers, the tara (upper) holes are to be made. 
There with skill seven holes are to be cut. Equal in size to badarT 
(jujube) seeds (berries), they are to be set at intervals of half a 
finger. The two ends should be bound (stopped?) with gold or some other 
material for the sake of resonance. An application of beeswax should be 
made, by which there comes accuracy of svara.

a. "jya tavad randhrani karayet Ghan. b. om. Bi.
a. samtyajyad ardham amgulam £ <*0). samtyajed ardham Tag.
'ardhamanjulam Bi. samyujyadyardham Bii.
d. *yor varanam karyam £.
e. sikthakolakala de° £. mukharata £ (sukharata bha e <S).

kala kalan5 I svarnadimukhabandhasthirlkaranam sikthakena 1.
sampadanlyam iti bhavah I ayam uktaprakaro vams*o namna 2.
pancangulah I evam phutkararandhrad yavanty angulani 3.
parityajya tararandhrani karayet tani tannamani bhavanti I 4.
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The meaning is that the head-binding of gold or other material is done 
with wax. This kind of flute is called a pancangula (five-angula). In 
this way, (the flute takes its name from) the number of fingers left in 
distance from the blowing-hole before the tara holes are made.

1. kala kalana om. Mii. 'dimukham ramdhrasthirT* M ( 'ndhrasthirf C) .* •
* di mukharandhrasthi rT° L J . Mi i . Bi i i .
2. -3. ayam uktaprakaVo <'>sau na"mna~ pamcaragulah smrtah £ (atha 
muktapra* V).
3. evara humkara" <SL. hurakara* JN. yavaty arogu* J3.
4. *jya tadramdhrani ka* L. tavad amdhrani ka* £N. tardadhrani ka* 
J. tavad randhrani ka* Tag. paritya + + + randhrani ... Mii.

yatha sadangulatyage sadangulanama vamsa ity astada^aparyantam 1 1. 
tad uktam I " 2.

pancahgulo 'yam vamsah syad ekaikangulavardhitah I a. 
sadahguladinania syad yavad astadasangulam I I 113! I b.

-So when six fingers are left the flute is called sadangula (six-angula) , 
and so on up to eighteen. This has been stated thus: "Leaving one more 
finger each time, the five-angula flute becomes the "six-angula" etc. , 
up to eighteen-angula.

1. yatha sadamgulansFma va* £. "ngulityage sadahgulinama Mii. 
a. ekaivangulava 0 BS.Bii. syad ekamgulava" S. "vrddhitah 
'vardhakah Bii.•

b. "namna sya'd J3. yavad astangulam I JN. yavad astangulam punah 
BS.Bi.Biii.

phutkarat tararandhrasya yavad ahgulam antaram I a. 
tad eva nSma vamsasya vamsikaih parikTrtyate I I 1141 I b.

tatra tyajyahgulam aha I 1.

ekangulo dvyangulas ca tryangulas caturangulah I c. 
atitarataratvena vamsikaih samupeksitah I I 1151 I d.

Vamsikas (flute-players) call the instrument by the number of angulas 
between the blowing hole and the tara hole. " Now is stated how many 
angulas are to be left. One-, two-, three- and four-angula (vamsas) are 
disregarded by players because of their excessively high pitch.

a. phutkaratara* Subh.Biii. pumskarat tara' J3 (pmnskaramtara* 6.
'skaratara <J>N). phutkararandhrasya yavakadangulimatah Bii.
b. vadyajnaih pari° Mii. parikTrtitah BS.Mii.Bi.Biii. parikTrttite
Bii.
1. tatradav amgulam aha ^.
d. sYutitarata'ra* Subh. atidravataraingena ^ (*N). atidravatarangena
Tag. vadyajnaih Mii.
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trayodasangulo vamso 'parah pancadasangulah I a. 
nindito vamsatattvajnais tatha saptadasangulah I!1161 I b.

phutkararandhrad etavadangulatyagena tararandhram na karyaro 1. 
ity arthah I tatrapy arigulivisesatyagena s'raisthyam aha I 2.

The thirteen-angula vamsa and the fifteen- and also seventeen-angula are 
scorned by experts. The meaning is that the (first) tara hole is not to 
be put at this distance from the blowing-hole. Now are stated the 
excellences achieved by particular angula-distances.

a. vamsah parah £.
• • A • -

b. om. ]3. nandito Mii. vainatattva 0 Bi. tatha pancadasangulah
Bii.Biii. 1. * kararandhrades'ad angula* Mii.
2. 'vis'esayogena sVai° Bii. 'sthyam aha damodare Ghan. srestham aha
Tag.

mahanandas tatha nando vijayas tu jayas tatha" I a. 
catvara uttania vamsa matangamunisammatah I I 11711 b.

tatah katham esam mahanandadisamjnety aha I 1.

dasangulo mahanando nanda ekadasangulah I c.
dvadasangulamanas tu vijayah parikrrtitah I d.
caturda^ahgulamito jaya ity abhidhTyate I I 11811 e.

The mahananda, nanda, vijaya and jaya are esteemed by Matangamuni as the 
four best vamsas. Now it is explained how these names come about. 
Mahananda is the ten-angula, nanda the eleven-, vijaya the twelve- and 
jaya the fourteen-angula.

a. vija* ... tatha om. Tag. vijayas ca ja* Bi. vijayo 'tha jayas
Subh.Ghan.(v.1, °yas tu).
b. ora. Tag. vamsa + + + muni* Mii. matanga 0 BS.
1. om. Tag. tatra kathara J3. tat katham Bii. mahanandadikam samjne*
Mii. c. dasa* ... nando om. Tag.
d. dvadasangulimanas BS.Biii.

etena dasaikadasadvadasacaturdasangulah sresthah pancadinavangu- 1.
lanta madhya ekadvitricatustrayodasapancadasangula nindita 2.
ity arthah I atha vamsikagunah I 3.

susthlnatvam susvaratvam angulTsaranakriya I a. 
samastagamakajnanam ragaragangavedita I I 1191 I b.

Thus the best instruments are those with ten, eleven, twelve and 
fourteen. Those of middling quality have from five to nine. Those re­ 
jected are the one-, two-, three-, four-, thirteen- and fifteen-angula 
vams'as. Now the qualities (required) in (a good) player. Keeping in 
the correct register, good tuning, adroitness in movement of the
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fingers, knowledge of all the gamakas, acquaintance with ragas and 
ragahgas,

2. dasangulani ninditety ... BS. 'mgulani ninditaf ity L. *ni nimdita 
ity JN. "tricaturastrayodas'apancadasangulani na datavyas (om. rest) 
Mil. 'pancadasangula'ni na datavya <om. rest) Biii. "pancadasahgulani 
nanda tu varosad (om. rest) Bii.•

3. atha ... °nah om. a. "gunah damodare Ghan.
a.-b. om. Mii.Bi-iii.
a. svasthanatvam Subh. £ (sasthana* N). muravatvam "t (mukhatvam C).

* » •
svasthanatvam mukhasya syad ahgu* Tag. amganihsaranakriya £. ahguleh
saranakriya Tag. angulisara* BS.Ghan.
b. 'ragaragavodhita OL.Tag. ragavagangavodhitam C. "vodhitSh JN.

kriyabhasavifchasasu daksata gTtavadane I a. 
susthane capi duhsthane nadanirmanakausalam I I 1201 I b.

gatrnam sthanadatrtvam taddosa"cchadanam tatha I c. 
vamsikasya guna ete maya samksipya dars'itah I I 1211 I d.

skill in kriyas, bhasas and vibhasas in the playing of compositions, 
competence in sound-production both in the natural and in the difficult 
range, being the giver of correct sthana (register, pitch) to singers 
and the covering of their imperfections; these in brief are the 
qualities of a (good) v^ntsika.

a.- (c.)'datrtvam om. Mii.Bi-iii.
a. kriyabhasasudaksatvam gTtavadyadivadane £.
b. susthane pi ca duh* ¥<*£)• svasthane capi Subh.

gatrnam sthanadatrtvam gayakanam na"daviratau tatpurakatvam I 1. 
athSsya dosah I 2.

bahukrtvah s'irahkampah svasthanapraptir eva ca I a.
vrthaprayogabahulyam alpata gitavadane I b.
ebhir dosair yuto ' tTva nindito vamsiko matah I I 1221 I c.

The "being the giver of sthana to singers" means the completion of sound 
left unfinished by the singers. Now the faults of the (bad) player. 
Frequent shaking of the head, failure to find the correct register, 
frequent errors in execution, incomplete playing of compositions, a 
player who has these faults is considered quite despicable.

1. 'kanam ganaviratau BS. tatpurakah Bii.
2. 'krtvas'irah* Bii.Mii. bahukrtyah Mano.
b. 'yogavahulyasampattir gTtavadane L. sim. , with 'vahane *. °yoga-
bahulya va + + gita* Mii. *bahulyat tatha sangTtavadane Bi.
c. om. Bi. *sair yutas tavan nimdito ^ (*JN).

- 197 -



pariccheda 2 

atha raktavam^ikalaksanam I 1.
• « •

sthanakabhinayabhijno gamakadhyah sphutaksarah I a. 
sTghrahastah kalabhijno vam£iko rakta ucyate 1*112311 b.

athanguligunah I 2. 

prayuktir ardhayuktis cayuktis cety ahguler gunah I I 1241 I c.

Now a description of the rakta ("charming") player. That player is 
called rakta who knows the postures and gestures (in dance), (whose 
playing) is embellished with gamakas, whose ak^aras (individual notes?) 
are clear, whose hand is quick, and who knows kal'S. Now the features of 
finger (-position). These are prayukti, ardhayukti t and ayukti (closed, 
half closed and open).

a. sthanakadilaya~bhijno Subh. Ghan. <v. 1. *bhinaya°).
b. *hastakala*bhijtfo J3.Biii.
c. prayuktir vaddhayukti^ cety amguler gu° £. prayuktir vaddhayuktis
cety amgules' caJanam gunah Tag. ardhayuktid ca yukti^ cety Ghan.

atha phutkrtigunSh I 1.

naividyam praudhata capi susvaratvam ca sTghrata I a. 
madhuryam api pancamT phutkrtesu gunah smrtah I I 1251 I b.

phutkaresu dosam "aha I 2.

sTtkarabahulah stabdho visvarah sphurito laghuh I c. 
amadhuryam ca vijneyah saddosah phutkrte kramat I I 1261 I d.

Now the "qualities of (good) blowing. Steadiness (without "gaps"), 
fullness, good intonation, swiftness, sweetness - these are the five 
qualities noted in (good) blowing. The faults in (bad) blowing: (When 
the blowing is) over-breathy, inflexible (?), out of tune, unsteady, 
under-blown, harsh, these are the six faults to be known in (bad) 
blowing.

1. om. J3. phutkr* Mii.
a. nairvidyam L. naividyam (v.l. naividyam) Ghan. vapi Ghan.
susvaras capi sTghra* Tag. b. phutkr' Bii.Mii.
2. phutka* Bii.Mii. prmkaresu L. emkaresu JN<$ (eka* C). atha phutkr- 
tidosa]} Tag.
c. ^Ttakalavahustavdho £ (*0). sTghrakalavahusta* Tag. sitkare bahu* 
Mii.Biii. 'karabahulastabdho BS. sphutato Bi. sphutito all other Mss. 
d. phutkrtau kra* Tag. phutkrte Mii. phutkrteh Bii.

noktam laksanam anyesam bahulyac caprasiddhitah I I 1271 I a.

atha ghanam I karatalah kamsyabalo jayaghantatha suktika I b. 
kampika patavadyam ca ghantatodyaro ca ghargharam I I 1281 I c.
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Others are not detailed here because there are so many, and because they 
are not to the point. Now the ghana. instruments (idiophones). 
Karatala, kamsyabala, jayaghanta, suktika, kampika, patavadya ghanta, 
gharghara,

a. era. Bi. bahulyena prasiddhi* Mil. bahulyena pra* Bii. bahulyo na
pra' Bill.
b. kamsyaghano £. jayaghanto ' tha BS. <SN. (v. 1. )Subh. Ghan. °ghanta ca
sV Mil.Bi.Biii. s'aktikah BS. suktikah Bi-iii. suktakah Mil.
suktikah ]3. suktidah Mano.
c. (ka)mpaka BS. karobika Bi-iii. ambika Mil. kanthika (v.l. kaslika)
' *» ^ * *
Subh. panavadyam ca Bi. Bii. Mii. padavadyara ca Subh. ghatavadyam ca 
Ghan. ca pattatodyam ca S\ibh. talas ca patavadyam ca ghanta 0 Mano.

jhanjhatalas ca manjrrah kartary ungura eva ca I a.
dvadasaite munTndrena kathita ghanasamjnakah I I 1291 I b.

tatra karatalalaksanam I 1.
• •

trayodasangulavyasau ^uddhakamsyavinirmitau I c.
madhyamukhau stanakarau taniuadhye raj jugumphitau I I 1301 I d.

padmiriTpatrasadrsau karabhyam rajjuyantritau I e.
karatalav ubhau vadyau patair jharaakatair iti I I 1311 I f.

jhanjhatala, manjTra and ungura, these twelve (instruments) are called 
ghana by the sage. Now a description of the karatala. The karat alas 
are thirteen angulas in width, made of pure bell-metal, having the shape 
of a breast in the middle, strung in the middle with a cord, looking 
like lotus-leaves. Two of these are tied in the hands with the strings; 
they are to be played by clashing together with the ringing sounds jha 
ma ka ta.

^

a. jhampFtalas' Mi i. Bi-iii. Tag. jhanjata 0 (v.l. jharjha 0 ) s'ubh.
kartary amkura eva Ghan.^ (*£N. kartavyamkura J). kartayungura Mii.
kartury ungura ity api Subh. kartary angura Mano.
b. •samjnikah Bii.0(*J>. 'samjnitah Mii.Biii.
c.-f. om. Mii.
c. "vyamau (S.Biii. 'hgulo vyamo Bi. kamsya ^.
d. madhye mukhau )3. madhye mukhe BS. Bi-iii. *khau sthulakarau p(*<S).
f. vacyau BS. pathe viramakateviti (v.l. pater jhanatakair iti) Ghan.
patair jhanatakair iti S^ubh. pate jhamakater iti ^. bhumakatair iti
Tag. pato mi jhampake Tritah Bi. pate jhammaka + iti Bii. pate EQI
jhamakajhair iti pate jhampakajhair iti BS.

prakaraTntaram "aha I tad yatha I 1.

trayodasayavavyasam vaktrapindam yavonnatam I a.
yavapancakagambhTram madhye ca yavasaptakam I I 1321 I b.
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Another type is described: thirteen yavas in width, a knob on its face 
one yava high (?), five yavas deep, and seven in the middle.

1. prakarantaram apy ahuh I tad ... Ghan. (iti) yadva I Subh. 
a. "yavanyasam BS. *dasayavair asan va* ]3. 'yavavyamam Mil. 
vakratunde (v.l. "pinole) Subh. pindaro yavanvitam Bi . yavanmitam Bii. 
yavannitara Biii. yavonmitam Subh. Ghan. vaktrah pamcayavonroitam

b. "pamcakapallTram Mii.Bi-iii,

vistrtam vartulam nimnam yavatrayamitarn tatah I a. 
prsthato madhyadese ca sivalingasamakrtim I I 1331 I b.

madhye gunjeTsamam chidram pattasutradigumphitam I c. 
atyamlapaisthlnirdagdhas'uddhakamsyavinirmitam I I 1341 I d.

Ample, rounded, with a concavity of three yavas, shaped like a sivalinga 
in the middle at the back. In the centre is a hole the size of a gunja, 
tied with a thread of silk or other material, made of pure bell-metal 
fired in very acrid paste (?).

a. vismitam J3, visrtam Bi.Subh. (v.l.) yavapamcamitam J3.
b. 'makrti )3.Bi. 'makrtih Mano. Ghan. Biii. "lihgam samavrtam Mii.
c. "samacchidram Mii. °samam chidrapattasutradi" £.
d. 'pausttnir 0 6. 'mlapesT £ubh.(v.1.)" 'paisthinirda 0 BS.Ghan.
atyamrapaisthanir* Bi. atyamrapaisthinir* Bii.Biii.
"mlapaustikasnigdhas'uddha 0 Mii. "nirdagdhasuddhakamsya* ^.

kasmTradisamudbhutam talam ahur manTsinah I a.* • • «

sunadam daksinam talam tato hTnam ca vamakam I I 1351 I b.
» • • « + *

kurvTta taddvayam dharyam tarjanyangusthayogatah I c, 
vamahastasthatalasya madhyamam sadjanaditam I I 1361 I d.

This instrument, which comes originally from Kashmir, is called tala by 
the wise. The right-hand one should be well-sounding, the left-hand one 
less in sound than this. Both are to be held between thumbs and 
forefingers. The middle of the tala in the left hand sounds the note 
sa.

a. kambaradisam* Mii. kasmaradi° Bi. kasvaradi * Bii. kasmat svaradi*
Biii. 'dbhutatalam V- b. sunadadaksi* Mii.Bi.Biii.
c. kurvanti tad" Bi. kurvTta dvitayam Subh. (v. 1. )
d. "hastasya talasya (om, rest) Bi. 'hastasya ta* Biii. sadjanamikam
J3. "namitarn Mano. jhanninaditam (v.l. sanninadi 0 , madhyam Tsadvinadi*)
S7ubh. madhyam Tsacca naditam (v.l. 'dhyamam sanninadi tarn) Ghan.

tiryagdaksinatalasya paridhyarasena tadayet I a. 
talarigair'va*dayec caiva plutadTrghalaghudrutaih II 13711 b.
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iti karatalah I itaresaro laksanam vistarabhayad upeksitam I kirn ca 1.

tatam vadyam ca devanam gandharvanam ca sausirara I c. 
anaddham raksasanam ca manavariam Rhanam viduh I I 1381 I d.• . . . o . ,

This should be struck with the edge of the right-hand tala, which is 
held obliquely. This is played with the talahgas (marking) pluta, 
dirgha, laghu and druta. Thus the karatala. We omit to describe the 
characteristics of other instruments in the interest of brevity. The 
tata (chordophones) are the instruments of the gods, the aerophones 
belong to the gandharvas, the membranophones to the raksasas, and the 
idiophones to humans.

a. tirya* ... *sya ora. Bi, tiryaggalasya raadhye ca parivyasena tada* 
Mii. paridhvamsena |3(*J).Mano. parivyam^ena Ghan. talayet Subh.Ghan. 
b. talange Mii.Bii. taladau (v.l. talango, talarddhair) Subh. 
talajnair Bi.<Biii.> taladi vadaye* ^(*<S). 
c. gamdharvanam ca p. d. adhalabdbam r^ksa* ^ (gadha* C) .

iti ghanam I
iti ^rTmannikhilanvavayottungacodagangavainsavatanisasesa- 1. 
gunasadmapadmanabhabhumi pat i tanu j anmano mahara j adhi raj asya 2. 
sahityasahgltarnavakarnadharakaraaner gajapativTrasrTnarayanadevasya 3. 
krtau sahgTtanarayane vadyanirnayo nama dvitTyah paricchedah II 4.

This ends the second chapter, called "account of instrumental music", of 
the Sahgitanarayana ......

l.iti srTmannikhinvavayottumga* *• iti sangTtanarayane vadyanirnayo 
nama dvitTyah paricchedah samaptah II Mii.
2. padmanaraabhami pat i tanu* BS. 'janmanah rnaha' BS.
3. 'maneh gaja* BS.
4. "yane gTtanirnayo BS.
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athodahriyate kimcic chuddhasalagagTtayoh I a. 
etaddisanusriyatam anyesam apy udahrtih fill I b.

tatraditalena malavaragena I

Now something is given by way of example of suddha and salaga 
compositions^ This can serve as a model for others too. So <in the 
suddha>, in Aditala and Nalavaraga:

a. kimcit sV BS. athoktahiyate kecit* Bi. 'ddhasilanam etayoh 0.
b. 'sanusriyatam ^. 's'rayatam Mil. Biv. etaddhasanusrayatam Bi."
1. mallararagena Bi.Biii.Mii.

jaya rohinisuta suramandalanuta durjanatarjana pandita re I a.
khandaparasukrtatandavaparipatadamaradliunTruciiiiandita re I b.
akhandalamanikhandasainaprabhasicayayugalatanubliusana "a I c.
ambudacumbinitambamahesvaragirinibhavigalitadiTsana "a I d.

"Glory to you t the son of RohinT (Balarama), praised by all the gods, 
wise one, chastiser of the evil, adorned by the splendour of a river of 
immortals scattered by the Tandava dance of Siva, wearing a pair of 
garments resplendent like fragments of Indra-jewels, you whose faults 
have vanished, like the cloud-flanked mountain of Kahesvara. "

a. vasinasuta sura 0 ¥• rohinTsuta a. 'mandalasuta* Bi. 'pandita e L,
durjanapandita re Y.
b. *tandavanipatad* Bi.Biv. 'tandavaripatamadamaradhuni* Bii.
'tandavanipatadamadharadhuni* Biii. 'dhuniruci* Bi.Mii.Biii. ruci-
khandita re BS.
c. akhandamanisandasama* Mii. Biii. 'manisanda* Bi. 'manisanda* Biv.
'bhusanu's BS.* 'bhusana ya Bii.
d. 'nitambiinahesvara^iranibha 0 Mii. dusanu a BS.

jhem jhem jhem krina thongita nangita khatamataratakita dram <
dram dram drimikita dhakum dhakum jham tari jHam tari ta ta dugafa I . . • • • u
». 2, 3 -*• ,, ^ 6sa ni dha ga ni sa dha ga sam sa ma sa ni ga ma dna sam ma na ma sa ga 
ni ga sa sa sa
i. *• - 3 - *" _tena tena tenam tenam tenam tenam tenam tenam tenam i a I 121 I,«••••
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addatalena dhanasTragena

sTradhara dharanir api tava sirasi sobhate I a.
vrajayosidadhararasapanadhrtalobha te I b.
vadanatalavaladanalasakalakavallkrtau I c.
yas tvam asi vibhur astu ko 'sya mahimastutau I I 31 I d,

Adda, DhanasT: "Bearer of the plough (Balarama), the world shines on 
your head! You who are intent on kissing the young girls of Vraja, you 
who have the power to devour the world with the fire of your mouth, who 
is there fit to praise your greatness?"

a. sTravadhavalir ati sirasi L. siravadhavalavali iti sirasi * (sT-
khadharavali C). srTdharadhara* Mil. siradhara 0 Bi.Biii.
b. "paiiodhrta BS. 'panakrta Bi.Mii.8.
c. 'valadalanasakala 0 £(*J). vadanatalavadanalasakala* Bii. vadana-
talavadanatalasakala* Mii.Bi.6. 'kadalTkrtau BS.
d. yatvam asi vastur iha ko sya *.

manthatalena daksinasrTragena I 1.

kamapala bakulamala bharahari sirasije I a.
raivatagiritanayaparirambhadarabha prthubhuje I b.
dhrtatoparacitakopa kapatagopasasane I c.
bala vilasatu hrdayam tvayi nikhilakalusanasane II41 I d.

"You who grant our desires (Kamapala), who wear a garland of bakula 
flowers, who bear great loads, deceiver in embraces of the daughter of 
the Paivata mountain, you whose anger springs from restrained pride. 
Bala, may (my) heart dwell in you, who dispel all impurity, who 
chastised the false cowherd, head-born one, wide-armed one!"

a. 'vakulabhavihari sirasi* L. "vakulabhaviharivisirasije "K.
bharihari <Bi.>Bii.
b. revatagi* £(*J).Mil. Bi. parirambhaprthu 0 Bi.
c. *topacaritakopa* £(*J). 'sasanam J. 'sasana Bi.

'• 2, 3 _ _ *•- s" . _
dram dram kita thongina kita ta tta di dhimiki thongina I 

1 sa ssa ssa ni ga ma ni ga ma pa tenna tena tena tena II 41 I

yatitalena gujjarTragena I 1.

ballavTkara pallavodara mallitadana dhrtadare I a.
mustikabhidhamallatallajakayapesanapatutare I b.
dvividavaranakumbhadaranakarmakesarinayake I c.
langalayudha mama manas tvayi sangatam Subhadayake I I 51 I d.

Yatitala, GujjarTraga: "My mind is devoted to you, who hold a conch (?) 
<in the hand> which pressed the jasmine-palms of the tender hands of the 
milkmaids, to you who skilfully crushed the body of Mustika, that most 
excellent of wrestlers, to you the lion-like leader who killed the ape
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Dvivida and slew the demon Kumbha, 0 Balarama (whose weapon Is the 
plough), to you who grant well-being!"

1. gurjarT* £.
a. "mallitataladhr* £. °mallltadana BS. Bi. Bii. Biv.
b. kayasesana Bi. kayatosana Bii. c. 'kesari* Y Ckesari* C) .

jhampatalena nattaragena I 1.

akrstadivasakaratanayanayabuddhe I a.
balatTrthagamanapadakrtasakalas'uddhe I b.
raksa mam aksadhrtapadadantavakre I c.
dharanTbhu j i dhrtarosahatadahanacakre I d.• » *

Jhampa, Natta: "Protect me, you who have taken to yourself the ruling 
wisdom of the solar line, you whose feet which went to BalatTrtha bring 
purity to all men, <at whose advance > king<s> were subdued by your anger

a. * nayanabaddhe Biv. b. kalatTrtha* BS.
c. *dantivakre Biv. 'dantavaktre V (padadamva (omits rest) dimi
dimi dimi J).
d. hatahadanacakre Bi. Bii. Bill. £ (hatadanacakre 6'). hatahadani " Biv.

thongakita jhemkrina taththari ki dram dram a.
/ i**3 • V * — —hi ga ma sa ri dha pa dhikata drimika drimi ta tta I 161 I b. 

kudukkatalena vangalaragena I 1.

asavapanamadhuram arunadyuti cancalamecakataram I a.
lajjitamadhyavilolimadhuvratasonitakamalam udaram I b.
haladhara tava vadanam kamanTyam I c.
manasi mamastu satam avanTyam I 171 I d.

Kudukka, Vangala: "Haladhara, may this your lovely face, sweet from the 
drinking of nectar (of lips), ruddy in complexion, its dark eyes 
quivering, noble, defeating in beauty the red lotus with tremulous bees 
in its midst, may this be always in my mind! This is the refuge (or: 
right object of devotion) of the good."

1. kuduka* *.Bi. kudaka* Bii.Biii. kuduna' Biv. kudduka* BS.
b. 'vilolamadhu* fl.Bi.Bii. 'vilolitamadhu* 0.
c. tava nayanam ka* £. d. om. J3.

triputatalena vasantaragena I 1. 

sikharamandalamanditottama kundalaikavirajitam I a.
0 • » • » • .

candakarasuta dandakhandanapanditam tridasarcitam I b.
»» •• •• A»« • __

yadavanvayadugdhavaridhikumudabandhavam Tsvaram I c. 
bhavayami bhavantam anisam brahmarupam ariTsvaram I d.
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Triputa, Vasanta: "0 son of the sun, scion of the YaHavas, I revere you 
unceasingly, the supreme embodiment of Brahma, uniquely resplendent with 
incomparable ear-ornaments adorned by circles of gems, master in 
smashing the weapons (of adversaries), honoured by all (other) deities, 
great lord, moon of the milk ocean!"

1. °na rasaragena J3. a. ^idiramanda* Bii.
c. "kumudamodanani Ts* L. 'kumudam odaram Tsvaram Y.
d. "ntam anTsam Bii. anasvaram £.

'• 2. 3 *..
tS ttS dha ri ku ku dri mi ki dram kita thohgi thongitanangina I a.
sa ssa ri ga ma pa dha ni sa sa tennaJn tennam tena tena II 81 I b. ' 2. 3.

rtTpakatalena bhairavaragena I 1.

arunayitanayanakonavimardTkrtaraksasam I a.
karunakara vipulabahum uddharataravaksasam I b.
carananatabhavabhavantam asrayami locane I c.
saranavana mayi nidhehi kalitavividhasocane I I 911 d.

Rupaka, Bhairava: "0 compassionate one, my refuge and protection, I 
resort to you. at whose feet all beings (or: gods) bow down, you who 
crush evil with (a glance from) the corner of your reddened eye, with 
great arms and broad chest, fix on me your eyes which dispel all manner 
of griefs! (or: (?) ... on me who am afflicted with all manner of 
griefs)."

a. 'nayanako^a* J3. "vi^adTkrta* )3. "vimadlkrta 0 Bii. 'vimardikrta' Bi 
b. 'vipulavahum ahuruddhataraksasam ^ ("humuharuddhata C). 
uddhuravak^asam Bi.Bii.Biii. uddharavaksasam Biv. 
c. 'natabhavi uttarngTsrayami Bi. 'nanatabhavasurabhavantam BS. 
asrayami ca ne 6. caranavanato bhava* JN. caranavanate bha* L. 
caranavamtT bhava* 0. caranavanto C.

athalapo 'tllah I 1.

srrnriacalakandaramandiraviharigovindapadaravindadvandvendira- a,
yitamanasah santTrnasakalasahityasangTtatarahginTtatipatih b.
padabirudasvarapatatalatenasahitam medinTjatikalitarn balabhadrodayam c.
nama navaraganibaddham ^uddhaprabandham ^rTriarayanadevamahTpatir d.
viracitavan iti I I 101 I* e,

Now the following alapa without tala: "This Suddhaprabandha in nine 
ragas, called Balabhadrodaya, in the MedinT Jati with pada, biruda, 
svara, pata, tala, and tena, has been composed by the king Narayanadeva, 
master of'all, who has traversed all the rivers of literature and music, 
whose mind has become Indira before the two foot-lotuses of Govinda, who 
resides in the caverns of the sacred NTladri. "

1. athabhogo talah BS. adatala al"a~pa Bi.

- 205 -



pariccheda 4

a. 'nilacalakadhura (omits rest) Biv. 'kandaramandira* ft. 
'govindapadara* BS.ft. 'dvandendira* BS.Biii.JLN. dvamdvediracita S. 
Mvandvenirayita* Bi. 'dvandeniralayita* Biii. "ndirScitamafcasah ft. 
b.-d. om. Biv.
b. "rnakalasahityasantarangi' Bii. 0 tTrnaka*mkalasa' J3(*J). 'mginT 
patih ft. '
c. 'patatalatena* BS. medanija" £(*£). kalabhadro* £.<Bii.> 
d. navaragabandham Bi. "pativiracitavan iti Bi.Biii.

desapalaragena ekatalTtalena I 1.

musalayudha vibudharividhunana dharanTdharana dhrtamukha re I a.
varunasutaparirambhana lambhitasambhramatarjita vidhumukha re I b.
mukutayita vikatoddhuraphaniganatanunirjitahimabhudhara re I c.
bhavasagarapari pat i tarn amum janam avasam aharnis'ara uddhara re I d.

Desapala, EkatalTtala: "Musalayudha (armed with the pestle), repeller of 
the gods' enemies, earth-bearer, steadfast one, your moonlike face 
disturbed by the confusion caused by the embraces of Varunas daughter 
(enjoyment of alcohol), 0 bearer of an earth freed of frost by the 
bodies of multitudes of wild and mighty snakes made into your crest, 0 
mighty one, deliver, day and night, this helpless creature beset by the 
ocean of rebirths!"

l.,a.-b. om. Biv. 1. desagala (?) BS.
a. musalayu* BS, musala* ft. musala 0 Bi.Biii. vivudharividalanavudha- 
dharanidharanadhrtamuklia re L. vivudhavivudhadharanidhrtamukha re JN. 
vivudKavicudhadharanTdhrtamukha re <S Cmukha re 0. vivuvivudhava-• •

ranTdharano" C). vividharividhunana* Bi. vibudhadhividhunana BS.• •

dharanTdha* BS.Biii. dhTtamukha a.
b. *sutapatiraksanalambhita ft. vibhrumukha 6. "tanutarjitahima*
Bi.Bii. d. paripatanam amum Biv.

'•_ z. 3 t,-.
ta dimi dimikita thohgita riaiigita jhem kuku jhem krina jham tari re I a.
ma ma ni dha ga ma ni sa ni dha ma na dlfa ni dha tenam tenam b. 
tena" tena a I I 111 I c.

jaya rohinisuta suramandalanuta ity aditalasya prathamakalayam inanam I 1 
ayam eva prabandho yady ekaraganibaddhah svarapatatenarahitas ca 2. 
tada sudaprabandho 'py ucyate I tatra pramanam alekhi I 3. 
atha salagasudodaharanam daksinasrrragena I tatraditala ubhayalaksanah I

ta dimi. ....
The mna is in the first kala of the aditala - jaya . . . 'nuta. If this 
prabandha were to be composed in a single raga and were without svara, 
pata and tena, then it would also be called a sudaprabandha. The 
criterion has been given (above). Now is given an example of the 
salagasuda (prabandha) in DaksinasrT raga. The Adifala is of both 
(dhruva and mantha) categories. (First) in the Dhruva-type:

1. japa ro" C. rohinT 0 a. 2. yatyekaraganivamdhah ft. 
4. ubhayalaksane ft. 5. om. ft. dhruvalaksanah BS.
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jaya jaya janakasutadhava raghava nikhilabhuvanajanarafljana re I a.
haihayavarosavatamsa mahTpatibhanjana bhrgupatiganjana re I b.

prathamakhandah I 1.

tarunasudhakaramukuta sarasanasasana manukulamandana re I c.
* * V

vipulabhujabalabhusana dusanamukhakharasainikakhandana re I d,
uccakhandah I dhruvah I 2.

"Victory to you, lord of Janaka's daughter, of the line of Raghu, 
delight of all beings, ornament of the Haihaya lineage, slayer of kings, 
excelling Parasurama <in might>.
You who have the new moon in your crest, chastiser of £arasana, ornament 
of the line of Manu, adorned with the strength of great arms, you who 
dispersed the army of Khara led by Dusana!"

b. 'vamsavatamsa Bi. 'bhrgupatibhanjana Mii.
1. *mah khandah N. c. s'arasanasarakamanukulamanda* £ (*£J).

• » * * * •

d. bhujabala Bi. 'pulabhuvala bhu* Biv. ripuvalabhujavalabhu* £. 
vipulabhuvanabhusana Mii.

saranagatajanataranavitarana lajjitanirjarataruvara a I a. 
ti a a T a a ~i a T ta a T ti ta narayananrpam avatu bhavan I I 121 I b. 
' z 3 ' abhogah I

"Granter of safety to those who come to you for protection, putting to 
shame the immortal (Parijata) tree. ti a a i ...... protect king
Narayana!"

a. vitaranatarjitanirjara* £. "taruvara ya ^ <*J. "taruvara a om. <S). 
vitarananirjitanirjara* Mii. taruvara Mii.Biii. tarambara Bii.

asyaiva manthalaksane I 1«

avikala^kradasasadharavadanam I a. 
kundamukulaparihasakaradanam I I prathamakhandah I b.

madanasatadhikasurucirakayam I c.
smrtilavavidhutaduruttaramayam I d,
prthutilakusumasusamavaranasain I e.
vande ramam asitaghanabhasam I I dvigunamatro dhruvah I f.

Now the same (aditala) in the mantha-mode:
"The one whose face is like a perfect autumnal moon, whose smiling teeth
resemble a jasmine bud,
whose body is more beautiful than a hundred Madanas, who in destroying
the memory removes impenetrable illusion, whose nose is perfectly
beautiful like a wide sesame blossom, this Rama I worship, brilliant as
a white cloud. "
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1. asyeva Mil. a. sasavaravadanam ¥ (*<S).
b. kumdakusumapari e ... vadanam J3. kundamukundaparihasakaravadanara
Mil. "hasaradanam Biii.
c. manahsatadhi* BS. manasata* Mi i.e. madanasutadhika* *.
'suracitakayam 0.
d. smrtilavavidhuta' BS.<Mii>. smrtilavam vidhutu purattarama* Biii
•vidttuta* £ Cvidhrta 0 J). duruttamama' Bii. 'durutara' Mii.
duraturama* Y <*J).*
e, prthutilakasumavaralasam J3 ('vacalasam 6J. "vavalasara LN).

__, * •
sugamavaranasam Bi. prthutulakusumamusamavaranamsam Bii.
f. amitadlSiiabhastam Bii. ghanarasam BS. dvigu* ... *vah om. J3.
'matradhruvah BS.

narayananarapatikrtagTtam I g. 
sukhayatu surijanam sukhapTtam I I 131 I abhogah I h.

"Hay (this) song composed by king Sarayana gladden the wise (and wake 
them) full of happiness. "

h. om. Bi. sukhavatu £. srutipTtam BS.

atha yatih I kevaladhruvalaksanah I 1.
J • » • •

naumi satadalamanjulananam adrtakhilanianavara I a. 
khanditadMkagadMsutakrtayajnaghatakadanavam I prathamah khandah I b.

pralayaghanaghanaghoragarjanatarjitarisarSsanam I c. 
nikhilasiddhidabalamuninikaraduhkhavinasanam I uccakhandah I dhruvah Id

'- *. —— __ J.- __ ——raksa raksa krpambudhe tiaaiaiaaial
aiaiaiaisiai bhiTpamaninarayanam I I 1411 abhogah I•

e. 
f .

Now the Yati, which is a dhruva-type only: "I praise him whose face is 
lovely as a lotus flower, who honours all men, who killed the Danavas, 
destroyers of the many sacrifices of Visvamitra; I praise him who 
reviled the enemy Sarasana with a fearful noise like that at the cosmic 
dissolution, him who conferred all blessing and banished the sufferings 
of multitudes of munis and siddhas. Protect, 0 ocean of compassion, the 
king Sarayana. "

1. yati I Bi. atha yatih om. Biv.
a. *manjulananavamldrta* Bii. Mii. *manjulanavamatrtakhi ° Y ("matrkhi-
la* C). 'khilamanasam £. 'khilamanadam Biii. 'khilamalavam Bi,
b. 'gadhisahakrta* p. 'yajne ghat a* Biii. 'yajnayatakadhanavam L.
* ya j nayatakadana vakam Y •
c. 'ghanaghanagho* BS.Biv. pranayaghana e £. pralayajaghanaghana*
Mii. Biii. 'garjanatavisarasanam ^. 'ghoragharjanatarjitasarasanam Mii.
d. •siddhivalamuninikara* ^ Csiddhivaramuni * <S>. 'siddhidhavalamuni *
Mii. Biv. 'dasiddhivalamuni'^Bii.
e. yaksa raksa ^ (*<S). krtamvudhe* £. krpanidheti Bi.
f. bhupanamanarayanam fl (*J). 'narayanam BS. bhuramananara * Mi.
'pamananara* Bi(?).8.
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nihsaruh kevaladhruvalaksanah I 1.

a i a i a i das'arathanandana kaus*alyahrdaya- a.
sucandanamandoditahasamukha re I b.

tarumrgapativihitanandana surabhusuraviracita- c.
vandana ninditanijanrpasukha re I I pratharaakhandah I d.

Nihsaru, which is found only in the dhruva category: "Son of Dasaratha, 
the smile which gently comes upon your face is precious as sandal to the 
heart of Kausalya, you who bring joy to the monkey-king (SugrTva), who 
are praised by gods and earth-gods (kings) alike, and who despised the 
joy of your own kingship!"

1. saruh ke° £. nihsarih Bii.
a. aTaTaTBS.Bii.e. "a i a i a i Bi. aiai dasa* JN. kausalya*
Mil. kausalyam hr* Bii.
b. sucandamandoditam hasa* Biii. manyodita Bii. hatamukha BS.
c. mukha re tale C.
d. om. C. vandya ninditanijamrga su* Bii. nindita nrpamukha re J3.
prathamah kha* ^.

nirjitasuranayaka gajavarasundodbhatabhujayuga- e.
nirbharaparipalitanirjara re I f.

karunaparipurita suhrdayadurjanatatitarjana- g.
nirdaya krtaripubhayajarjara re I I uccakhandah I dhruvah I h.

"You who conquered the king of the gods, <and yet> protect the immortals 
with the support of arms more extensive than the trunks of great 
elephants; compassionate, <and yet> you are the scourge of all the 
enemies of your friends, a Jarjara in inspiring fear in adversaries!"

e.-h. om. C.
e. tarjitasura* Bi. 'varasundodbhavabhu* Bi.Biv. 'sundobhavabhu*
Mil.Biii.
f. 'sundobhata* Bii. nirjara a Mss.

» • 4

g. 'hrdayadurjana nirdaya krta* Bii.
h. bhaya jarjare J3. bhayamkara vTra re Bi.

I- i- — - - 3- 
tiaaiaaiaaiaiaaaaiaia i,

'"iaiaaTaaTaa"! j
a a tava rama pranamati carane narayana- k

bhupatimanir ayam amum uddhara re I I 151 I abhogah I 1

"... Rama, raise up this jewel of kings, Narayana, who bows at your 
feet!"

i.-l. om. C k. tava vala £. pranavanti ca* Bi. 
1. ayam om. BS. •manimayam amum Mii,Biv.
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atha raanthah kevalamanthalaksanah I 1.
4 • » »• * * •

sltastanaghanakunkuraapafikalalitavaksase I a. 
lahkasurasankaturasurahitahataraksase I pratharoakhandah I b.

Now mantha, which comes only in the mantha-type.
"To him whose chest is beautified by the saffron unguent from fffta's 
firm breasts, to him who defends against harm the immortals afflicted 
with fear of the demon of Lahk'a,

1.,a.-b. om. C.
1. manthah (om. atha, kevala 0 ) Bi. atha mamdalah kevalaraamdalaksa-
nam £ (*0).
a. "stanayugakumkir £. vaksaso 8.
b. surahitaraksase BS. "suratahitahatara" Mii.Biv. "surahitakrtara* "K.

namo namo dinakarasutamithunikrtahetave I c. 
rosadahanasosavikalajaladhibaddhasetave I d. 
harinrpamanihrdayadharanidaranasaraketave I

sardhaikagunamatro dhruvah I e.

all praise, to him who made the Asvins a pair, who built a bridge over 
the ocean which was dried by the fire of his anger, whose banner is 
marked by the arrow which is capable of destroying the heart of Narayana 
and the whole earth.

c.-e. om. C.
c. namo namo nilakarasutamathuriT 0 £. 'mithunTkrtihetave Biv.
'mathuriTkrtihe* J. "mathunTkrta* JN. "mathunfkrtiretave 0.

* * — Xd. rosavahana* Mil.Biv. ghosadahanasosadahanavikalavivamdhasetave J3 
(°nasesadaha* 0). sesadahanasosa* Bi. '^esavikalavarddhisetave Bii.« * « •

*jaladhibandhasetave Mii.
e. harinrpamanahrdayadhavale danavasarake* ^. 'dharanivarana^a* Bii.
'matre dhruvah £. sardhagunama" Mii.

'• l*. __ _tiaiaiaiaiaiaaaitiaia! f.
narayanagajapatina gltam idam viracitam I I 161 I abhogah I g. 

This is the song of Narayana Gajapati. " 

f.-g. om. C.

atha jhampaka ubhayalaksanah I tatra dhruvalaksane I 1.

aghaharana tava carananalinam aham Tde I a. 
tvayi mano visatu mama namadavanasTle I prathamakhandah I b.

Now Jhampaka, which is found in both dhruvas and manthas. First in the 
dhruva: "Remover of sin, I revere your lotus-feet; may my mind enter 
you, who protect those who worship you.
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1. ,a.-b. om. c.
1. atha kampakah ubha* 3 (*OJ). atha jhampakah ubha* a.
a. adhaharana BS. asvaharata if . asvaharana L. tara carana J3 (tara
dharana 0 J.*0). <°na)lalitam aham lie |3. ahamThe Mil. 6. ihe Bi . Tie
Bii.
b. mayi mano Biv.Mii. vi^atu samalamadavanasTle J3 (*OJ). "thamah
khamdah JN.

marTcaharana harabhaktajanatarT I c. 
tvam ksaraasadana hrdi kalikalusaharT I uccakhandah I dhruvah I d.

• • « • ••* »

Destroyer of NarTca, you protect the devotees of Hara, you take away the 
sins of this Kali age, being in your heart the seat of kindness.

c. "rlcaharina* Bi.Biii. 'caharaniliarabhanj an j anatarT (?) Bii. niarTca- 
haraviharabhaktajanacarT ^ Cvirahabhakta 0 0). 'janatari Mii. 
d. "kalusava Bi.

gargarTsutavihitavividhamanidama I e, 
bMTpanKrayano bhanati gunadhairia I I 171 I abhogah I f.

These are the words of King Narayana, seat of virtues, who wears the 
varied jewels bestowed by the son of GargarT. "

e. khikhirTsuta* Mii. 'vividkamanadama £. "manidhaina Bi.
f. °riarayap.o bhiTpatisutadhama Mii. °na"rayano bhajati guna* £ (*5J).
bhagati guna* Bi.

asya manthalaksane I 1.

amaravaramaninikararucirakante I a. 
krtasukrtadamanajanahananagatasante I prathamakhandah I b.

Now the same in the mantha-type: "Your beauty is equal to the brilliance 
of all the jewels prized by the immortals, beneficent one, you whose 
calm departed in killing the oppressors of well-doers.

1. mandalaksane L. mamdala I t <*N. mandalamaravara* C).
a. 'nikararucirarucikante Bi.Biii. 'nikararucikante Mii.Biv. 'nikara-
rucirakamte J,
b. krtasukrti* ^. 'damalajana* If. damanajaladahanagatasante Bi. °mah
khamdah

raghuvamsatilaka mama samaya yamatapam I c.
krtavato gunanidhe vata vividhapapam I d.
tvam aham dhyayami vidhrtasaracapam I sardhaikagunamatro dhruvah I e,

Adornment of the Raghu line, abode of virtues, assuage this dreadful 
pain in me, who have committed so many transgressions! I worship you, 
bearer of arrows and bow!
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c. madhuvamsatila* £(*£). mama samayamatapam 
d. krtavaragunanidhe £. krtavata Mil. 6. tava vividha" Bii.Mii.Biv. 
e. dhyayami dhrtasats"aracapara )3 (dhrtasaracapam <S). dhrtavasara* Bii 
sarddhaikamatro BS.Biii.

a i ti "a i a T iti a i "a a" I f. 
nrpatinarayanam p"Shi nimijapate I I 181 I abhogah I g.

Protect King Narayana, 0 lord of the scion of Nimii" 

g. nimijayate S. girijapate Bi.

atha triputah ubhayalaksanah I asya dhruvalaksane I 1.

surapatitanujakaratadhrtadandam I a. 
manikundalayugamanditagandam I prathamah khandah I b.

Now Triputa, which can be in dhruva- or mantha-types. (First) in 
dhruva: "You who hold the stick of the elephant born of Indra(?) t your 
cheeks adorned by a pair of jewelled ear-rings,

1. 'putah ubhaya* Mss. ubhayalaksane p (*no 0). asya .. e ne om.
a. karadadhrtadamda* V- karatadhruvadandam Mil. » ». v . »«
b. Cdandam) kundalayuT Mil. makundala* 9.

« • * « */ * «.

bharatagraja rahayami bhavantam I c. 
manaso lavam api na nijam avantam I uccakhandah I dhruvah I d.

narayananarapatikrtagTtam I e. 
janayatu sukham idam anisam udTtam i I 191 I f.

you the elder brother of Bharata, I will not for a single moment let you 
front my mind, you who protect your own. May this song of King Narayana 
bring great and unending happiness. "

c. 'graja vahujallbhavantam £ CvahujStibha* £). *tagra harayami bha*
Bi. °graja harayami Bii. *ja tvarayami bha* Mil.
d. na nTtam avantam Bi. na nitam avatam G.Mii. na jitam avamjam
e, 'narapatigTtam ]3.
f. mukham idam J. uditam BS.j3.Bii. idam animuditam 6.Mii. idam
atimuditam Bi.

asyaiva manthalaksane I 1.
•J • » * *

padapankajarajasa krtayose I a. 
ksitigatadaravirahadhrtarose I prathamah khandah I b.

Now the same in a mantha-type: "In you, who made a clay doll <of STfa> 
from the dust of your'feet, in you who suffer the pain of separation 
from your wife who has gone into the earth,
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1. asya laksane Mil. asya mantha' 6. asyaiva mandalalaksane £. (°va 
mandaCin margin: la) laksane L). a. 'hrtayose J3. 
b. ksitipatidaraviharadampatirose Mil. ksitigatidaravidaradampata- 
rose(?) Biv. *gatidaravirahikrtarose J3.

bhavati dadhStu manobhinivesara I c. 
tyajatu janakatanayesa na le£am I d.

/• 2. I.
aiatiaaiaiaatia! e.
ti a ti a i a a i ti a i a a I dvigunamatro dhruvah I f. '• a. a, ° •

in you may my mind fix its attention, and may it not leave you even for 
a moment, 0 lord of Janaka's daughter.

c. manovinivesam fl.Bii. manotinive^awBi. manohinivesam BS.6.
d. om. L. °ye^arale^am Ml i.e. *sa na lesa 6. na lesa N.
f. dviguno matro dhru* BS.Bill.

dandakaviharanapandita deva I g. 
narayananrpam ava suraseva I I 201 I "Sbhogah I h.

Lord, wise one, sojourner in the Dandaka forest, who enjoy the company 
of the immortals, protect the king Narayana!"

g. *viharanamandita deva Bi.Biii. "manditadevah Bii. "mandideva<J • 4 • .. » . .

Mil.Biv.
h. 'nanrpa narasuram eva V-

athaddatala ubhayalaksanah I asya dhruvalaksane I 1.

kakutsthatanuvihitamadanasatarosam I a. 
padukadanakrtabharatagurutosam I prathamakhandah I b.

Now Addatala, which can be in either mode. First Dhruva: 
"You who have been greatly distressed by the passion born of the body of 
the descendant of Kakutstha (Dasaratha) <in his infatuation with 
KaikeyT>, you who greatly gladdened Bharata with the gift of your shoes,

a. kakutthata* 6L. kakustha* BS.6.N. kakumbhataniT Bi.
•tanuviditamada" Mii. 'tanur vihita* Bii.
b. *d5nakadabharate gu* Bii. 'gururosam ^f. Biii. pratha 0 ...
*ndah om. ^.

sirasidhrtaj'atamukutam vikrtavasam I c. 
tvam aham manasi nidadhami sasihasam I uccakhandah I dhruvah I d.

vaidehidhana dehi hrdayam avigTte I e, 
atranarayanaksitipakrtagTte I 12111 abhogah I f,
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I keep you in my mind, 0 moon-faced one, you with your apparel in 
disarray, with your crest of knotted hair on your head, 0 wealth of the 
Videhan (STta), give your heart to this well-sung song of King 
Narayana."

c, 'dhrtajatamatavTkrtavasam BS. °jatamatavikrtava 0 Bi.Biii.
•jataraatavikrtavasah Biv.Mil. 'dhrtajatamukutavikrtava' Bii. 'dhrtaja-
tamatavivitapikrtavasam £ (*<$).
d. aham anasi BS. nidadhabhi BS. 'khando dhruvah Bii.j3.
e. vaidehi hrdayam api gite J3. 'dehi dhava dehi BS. bhavayam avi * Bii
f. 'ksitiya'*BS.

asyaiva manthalaksane I

nispistadustadasavadanam api valinam I
iTlayanatham iva nathavasasalinam I prathamakhandah I

Now the same in mantha: "You <I worship>, who crushed the evil Havana 
and Va"lT, who though capable of subjugating all the nathas behaved as if 
helpless,

a. athaiva ma* N.
b. ITlaya liathavalasalinam |3. iva madhava sasalinam Bii.Mii. matha-
vasa° Biii. mathada^asalanam Bi. "mah khamdah N.Bii.Biii.• • < «

he rama tava nama yadi vadati khelaya I c.
tarati bhavajaladhim api dustaram helaya I d.
krtaduritajato 'pi saritam iva bhelaya I sardhaikagunaniatro dhruvah I e.

Rama, he who but speaks your name in play, even if he be a great sinner, 
will easily traverse the uncrossable ocean of worldly existence, as if 
crossing a river on a raft.

c. nama vadati yadi khe* £ <*N).
d. bhavajalanidhim api £. dustaram Mss.
e. krtadurita* Bii.Biii. iva helaya £. saritam idolaya Mii.
1. (helaya) gunamatre dhruvah £.

ratir astu mama bhavati suhrdi kapibhuteh I f. 
nanu janusi janusi narayanaksitipateh I 1221 I abhogah I g.

Nay the devotion of me, the king Narayana, be always in you, the friend 
of the monkey folk. "

a. kapibhupateh £. kapibhute BS.Bi.Biii.
b. nanuktanusi janusi Biii. nanuktanusi Ja* Bii. nanu kunusi ja* 
Biv.Mii. nanu krjusi ja' Bi. *yanaksitipatih £. 'ksitipate a 
Cyanayatipate Mii).
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atha rTFpaka ubhayalaksanah I asya dhruvalaksane I !•

amrtajatajTvitanijamrtatarumrgasamhate I a> 
pratipaditalahkapatisodarasukhasantate I prathamakhandah I b.

Now Rupaka, which can be either in dhruvas or manthas. First in dhruva: 
"You who restored to life with ambrosia the mass of your own dead trees 
and animals, you who brought unending happiness to the kinsman of 
Lanka's lord (VibhJsana),

• • '

1. I arartadhruvalaksane p. • ' . ^
a. jTvata BS.Bi.6. nijamrterumrgasamhite Biv. *jamrterusrgasamhate
Mii. 'samhati J3.
b. 'daramukhasantate Mii. samtati I atha mamdalah p.

jaya kusalavajanaka kanakaharinaharanagunanidhe ! c.
valadanucitavrsaladosacalitarosavaridhe I uccakhando dhruvah I d. ... . .»
'• »• 3. «. _
tiaaiaaiaiaaiaiaTa'iaal e. 
narayanavaranapati^aranam bhava ti a i a I 1231 I abhogah I f.

victory, 0 father of Kusa and Lava, excellent one who captured the 
golden deer, you of boundless anger at the evil of the wicked foes who 
face you - be a refuge to the Gajapati king Narayana!"

c. °ya ku^alavanakanakaharinagunanidhe )3 (*£N). "janaka kanakaharina- 
gunanidhe Bi.Bii.
d, jaladanucita* Biii. vadadatrucita* Mil. varadalumcitavrsanadosa* ]3 
(*dosa)rahitacalitarosa* V. (°dosa)calitacalitarosa° L. rodhavaridhe 
Bii.Biii. uccakliandadhru* J3.

• •

e.-f. om. Biii.
f. 'yanam varana* Bi. "yanavaranavaranapati* Biv.Mii. "vanarapati* £ 
(*narapi saranam C). bhava'ti a I jS. bhava ti a i a Mil. ti a T a 
Bi.Bii.Biv.

asyaiva manthalaksane I 1.

r'ama patagam api nikamam amaradhama gamayase I a. 
ahitahita hitamatimati kim iti natha na dayase I prathamakhandah I b.

Now the same in mantha: "Rama, you impel even the bird (Jat'ayu) at your 
will to the abode of the gods, <but> O lord, 0 scourge of evil ones, why 
do you not take pity <on me>, mindful of those who intend good?

a. patigam Bi.Bii.Biv.Mii. nikama mama vadhama* £. *gamayavese £ 
Cgumapavese 6 (*so C. gamayavesa N).
b. ahitahitahitam ati kim Mii.Biv.£ (ahitahi* C). kim i i natha £. 
•mah kha* £.
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/i. *.• *• «-• 
tiaiaaiaiaTatiatiaaiaTial c<
dfna^gatijanatapatim at i pat i tarn raghupate I d<
pahi pahi duritadahi mahiman nijajanam amum I e -

sardhaikagunamatro dhruvah I f.

Chief of Kaghus, 0 great one who can burn away sin, protect this your 
subject, great sinner, king of an oppressed and helpless people.

d. dina* Mil. "nagatajanatapatamati* Bi. janapatimatipatitarn Biv.Mil.
janitapati 0. patiroatih matipatitam N,
e. pahi duritahari mahimahijajanam amum £. duritadadi Bii. *dahi man
nijaja* Mil.6. mahimantajanam amum Bi .
1. "kaguno dhruvah J3.

amaralokasokaharana ranapandita tava padam I f- 
bhajati padmanabhanrpatitanuja esa gatamadam I I 241 I abhogah I &-

The son of King PadmanaVha bere humbly reveres your feet, 0 skilled 
warrior, you who remove theimmortals' suffering.

f. 'kaharana caranapandita J3. ("harana caranavaranapamdita ^. (carana- 
carana* C. 'haranacaranacaranam pamdita N.)). ranamandita Biv.Mii.* • • « * x • , •••

"pandita deva sadam Bi.
g. bhavati pa* Bi.Biii. bhupatipadmana 0 Mii. "tanuja esa bhava- 
padam Biv.Mii. esa tava padam Bi. esa bhavagadam gatamadam Bii. esa 
bhavagadam Biii. esa bhavagadam gatapadam |3.

athaikatalT kevalamanthalaksanah I 1.
• • » • •

hatadasakandhara sukhitasuresa I a, 
nijakarasamskrtasTtakesa I prathamakhandah I b.

Now EkatalT(tala), which is used only in manthas: "You who killed the 
ten-headed demon, you who delighted the lords of the gods, you who with 
your own hand beautified the hair of STta.

1. 'talah I keva* Mii.
a. 'das'akandara* BS.Y- (*kamdara)racitasuvesa JN£. Ckandhara)-
raksitasuve^a L. 'suresah Bii.
b. nijakaranam samskr* ^. "mah kha* ^.

mam ava raghukulanayaka deva I c.
sankarakaraviracitapadaseva I d.
tvam asi narottama mamakasaranam I e.
kuru hrdayam mayi dhrtagurukarunam I dvigunamatro dhruvah I f.

Defend me, 0 divine lord of the Raghu line, whose feet are honoured by 
the hand of £ankara; you are my refuge, 0 greatest of men; fill your 
heart with pity for me!
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c. mam avaralaghuku* * Croanavararaghu' C). raghunayaka Mii.Bii. devah 
Biv.
d. 'nkaraviracitapadaseva Bii. "mkaraviracitapadayugaseva £ Cvira- 
citayugapadaseva <S). f. •gunonatro dhru* BS.

sukhayatu guninam srutipathanTtam I g. 
narayananrpaviracitagrtam I I 251 I abhogah I h.

iti salagasudodaharanam I 1.

May this song composed by the king Narayana bring happiness to the 
virtuous man who hears it." This ends the example of a salagasuda 
composition.

g. sukhayitu N. "gunitam y.
h. 'njppaticaritagTtam J3 <tO).
1. iti salagasuto* £ (salaga* *>. 'haranam srT £.

atrobhayalaksanesu talesv ekalaksanam eva gTtam prayojyam I maya 1.
fubhayatrodaharanikrtatvat subodhaya dvayam apy upanyastara I kirn ca 2.
kecit kudukkopaddatalav apy atreti vadanti I tatha sati 3.

Here in the case of those talas which can be in both (dhruva and mantha)• t

types, a composition in one of these only is to be employed, though to 
make matters clear I have given both by way of example. Some say that 
kudukka and upadda are also here (to be included in the series). If 
this is the case,

1. atra ubha* BS.<Bii>.6.£. 'bhayalaksanah I tale* J3 (*C). 'laksane 
tale* Bii. talesu eka* BS.LN. eva gTlam 0. eva ganam C.
2. tu ubha* BS.G.Mii. °yatra udaha' BS.Bii.0. api upanya* BS.
3. kuddakopa* BS. kuddukko* Biv.Mii. 'opattatalav L. 'patatHav Y.

mantha1aksanakudukkata1asyobhaya1aksanopaddata1asya codaharanam 4.
evam uhyam I atrasya nirnSnaprakarah I tatra dhruvalaksanatalesud- 5.
grahamadhye dhruvakhandasya gananam karyam I dhruvakhanda eva 6.
prathamakhanda ity arthah I etavata dvidhatur bhavati I dvyavayavam 7.

then examples are accordingly to be devised of the mantha-mode kudukka 
fala and the dual-category upadda tala. Here is the method of construc­ 
tion. In the dhruva-category talas one should reckon the dhruva-section 
(of the composition) to be in the udgraha; that is to say, the "first 
khanda" is in fact the dhruvakhanda. In this way (the composition) 
comes to be a two-dhatu structure, i.e. having two sections (avayava).

4. *sya ubha* a.
5. evara ahyam BS. tatrasya BS.Biii.J3. niryanaprakarah a. 'laksanam 
talesu £. 'talesu udgra" Mss Csudgra* SJ-
6. 'dgrahamadhye tra ca dhruvamamdalasya gana* £ (dhruvaip mandalasya 
N). dhruvamandala eva £. ' 7. dvidha tu bhavati Bii. Biv. Mii.£.

-217 -



pariccheda 4

ity arthah I ata eva dhruvalaksanatalagTtagane dhruvagananantaram 8.
manam dattva punar abhogam gayanti I udgrahadhruvayor ekakhanda- 9.
tvena kalpitatvat I manthalaksanatalesu tufdgrahabhogakhandayor raatra 10
tulya I tatrodgrahasya dve avayavakhande yavatT ma'tra tavatya 11-

This is why, in the performance of a song in a dhruva-type tala, im­ 
mediately after the dhruva (section) is sung, the measure (mana) having 
been given, again (?) the abhoga is sung; for the udgraha and dhruva are 
wade in a single khanda (section). In <compositions in> maptha-type 
talas the udgraha and abhoga khandas have equal matra <=number of 
matras>. In those, whatever the number of matras making the two khandas 
of the udgraha,

8. * k^anagTtagane Bii. °ganantaram Mil. dhruvaroananantaram £.
9. gayantam Biv.Mii. Cyor) akhandatvena £. Cyor) eva + + + + na 
kalpi 0 Mil.
10. *su tu ud e Mss Csudgra* )3). udvahabho* Biv.Mii. 'khandayaT niatra N.
11. tatra ud* BS.Bii.6. °dvahasya dve Biv.Mii. dve vayava 0 Bii. 6.
*sya dvyavayave khamdayavatT y(*S'). dvyavayavakhande L. "khande gavanti 
matra avatya Bii. yavata matra favatya Biii.

matraya dhruve dvaigunyam karyam I etavata dhruvas catuhkhando bhavati I 
sardhaikagunapakse trikhandah I kecit tu khandasyardham ekakhandam ceti 
sardhaikaguno dhruva iti vadanti I tad evodahrtam manthagTte dvl"ravatTin 
puram ity atra mukundanrpatT raja ti a" ityadidhruve sardhaikagunatvam 
iti I

tie dhruva is to be given twice as many matras. Thus the dhruva comes 
to have four khandas. If it is of the type that is one-and-a-half times 
the length, then it is of three khandas. Some, however, say that the 1% 
length dhruva has a one half-khanda and one whole khanda. That is what 
is exemplified in the mantha-song "DvaravatTm puram . . . ", where the 
dhruva, starting "NukundanrpafT raja . . . ", is a Ife-length type.

12. matraya dhru* Biii. patrayor dhruve dvai° £. matraya dhruvety 
avagamyam karyam Mii. dvaiganyam ka* Biv. (avatya) adhruve dvai* Bii.
13. ra + + + + pekse tri* Mii. tu khandasardham eka° Biv.Mii.
14. 'dahrtamaindadvaravatTgTte puram £. °dahrtamanthag"ite dva* 
Bii,<Mii>. dvaravatl puram BS.
15. 'nrpatiraja ti a T ityadi* BS. °nrpatir a raj at i a ityadi* Biv.Mii.
*gunam i + + + (gayaka*) Mii.

gayakaparamparayobhayam api grhyate I aparam ca ksudragTtanam 16-
udaharanani tattadvivecanasth"ane darsitani I yad adhTtam kaviratna- 17.
puru^ottamamisrato maya sudhiya tat prakatTkrtam asmin sudhiyah pari- 18.
sodhayantu satasah I 19.

In the singers' tradition both of these types are accepted. As for 
ksudragTtas, examples are given in the appropriate place where they are 
individually dealt with. What I have learnt from Kaviratna 
Purusottamamis'ra I have with proper understanding here expounded. The 
intelligent should study it a hundred times.
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16. 'para ubha* BS.Mii.6. 'paraya ubha* Bii. ubhayatra kapi grhyate 
Bill, Biv. Mil. 'parasparayam ubhayam J3. grhyate srfh £ (srT C). aparara 
ca dhruvagTtanam £.
17. 'vecanasthale £. 'vecasthane Biv. kaviratnat puru* J3.
18. 'misYa santosaya sudhTya" Bii. prakatlkrtTm asmin 6 CkatTkr 0 C). 
paritosayitum sa* £(*£>.

a. 
b.

yavacchivasyardhasarTrahartrl jagadguroh parvatarajaputrT I
tavat ksitTndrasya narayanasya sramo mude 'yam samudetu loke I I 261 I

May this labour of the king Narayana give as much joy to the world as
did the daughter of the mountain king, taker of (or: when she took) half
the body of Siva, lord of the world.

a. ya va siva* Mil. yavat si* BS.£ Ccchiva 0 £>. 'rTrahantrT ]3. 
'hantra jagad* Bii.
b. vataksitTndra 0 Biv.Mii. vatat ksitl* Biii. tavat patTndrasya Bi. 
narayanasya Bi. Bii. 6. Mii. "sya srTman mudeyam ]3. srTman mude tu loke 
N. I I srTh JH.

iti srTmannikhilanvavayottuhgacodagahgavamsavatamsakhilaguna- 1,
sadmapadmanabhabKumipatitanujanmano maharajadhirajasya 2,
sahityasangltarnavakarnadharakamaner gajapativTrasVTnarayanadevasya 3,
krtau sangltanarayane suddhaprabandhodaLharanam nama caturthah pari- 4,
cchedah I I samapto 'yam granthah II 5,

Here ends the fourth chapter, called "example of suddhaprabandha", of 
the SangTtanarayana . . .

1. "nikhilanvayottunga" ^ (*J). (*mga)gamgavamsavata' 
'hgagaudagangavamsa* Mii. 2. "no maharajasya ^.
4. suprabandhoda* Biv. °ne prabandhodaha* Mii.
5. 'yam sangTtanarayanagranthah Bii. granthah I srT ^.Biv.

In Bii.j3. the following verse and colophon are found:
kadapi me papahrdU na ITnam aho mahodusana capi capi I a. 
dormulakulamkasasatakumbha bhramavahac carukucapi capi I I b. 
srTjagannathaya namah I 1. 
srTkaviratnapurusottamamisrakrtih sangTtanarayananama granthah 2. 
samaptah I I

a. papihrda nilanalinam Bii. ITnamahTmahodusa° S.
b. 'kulamkasV N.O. 'kulahkasa* C. 'kulakamsa 0 Bii.J. 'kumbham bhra 4 . « • •
N. bhramarambhi kucapi capi Bii. "vahac carakuca* L.
1. om. Bii.
2. iti om. £. "misVakrtah sang" e Bii. "namagranthah Bii.<S.
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