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SUPPLEMENTARY NOTES ON MSS.

pariccheda I
vande tam daru° C. vand@ramandaram Bi.Biv. °‘mandara sendiram
paramam mahah 6 (mandara sendiram param mahah 0). mandaram
sediram sediram paramam mahah J.
udImtahasam Biii.
nanmukhamukhair Mi. saramukhamu® C.
lahatah Su° Bi.
lamodarasya puskara“ N.
calam F1a° J. balapataladyair Bii. l3layanta harer Bi. lalayanti
harer® N.

éragpup f. 1ista srastu sutam bhajet Bi.

misan nI° §. ‘rupadhidhara® Mi.
*dhvamsasabha® Bii. mijabhuja° O..

vikatamadadantl Mi.
yair aiva°® Bii.N. yair aidakhyani(?) Bi.
*kumbhInarana° Bii.

vemkayadrau OJ.

‘nigundgana’ 6. °dvarstha’ C.
‘tamdagamjyedgalita N.

‘sam masetugagam kamala® C.

° hara)rjatyacarapuralr 0. rjatyacarapurvair C. dhutamisama-
sataih §. nisamasamtaih N.

nanarIrakamco vala® 0. valilye Bii.

taddvayam kai® Bii.

dramdnaham C. b. na svat sad® §.
gantum kBma® J. sangitaga® C. ‘varidhaih JN.
vadarusamgrahe 6.

akalpayet §.

kicij Jatam N. kicimj jatam J. kasmat kasmat vikim jatam 1° 6.
jatah rasad ci® Mi. “‘vana smrtah Bii. Bivw. Smrtah Biii.

*éuddhiyaha O.
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pariccheda 1

vrahteda® 0. *nadibharatadurganaradam kohalah J. °nandibhara-
tha® ... “kohayah Mi.

pradalyam N.
sangita ye Bi. je na j&° Biv. ye na yananti C. te dviyada §.
smat3h BS.

vivarga® C. °lada sarve Biii.
‘phalapradam Biii.

harigéﬁdistute dha® 0. havididistute dha® C. harinadih stute
dha® Mi. dharme Bi. harisapi smrte dha® Biii. °‘stute dharme JLN.
sthana mo*® Biii. tasma tad J.

nrtyamtyam ca J. ucyante J.

gitavadyobhayam eyatra sangotam O. gItavadyobhayam pava J
gitavadya ubhe BS. gTtam vadyam ca ubhayam sangi® Bi. kena-
cana C.

utturyotsvaradeva® L. utiryotsvara® J. uttIryotsvara® CN.
urttaryotsvara“ O.

*13pame ca C.Bi. kecim gita® Bii.

*dharasyete Biii.

punyanam masti L.
kvamdére gT1° LN. mamigne 6. tasya 6.

na (first word) om.J.

annih na ca N. nadyam JN. namam §.
nadmoti JN.

sangIta bhavati Bi. ,
sarge mArga® Bii. mirgradéritam L. margedri’ 6. dedidritam
Bi. dedadritam ... “raﬁjinam Biv. bhﬁtaplaraﬁjanam C.

nadyam vina tadanupa® Biv. 2. tadukta §.

ninddena (each time for na na°®) Biii. na nadena khena gitam O.
na nadena svana gitena vind svarah C.

ramas tasman B (L corrected to ragas). tasma na°® Biii. jagatd

iti C.

‘pattimakaram §. °prakaraprakaram N.

gala vivaksyamm&(?)no C. prerayate gratah O. °yate granah C.
prayayate Biv.

dhanta sa Biii. preyati §.

nakara pra°® Biii. syad akaro BS. syadyakaro Biv.
tatsa(?)mut® 0. ta + mutpadyate C.

nadabhyam Bii. nahadbhyam atatvan §. patatvdn J. yatatvan L.
yatetvan N. nada 1iti 6.
asau nade pro° C.
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pariccheda 1

mantro hr° B. kante 0J. madhyasarad §. madhataras Mi.
kTla minena Mi.

Ahatind° Bi. Fhitendha® JLN. Zhitendrudceti 6.
yadaubhayod ca 6. samyogd Bi. samyogo 6. samyogah JLN.Biii.
ahitah 8. gahatah samprakirtitah Bi.

‘sambhavam Bi."naha@ta uc® C. tatha 'naha’° BS. tathd@hata Bili.
tathZd 'na° BS.

nada sa’ Biii. ‘karsti ta® Bii. ‘karsT ta°® J. karsonnatha saj-
jévibhip §. maquibhip J. Sajﬁtibhip JN.

urddhva sam® J. ramuccaran §.
yasya nadah Bi.

pranibhavo pranibhaé C. °bhavas capra’ Mi. comaya°® 0. cau-
bhaya“ J. bhavasobhaya Bi.

adya Bi. adyakaya® 6. kayabhave Mi. vini® O. kayabhavadhIno C.
vanlsam N.

capa Bi. camsadi O. matY iti Bii. mati iti Biv.

davam bahu® J. bahudhaditah Biii.
prakrtamu° O. prakrTyatanupayogltvan maya sa prapancatah Bi.
*yogItvan Biv. sa mapaficitah 6.

‘ryapam na ca tadbhedad L. °pam na ca tardbhedad N. "ryanam
tacattabhed®d0. tacattabhoddd C. nrtabhedabahudha Bi.

rajata dhatumd® C. dh3tumdtra® Mi.

‘vayavo 'thantaradgadimantar ucyate Mi. ragadi matu® Biv.

v1ra01tam JN. ragai recitam Biii.
ranjamkam 0. rancatasva°® Bi
dhatumatra Mi.

tadatma® 0. nahdtma® Mi.

“nan matum gatovaya® §. °na dhatugi® Biii. °na gitagitavaya®
Biv. °nad dhanta Mi.

‘nojasvita BS.

mantastra sa gaditaih Mi. karman sasya pramodanat Bi.
manasyasya Bii.

yasya tatra atra LN.
svaradlgra Biv
nadas ca Bi. drutatho V. srutam tho J. tabhyam Bi.

tattadbhyamirchanas tabhyams tanakhya Bi. ta@nakha
gramasamudbhava iti Bii.

cd N.

svaradh JLN. gramah LN. mirccana Biii. °‘tannivartakah LN.
‘tanivarnakah J. °tannevarnakah O. “nannivarnakah C. °tana-
varnikah Mi. “talavarnakah Bi.

grahas ca nyasakhya jataé ceti kramadibhih Bi. °nasakhya Bii.
*akhyah ja° Mi. jatatié ceti 8.
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pariccheda 1

grahasvaroéesvaro 6. tatra dada bhaktah Biii. érutayab N.
havimsatih C. dvavimsatah Bi. °ahata C.

satirvagurdhvanadyo Bi. vimsatih tIryag® Bii. "datis tri-
surdhvanam hr° Mi. ‘udhvana® O.

yatayatas tu Bi. yavayas tu Bii. gayavatas tu Biv. tayos tu ca
tatha tabhyah B (tu cam tatha O. tu vam tatha tabhyah C).
srutah pari® 6.

yukta Biii.

kampadi® Bi. kapadidusalh kanthair yas J. °dujﬁéih kantair ya
ta® 6. °ntheya ta" Mi.

catastah J.6§. catustah Bii. madhyama sru° BS. yatah 6.
nrsabhe 0. rsabho vate N. tisrdh Bi. gandharo Bii. niyadake O.

‘namakas Mi.

sadjamah O. sadjagah J. sadajah Biv. srtah Biii.

‘calanikam rsa‘ O. °calabhika JN. “°valanika C. citrantanaja-
lanika Mi. °galanika Biii.

sapagha mala 6.

/o Jm = - -

sarnngava ca pahca® Bi. sarngarapl Bii. éérngiravyapl Biv.
mitevasasuta LN. mAtovasasuta J. martevasasutd 6. mallarasya-
mrta Bi.

‘namani §. nisédaninghani Bii.
udorinah §.

pitetivat janya°® Mi. pita itivat janya® BS. pita iti varajanya®
Biv.

janakam ity O. janiko ity Bii. harinamakhyadibhih § (*namavya-
khyﬁdibhib L.

jata éruti® Bii. sadjodya iti Biii. sadjah smrta iti B (smrtah
C). smrtah iti BS. sadj"h ja smrta iti Biv. sadJoh jas tata
iti (?) Biii.

*gacchatanivacyam Biii. °gacchatamivacyam Biv.

tava janer dhotor O. tava jane dhator C. antarbhav1tyartha—
taya Bii. °bhavinyotyarthataya Biii. *bhavipyarthataya Biv.
sadjalika 0. sadjalika LN. sadajanlka J. sadanika C. tade sphu’
Biv. ‘tayotam kolahalTye O. ’tayokta kolahaloye C.
pramavato C. prabhavatah Mi. subhada Mi.
svarah Bi. sadja pra® Biv. ‘dgatam §.

srutayah iti §.

lagra cipl samud® 6§ (lagdd ca@pi samud® C). lagra vayusamud® J.
ugra capli samud® L.

Srutayo Biii. sadhayaksyevam r° N °dhayanty eva r° Mi.Biv.
vadrutid Bii. érutT om. N. srutl camr® Bii. éruti amr® Biii.
gandha® C. sadhayeta JLN. sadhayet te dve O. sadhayet te hi C.
sadhatete Mi. yathdham gu°® C. yathavade guna® Bii.

sarve sahd 6. °‘saham J. sarvagééha Bii. sarimsaha Biv. ksanti
vi® C. mahékgﬁntir vibhutimadanantaram Mi. vibhiititad® Biv.



pariccheda 1

50.b. sddhayenty BS. sadhyastitah C. sadhayetvetah Biii. °bhuvah Biv.

51.c. malinT Bii. lota §. lola J. capalola N. sarvarunda(?) Bii,.
sarvarala §.
d. scamaputras Mi. somaputras Bii. pafcamah Biv.
52.a. $éantadhikalpini C. b. “ta sadhayety eta §.
53.c. °starini Biii. uttamah Bii. svaramutta® J.
d. drutl vira Bii. drutir vira® Biii. ‘odgatam 6.
54.1. dede vide® Bii. deéage bi® Biii. bhinnabhamatvam O. ‘bhasa-
tvam C.
3. jnhattam C.
a. °sthana Bi. vaktam N. vaktu nd°® Biii. nanam Bi. nalam

nasyapi(?) O. nalam nra(?)svapi C. brahmvapi Bii. nalabra® Biv.

b. yargo O. yago C. mInair naicopa® O.
55.1. etesu Biv.
a. svaranam pyastu bhedakah Bi.
b. prayogavidhitvena t& Bi. vidharatvena 6. tanyoktah érujatayah

Biv. drutaja° §.

56.2. atha svabha Bii.
c. sasvabho gah drutTsthane Bii. ya dru°® C. svaro hr® f (svaso §).
‘ramjyakah O. ramjavah J.
rutatvam O. prayogariidhatvam C. uktam kah Bii.
sroyasmad §. rafijayati Bii.

A w

57.4. rutatvam O. ridham Biv. ke te ity BS.Bii. ke ca ity Biii. kena

ity S.
a. ‘rsabha gandhara Bi. sadjapibhau Bii. madhyamapa® Biv.
b. nlsadas ca rah J. svara sapta Biii.
58.a. sa T ramayadhanyas ca tesam O. dhanyas cat tesam J. savigamah

pa nT dh& nyas caitesam L. sa v1(°)gamayadhanyasca tesam C.
saviramah | pa nT’dhanyas caitesam N.

b. tridhah Bi.Biii. tatredhah Biv. *tarabhavad ca nisadas ca svarah
saptaprakirtitah samasritab 0. tarabha ca navas ca nisadaé ca
svarah saptaprakirtit@ha Samasritah C. °bhajam sand’ Bi.
samasritah Bii.

59.c. romi stha® O. ébpi C. trini Biii. trinT N. tesa hi Biv.
d. kante J.§. mardhye murddhi O. °tarah Bii. ‘ottaram N.

60.1. yogika‘ Biii. yaugikaram Biv.
a. nasa ka Bi.6. kantam 0. uyas ta° C. tala §. dantas ca Bii.6.
samspusan Bii.

2. ‘daras tu anya® BS.
61.c. nabhe Bil.
d. pardayor N. gannam Bii. sadjam prajayate C. samjah pra® J. sad-
ja pra® 8.
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pariccheda 1

*mulan naddavarna B (nddavarna O. nadavarnan J).
varnam Bi. varna Biv. utthita Bi1i. dhvant N. dhvamnin 0.
trsabhah O. nrsabhah C. rsabhesyeva 6. evar niryati J.

gala éro® N. va valayan C. calayen Biii.
gandharah stena 8.

*sthanat da° BS.JLN.Bii.0. °sthanacharI® Bi.
*mulocca N. tah tra svabha® Biii.

0 = -~ { 2 = - =, ° / g =0
pana samdnas Bii. samdnag ced anavyana O. °nas co udanavya N.
ced anavyano eva C. udanavyana JN.

jayete N.

nabhe dhobha® Bii. vasti N.
dhavam niva §. “vann Iva Bii. iva yo yati Biii.

sajjadasah J. 'tram svarah O. sadente Biii. maharah J.
nigada trayo to loke nisddas Bi.

tatsasya Biii. tatra ca saptamasya dhvanikatha® Biv.

dkhyatd rsa® Bi. akhyata rsa® 6. @khyatih JN. @khyatir nrsa’ O.
vyakti Bii.

chamgo J. Aceste Bi. krauficT vedati Bii.

kokilam Biv. vrite bheko Bi. bhevo §.
hastT evam Bi. hasti tv evam Bii.

damodds tu §.

mayuram vr° 6. vrmabham O. vrsabham C. chagam ¥ (°cchatragam M.
krogta® Biv. krauca L. '

kremend® 6. sudurgamam §. ‘gamat JN.

te vadinidcayam (°vivady® ...°ragadi°® om.) 6. °vivavidyanu®
Biii. °dyavidhdh LN. ‘dyabhidham Mi. °dyabhidhd Biv.
proktah statra Biii.

°gesu cakraragadiniscayah Bi. cakti J. vakti tvam adi Mi.
niéayam Bii.
mamagru® Biii. kacit BS.

nyat] viva® 6. tani vi°® Bi.Biii. tani vi® Biv. syatam t3@ tra(?)
dhayo tu O. syatam ta dhayo tu C. bhidhayor vadu Bi. mrdhayor
dva tu J. vidhayor L. vidhayor dharddhatu N. ridhayo v& tu taih
tayoh Mi.

atuvado C. anuvavl Biv. akrtvadi Bii. anuvadir bhavec chesam iti
Biii. dirirthasammatam 6. bhavec cheye 0. chepe C.

cahulah O. ragadibhiscayam 6.

yam ati nig® Biii. nidcayah karoti Bii. “nirnaryam O.
pramukto rago yati nirna® L. raga yo yati nirna’ N.

yam svarah LN. ya svarah J. druti yah dva® C. samasrutis tu
tridruti<r> yah svarasamvadl kvacin na | (?) Mi.
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pariccheda 1

kvacit na Bii. madhyatah Bii.
na bhavanti Biii. tani Biii. tanT Biv. “nisadau amavisvadinau
rudhayor va vivadinau bhavatah 6. °dhaivatayoh BS.
tau vivadinau bhavatah 6§ (taur vi°® C). tayoh ... °nis@dayoh
BS.8.
etebhyah C. vasista ye svara bhavanti Mi. °‘svarah bha® BS.Biv.
nrpasatha Biv. tatha matsah O. atha vijfadhTh L. vijnathh JN.
visadvadhih C. visadvradhih 0. vivaddharih Bii.

*vadlty anicaro Biv. vivadls tanucarT syat tayor anuvaroramah §
(tanurcar 0). °caro ca nah pa” J. catuh patrasya LN. rajha pa“
Biii.

védyasamvédinor anuvadya canucara Bii. anuvaksT N.

gra svaranam iti suksma® Biv.

sadjas tu madhya’ Biii. sadjas tatha C. madhyamamadhyabhumyam
f (*bhumyo O. °bhumo C). °nana kila Bii.

tatra ca N.

ce nirvi°® Biv. cen narvi® Biii. nirvikaro C. tavocyate Biii.
yam ... “tistho (in 3.) om.é§. yady upata C. sadijantasru J.
sadjopanta® LN. sya madhya® Bi. grama syan Bii.

paficamah BS.L.N.Bii.8.

°tvan ya nyayatropa C.
srutibhihscaiva Biii. °tvam aga iti Biv.

kohaloye 0. kolo C.

murchenzé O. pratlgranya _pra’ 0. pratigramyam C.

cutuspa® Bii. “‘sv apl magatah Bii. °dvicicatu® JN. °pamcasata-
svapi J.

sadjadjan nlsadaparyantam nipadadhaivatantaka <!> dhaivata-
ntakadhaivatd + + + ficamantam tu pancamam madhyamantakam a4
gandharantam madhyamat syat gandharad rsabhatahvam <!> C.

*antam nisadad dhaivatantam igyati N. nisadantam nisadantam
dhaiva(?)tantam isyate L. nisadatam nisadad dhaivatantam isyate
J. sadjan niganta nes tu dha® Bii. sadjanisada Biv. pantam
misyate Biii.
patantam madhyamadyantam LIN. panyantam madhyamafijantam gan-
dharad ruhsa°® Bii.
rsabhasya camity ahuh Bi. santamatya® Biv. santam Biii. sadja-
gramas ca Biii.

‘cyante ma purodhaya C.
gad rsasyantam Bi. gad rgabhantam BS. rsabhasantam Bii. man-
gantam gad ... rsabhas tantam Biii. sadrsabhantam rsabhastantam
Tksyate Biv. )
santantam LN. sanmantam 6. sannyantam O. sannyantane C. sanata
Bi. ne dhai°.C.N.Bi. cair dhai’ Bii. dhat prantam LN. dhat panta
paficamantakam C. yaccama® O.

anupu . anapayu’ BS.
murchito dharagata 6. murchita ravaragatam J. svaro ga murchati
ekaragatam Biv.
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gramobha°® Bii. gramorbha® Biv. t@ svara® 6. tatsvarasaprayuktas
B (tatsara® C. tatsaragrayuktas 0).

murchanamnam J. catuddaga°® BS "chananam diti catur® Biii.
*chanana dv1tacaturdasavidhitvam Biv.

mandhara® N. bhuvi avi® Mi.Bii.®. tadimtara® Bili.
‘murchananamagra® 6. athaisam Bii. athasam Biii. nami C.

vitra 0. vrtta C.

saurira C. soviramadhyavarnamadhya ca sad® Biii. sauvira varna-
madhya ca pancame Biii.

brahma vai°® Bii. cara G.

tricu O. tripu N. murchana C.
ete vimsativityukta murchana ca® C. candramauli O . § adds
after f.: madhyame sa r(?) go bha (sic).

etat yojam ON. etat yogam C.

brahmacapi § ,

murchana L. talah Bi. tanah styuh Biii. syah C. suddha a° JC.
duddho &ro°® N. Suddharohana Mi. °SrTtah Biv.

‘ga yer BS. °ga yai mu°® Biv.L.N. °g& yaih mu® Mi. °gH pai mu° C.
°ga yai mirchendse’ 0. °gesah sa® C. °Sraya Bii. Biii.

talds Bi. te puna® J. ghanas te puna® Bii. °pyanapaficad® Biii.

te syuna® Biv. saptaisvara“® O.

tebhyatestadasyusse(?) karvibhavanty anye 6. (kavibhava® C).
kitatalah Bi. kutata® J. anya kuta® Mi.
bahutardsesam Biv. katsyena Bii. kartsyena BS.

Srimanam Mi. bahavodbhidhah Bii.
‘yogitvad Biv. °tvad ejneyatvac §.

ukta ta* J.
talah Bi. trayatriméad Bi. trimdadramavanty ami §.
*stomina Mi. °talena Bi.

tananam iddhanam C. ihas caddhanam Bii. iha Suddham Biv.
*abhidhah C.Mi.

‘gayaidhuryan 6. dhaiduryana maya J. vaidhuryana maya N.
‘dhurya na Bi. °dhuryan na Biii. na mayantah Bii.

prasukto O. prasuttau C. pramukto LN.
sthanya*® Biii. sthayya ge ava® § (sthasya C). sthiryo
catsava® J. sthairyovatsava LN. sambarTti Mi.

praropatvanka laksanam Bii.

syad vekasyai® Bii. ekasaiva C. svarasya cat 6.

anvartha® Bii.

anvartha® 0. arndrtha(?) C. anugatartham namd° Biv.

garoha® 0. avarohatl savarohity arthah C. avarohTIty avarohTty
arthah Biii.
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saméarfti Mi.

sthana inas tasya ro° Biv. sthaylnas tya syur ro° Biii.
syu ro’ BS.C.Bi.Bii. syubh ro° Mi. dasaiva ta C.
samcarinau JN. sa@éarigo Mi.

prasiddhdh lanka® O. pratiddhah la*® C. dvisasthi® BS.

prakificitah Bii. alahkdra ca prayojana | Bii.
hrtabhyaso Mi.
‘kadram prayo” Bi.

grhyah svarah § (grhah svarah O. grhasvaram C). 1ti tyukto
Biii.

°vyaﬁjakajﬁeyasya Biii. °vyahjako neye yamsya Bii. °ko jnegayo
ya°® B1v sarvam nugaminah C.

vardyado pi nrpopamah J. sim. (nrpopama) N. vadyamso pi mrpoyamah
0. vadyamso pi + poyamah C. nrpopamah om. Mi.

vado 6.

ata eva ato Biv.

nrpatayoh Biii. prayati Biv.
vyase’ Bii.Biv.

vyasa® Bii. samprokta yo Bi. sa dekto(?) N, svaprokto C.

*jamis tu O. iha ragasya métépita sa B. ragasya matapita Bi.
sa (final) om.8. jatihariha s@ ragasya matapi Biv.
sankTrnas ca tridha Biv.

duddha syur BS.8. duddhasu jataya sapta Bi. syur nvitayah(?) Mi.
syur bhatayah §. Sadjablsvara, Bii.
ta edha vi‘ 6. sesam ja°® Bi. sesadi vikr® Biv. sankara iti Bi.

dvidhaty anye BS.

*bhivikr® Bi.

*dista sa raga°® Bi. tustadasa°® Bii. raganam Bii.
iyam eva pakgyah Bii.

*antaram Biv.

sadjarsabhT O. sam reabha ca gandhara paficami radhi (om. rest)
C. yarsabhi caiva gd° L. sarsaml caiva N.
patha naisadl Mi. sasaitah J.

sac sad® Mi. éat sadja° Biii. "kai€TkT Bii. sadjamadhyamadhyans
ca J. tata param Biv.

madhyama divyava ... Saidikety api Bi.

ekadasamoktd 6. prokta vi® Biii. vikrtad bha® Bi.



pariccheda 1

109.a. sadjagandharagayogaj Mi. “yogaja 6.°kosikT N. ‘kausadjika ... J.
"kaisTkI Bii.

b.-c. sadjikamadhyamdbhyam tu jata gandharapahcami BS.

b. “madhyamah Biv.
110.c. °bhyam vu N. g&ndharIpaficami Biv.
d. gandharyasabhi® BS. gandharyasabhi® Bi.Y. gandharyupavikabhyam

Bii. gandharya abhika® Biv. jatir andhi y (adhi C).

111.e. tadvat JLMi. tatra Bi. °stimah Biv.
f. sadjodinnava® 0. sadjodInasaratim C. karmyaravim Bi. karma-
rivim 6. k3rmarade §. karmaravI pu® N. kdrmavarT pu® L.
karmavarl sunah J. karyavarim Mi.

112.g. utpadayati J. utpddandti Biv. pafhcamya + + kd@pi ca Biii.
‘myapibhakapi ca Bii. °myapittakapi ca Biv.
h. bhandayantI tu § (‘yatI C). nandayantd tu Bi. pafcamya +
dakanvitd(?) Mi. °myArsibhuka’ Bii. °myApibhiki° 6.

113.a. ga&ndhara“ Biii. °dhaivatidhaivatT sadja 0. °ndharT saivatT C.
‘dhaivat gadja LIN. °sadja Mi. dhaivatd Bi.

b. ‘odicyaram LJ6. °dIvyarom N. °dicyavd Mi. °divyandm Bi. dIcya-
jyam Bii. °divyavam Biii. °divyavam Biv. kuryat JN. kuryuh Mi.
madhyamodicyaram B (°divyarom N). °dicyava Mi. °divyavam
Bi.Biii. *divyava Biv.

114.c. vinarsardjya(?) 0. °na sadjyam(?) C. sadja JLNBiv. sadja Mi.Bii.
sadja Bi.
1. gandharo dhaivall §. gandharadhaivat® Biii. gaéndharire dhai-

Biv. madhyama Mi.

ta raktagandharo O. ‘ryus taktagandharo C. naisadi tan ca LJN.
etd ga° Bii.Biii. td gandharTpahcamdma‘ N. gandharipaficapahcamdh
L. °paficamam | ca ma | J. "madhyam&m Mi.

N A

115.a. dhaivatIty uktva Bi.

sadji° ... dibhyah om. O. °madhyama® om. Bii.
athasam Biii. athd&sa gra°® Biv. °‘dham arda O. °dham ada C.
a. ca naisasadjakaudikT J. naisasadjakau$ikT N. naisadya sa° Bi.

116.

[\b I

117.c. sapta Biii.

118.e. gandharo pa® C. gaudharT J. andhT .
f. karmiravi canya ca Mi. ganya ca BS. ca naikaéT 6.

119.g. ety Y.
h. astadasanah jatIyam sa® Bi. sambhava smr® Biii. sabhavah Biv.

120.a. Jjayantam Bi. jatyanta maya Bii. yah dyat Biv. mapa yat N.
ta tad vi® Mi.J. von&svarat 6. kimcid udhair Bi.

4
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121.

122.

123.

124.

125.

126.

127.

128.

129.

130.

131.

132.

133.

134.

136.

138.

142.

o P

[

pariccheda 1

uddistanisupra® Bi. °distanapupra°® Biv. °khandemeru° N.
‘khandammeru~ O.

yais ta ce® §. tu naitamsi Bi. jagatritaya BS. vartina Bi.
vartitam Bii.
munibhih Bi.

gopibhigirtam BS. gopibhir JN. gorpebhir 0. ‘aika krsna“® N.
jatami §. raganah Bil. sodadah Bi.6.

ragosu N.
mero caturdikgu Bii. caturdikga 0.

bhodena N. dayodarah 6 (dayo® C).

ragan sad Bi. ragoh sad Bii. prokto N. raginyas JN. raginas
trimdeva hi Biv.

bhairadhavasanta® Biv. °kaugikah 6.

- /
mesaragas B (mepa® §).
bt b o L — —-/,-.- — Iy L ol
raginir vada JN. ragini vada L. rasinir vrurve 6. ragini vade

Bii.Biw. °gT vadet Biii.

bhairavi Bii. caiva ttasi Bii. vellavalis tatha Bi.
caiti Bii. bhairagaiva Biv. bhairavi éivavallabhzah Bi.

alaulita 0. lolam pra O.
raginya va® BS.

suptakirT N6. susakirT J. suprakirT L. gundakirT ca iva raginyah
priya malavakaudike (d.) Biv.
malavakaudsik1 Bi.

*r1¢ castu savabhi Biv. ca savaro C.
rajakiry Biv. raginyah J. raginya Bii.Biv.

lalita masi saurmati Biv. notT J.
*Ima su°® Bi.Biv.

tath@ bharéa (?) 0. tatha bhasda C. gujjari ta® Bii.
raginyo Bii.

sattyuh(?)ra°® Bii. raga pra® Bi.

‘kirir ca O.
pri imah Biv.

gandharnu 6.
hintolayo® Bi. handola® Mi. °yositah Biii.

. prakirtitah | candanI madlava® (repeats from 141.a) ... pra-
kTrtitah Biii.

_11_
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143.a. lalita J.

b. dodT ... °vallabhd O. dedamalld® Bii. de$d malla’ Biv.
144.c. gandakeri Mi. d. dhanaso O.
145. a. "samjﬂénam megha® Bi. samJnas ca Mi. mesarjarika N.

mesamajirika O. megamarjarlka J. mesamarjarika L.
b. kandi<$(?) Mi. kandl Bi. °valadhatah O.

146.c. regahari 6.
d. amara Bii. pauda vasanta® Mi. amva todis totakas ca vasa® LN.

amva tojis totakaé ca §. mva todis todakas ca J.

147.a. ériramah Bii.
b. vasantig ca Biv. bhipdla sa” 6. °pala sa’ C.

148.1. érlragatyadl 8.

a. ganayitva C. v1sati’ Y.
b. bhipalah Biii. &rirah pa° O. ériraga pa® Bi.
150.1. “pumstyavive® Bii.
a. raga ced Biv. °patnim Bii. °patni tad® Biii. purva N.
b. patnTr bhagitavya® O. °pall bhagatavya C. “tavya nr° Bi.

nrpajneyam na Biv.

151.a. °nirnayah Bii.Biii.
b. tan mayam J. nirandyika tan Mi. niranayi Biv.

152.b. °ditavarmandvai Y.
c. sadvausva(?)kaih L. viparya Biv.
d. vidhicyate O.

153.a. sampurna sadava tatra Bi. sadavanyatra(?) Mi sadagas ta 0.
sadragas C. sadagas J. sadragas LN. audaras B (gaudaras o,
caiti O. tridhabh Bi.
b. sampurnd tat tu Bi. te tu ye tu tra 0. te tu tatra (?) C. tet tu
N. tenu tatra J. jayate Biv.

154.a. °ragan@nata’ J. éfirﬁmoganénéf}§a° N. kanataregupta Biv.
vasantakd Bi. vasatakah N.
b. somararga °*(?) 0. somardgapta(?)pafica® C. ‘ragamapaficaml Bi.
‘ragasra’ (?) Mi.

155.d. varadi gu® Biii. malavié ca Biv.

156.b. gaudI cittadyah purnaka Bi.
1. anyopi Y. natadyah dragante (?) Mi.

157. natta(’)marayana N. bhipati C.Mi. °patim N.

a.
b. ranes ceti Biv. caiti Bii.

158.a. ayurddhartha 6. °‘dharmo yadah kIrtih vr- Mi.
b. vrddhisantanapu® Bii.
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160.

161.

162.

163.

164.

165.
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167.
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169.

170.
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-— - )
gramasesu Biv.

"samhit&m candra 6.

murttIyo yapathasthanam utyante Bii. nirnimurtta® Biv.
vadhth sa® Bi.

esah pra® 0. °rago sa pra® C.

sarvesd ga® ... °‘yisyatah 6.

“vattitha Biv.

dhavita® LNC. dharit@no Biv. nimandag JN. namandrad$ Bi. n@makair
ut® Bi.

érirago vandTti Biv.

‘sabhayos tavatha ni® LN. sadja tathe® Bii.6. °bhayos taro ni® §
(tavo 0).

*atare J. bodhyavyam C.

aﬁgésu dhanva rjugan Bi. ahkas tu dhanya rjuta Mi.
ajnamstadhanya r° Bii. (°to) natravapnam $u’ Y. nayanava® Biii.
sukadvidyutih Biv.

yuvd garuvedo Biv. caruveno Mi. °vedor navas ta bahu® C.

karnatah tad® BS. karnata tad® Bi. kannata dvakhya® Bii. tadvad
arlvyato §. kbyatata (v1nya ) Biv. v1nyasa Bi.Bii.6. °5péékaih
Bi. grahamsakah C.

daksina® Bii.

raga $ikhi°® Biv.

tvatha drsyate O (then repeats from 163.a. krpanapanir ... )
anyathd drsyate O.

*dhirtuto J§.

*dharaprayd® Bii. prayata Bi.

kanatTrago J. vihantu Biii.

vedhastundai rigra 6 vadhestunda v1gra NJ. vedhastunda vigra®
L. revagupta Bi. amsor matto 0. ‘améo matto NC. mato J. minto
Mi.

°kh1nnam masva L. °antaksinnam Tag.
asvasayan é. asvasayan LN

"tinT &va® Mi. °tinTh €vd° Bi. °tini &v@° Bii.

kantim ki® C. veghaguptah O. khila yedhaguptah N. | I veghaguptah
0.

°Jatim sa’ Bi. jatam sa” Bii. °tah sadanya® C. ‘amdakam Biv,
(*kah 1) yo vasanta® C. geyd BS.Mi.

‘vandhacidah L. °cCudA na pikasri® C. “°cida Bii.
pakam Biv. pisnan pi°® Mi. ‘karena 6.
‘ramamunangam murtir J.

vidhirpa® ... "metrapa’ J. vighrna Bii.

dhaivatamgraha® Bii. bhairakah 6.
*‘dharageyo Bi.
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pariccheda 1

171.a. ‘"hamsam O. phalamka dadha® §.
c. gatir vi® Bi.Bii.Biv. vitanvaya bahu® Biv. padatih Bii.
d. bhairTyam L.
1. tu audave BS.6.
172. a. °grahaméakab Bii.
b. ~“mandrigad°® Biv. °harayoh N.

173.a. gumphingas Biii. °tankas Biv.
b. ‘ruhasya O.
c. cag@akumﬁfo C. °"mara kamani® Biv. oapgo ku® Bi.

174.b. nirtarah pam ri® O. nitarapanni® Mi. nitarah JN. “bahulyah Bi.

175.a. °ngana Bi.Biii. vaksyasi Bii.
b. dramirtd Biii. dramartam Biv. °dambhd su’ Bi.Biv. ‘Sramantam
Bii.
d. komI O. mudbapa® Bi.

176.a. ‘samutapannah BS. madhyamam gra® Bii.
b. ragasyada°® BS.Bi.Biv. syad asrayamcamah O. 3srapahca‘ C.
1. ~jatistvakeva Bii.

177.a. “sumanasama’® Bi. °katih Biv.
c. °vIino rapahca® Biv. °sarapafica® Bii.
d. “‘nusmikrta® O. °nusmi®(?) L.

178.b. sado C. °§méé$a Biv. yanigra®(?) J. °manvagah Biii.
1. “k@latyarthah Biv.

179.a. (°tu) ksimalam 6. vasas tu vikapi tvacah Bi. tvaram Biii.
180.a. pathasimhema® N.
b. vicinvata Biii.

c. ‘damani Biv.

181.a. ~“nyasa sad® C.
b. vanagame C. °hilakah L.

182.a. priyaya sana upalayan § (°layat C).
183. a. (megha)ryagéagra“ §. nidamsa® LN. "samphullah JN. ‘samphulah L.
b. viram ér° O. °éyﬁg§r§syor N. °yo niéi Bi.
1. turafigagaudT ¥ (turangagodi N).
2. audare f.
184.a. ‘karnTh Biii. si€irdsu’ Bi. émidi® Bii.
b. krtd® Mi. kukati® Bii. °cutah Bi. °tikacTtacAruciida Biii.
c. °gvi patan Bi. tapan Biii. tagvatapan pani- Biv.
d. esa ta Biv.
185.a. praharardhad Ordhad bhanupsficamah LIN. ‘har3rdhad UrdhSd bhage

geyo sdvalpanupalicamah 6. °sambhajad Bi. °sambhavah Biv. paficama-
satsvada Mi.
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b. hamsesa LJN.

tu uddega® BS. traividham tu ud® 6. uktah Biii. *sthane uktam
BS.

2. dravida® Bii. dravigavarEthi J. dravidavadariti LN.

[uey

186.a. wvibhoda“ §.

c. °gucche varanganeya ka° 6.
d. kathito varadi 6.
187.1. tu anya® BS.
b. suvrttam vandha® O. jaghana C. suvrvandha J. manodara°® Bi.
c. smora® O. smaira® N. vilolTnetrd Biv.
d. varadi Bi.
188.a. pafcamasadavan Biv. jatau paficamasddavah Bi.
b. mnamsapi Biv.
189.1. dadadha gurvi LJN.
b. mrdullasat Mi. mrdullavat lpayata N.
c. svararsgan O. svararéa dadha® C. svaramsad J.
d. tandrT® Mi.
190.1. sahlta BS.
b. °*érnvatam ga® Biii. °érvavatI C.
c. manaprado Bi. gantumanadrumapam mrdullasatpallavatalpayata
gantumanah pradose LJN (mrdulla°® L. pallava® J.).
‘manaddrumanam ... °yata@ §.

d. om 6. sau gu° LIN. °lafcatangT Bi. °lanchitangl Mi.

191.a. ‘mamsa’ B (°mamse §). °nydso Bi. todaka Mi. todikya 8
(todikyo J). ‘sadava §.
b. jato N. jato L.

192.b. kurahgatdbhim 6. °“hgadavam Biii.
c. ‘bhavati vipinoyakantham 6§ (“kantha to* C).
d. “°davaramya Biii.

193. a. malavah érT svaro geya Bi. stm svarobhyoya 6 (kharo® C).
sarangeya Bii. saradjeya Mi.
b. °grhanya“ L. °‘nyasa Bi. °“mitika" 6.
1. A&arsabhadhai® Mi.

194.b. °dehayantI 6. nisarnna Bii.Biii.
d. mrdr ma°® Bii. mrdumd°® Biii,
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197.c.

108. a.

199. a.

200. a.

201.a.

202. a.

203. a.

204.a.

205. a.

206.a.

207.a.

208. a.

209. c.

pariccheda 1

karavradhunambu~ Biv.
*Scabhavilo® Bii.

caruhdra BS. sphuranyaukti® Bii.
sa sasasi sanka® Mi.

*iti ucyate BS.
saindhavd Bi. °‘majjatd Bii. grahadanya® Biv.
madhyanhadu® Biv. °dhyanhodU’ Biii. 'pi ve Biv.

‘citrabharanasu® 0. °bharanam(?) L.
sindhukanta® Bi. 1 sandhavl Mi.

o L=
mSayam BS.
astyavrtusu Bii.

bhramanti ... dyamapu® Bi.
khyata hi deva® LJN.

‘mSakdh B (°nydsam ... °mfaka C).
sadjarsebha’ N. “rsamaghana® C.

‘prabhd makhara® O. ‘prabha mavavava® C. “nadhya BS.
madindanilam vapu® J. °‘nTlavapusa C.
kote J. adhadritre Bi. adhiéritapi N.

‘nyasa dha® BS. prathamamsam gra° Bi. prathamépéa° Biii.
dharita® Biii. dhavi® LJN. ghamot” Bii.
dhotsave 6. goya BS. palicamamafijari Bii.

vilogini Biv. “tirnapuspa §.

‘pusadhamu’ Bii.

-t 'o - = ° = ° =7 = pragiiipey o = s o
asasya’ Biv. a@svasya® L. asvasya® N. asvasyanama C. °‘mana pri
Bii. miyaya O. niyaya C. samkhya J.

nata §. nadha JN. navyavad L. nadyavad LJN. nattapad Mi. ‘adoli-
ta® Bi. ‘andolitasva® 6. °“kamparthokitasva®(?) Mi.
*dbhutaé ca Bi.

*dedasyasya 6. *dedastasya Bii.

nadd Y. vahitavedoghd LJ. vahitavedothd N. vahetavedagha 6
(*vaida C). prcchanti Bi. | nasta §.

*vatoméa® & (“toda‘ C).
geya velivudhaih Biii. caiva vela geya velava® C.

*diksyam Bii. dayitasya diksa dattva Biii. daitasya Biv.
vitanvata Bi. °yastih Bi.
muhu sma® Biv.

*sardja‘ 6. °‘sadjah syad Mi.

manmatha pu® Bi.
‘tanubahu Bi.Biv. °tanl ba® Biii. “pujayanty esa JN.
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211.A. bugair vire BS. ‘djamfa dramadotkatah(?) Mi.
B. ghantavaro LN. prataye O.

210. a. raga Bi.
b. sronita Biv. °gatram Bi.
d. bhapo yam § (“topam C). kala kasya Biv.

212.b. arukha ud® O. skandham akha udyat® C. arudha BS. °varaskandham
arudha rdhat Bi. dhitayan 6§ ("taya sar® C).

214.A. “rayano diga 0. nadanarayano disah C.
B. karano di° J. °pati karuno diva C. °nyaso bhupatih (omits
rest) N.
213.a. puso navi® J.
c. gayat sa®° Bii.
d. ! nadanara‘® C.
215.a. svetacamarav1gitah Mi.
b. °“bhivastitah BS. syamah channadhyo C. °chat@abhyo Biv.

216.A. °EmSam Bi.
217. pidhano Biv. ‘'bharana sada C.

*layam radamusah N. °valayagada bhusa sandra® C.
udita J. °bharana sadavoditah Bi. °bharana esa C.

Lo P

218.A. sadava te 67. ga@evﬁte LN. gé@avante Bi.

219.a. ‘tagaudasya Bi.
b. kelehald LJN. kemlohala O. desaksya Bi.

220.a. khambhamavatI Biv. mallari Bi.
b. °dya sa’ BS. °dyah sadgdh O. °dyd sadragah C. sadagah J.
sadjagah L. sadragah(?) N. sadava pro® Bi.Bii.
1. anya 'pi BS. °kanta” 0J.

221.b. °bhirT Biii.g(°bhiro C).
1. sadeva . ganate C.

222.b. sadeva ra‘ 8.

223.c. gauda syat Bii. )
d. °ngarayo ge® Bi. °ngarayodinante §.
224.a. dvidhaya Biv.
b. muparcayan Bi. mrdarcayan Bii. nTJasaro° Biv.
c. dadhatamsuke dite Biii. dadhatamsu Biv.
d. | godah N.
225.b. adahrtah Biii.
1 murtyanvitah ity BS.

2. ‘yoh drsya BS. ‘prakasamsamgitasarayo dr°® JN.
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‘nyésa sadja‘ Bii.
cekkarago Bii. takkaragah na® BS.

regudbhava Biv. regldbhava Biii. dede Bi. vanivi® Bi. manivi’
JN. “vistaram Bii. “tyaktavanivistara Biii. vastara Mi.
nityasa® LN. vinyasa® Bi.® pratah ge® Bi. geyah Bii. *&antayo
Biv.

‘gatir eno® C. °“locanediva’ J§.

yamso dhanna® §. samfo dha® LN. saméye dha® J. apéﬁdha’ Mi.
j& duddhakaudi- J.
vihina Mi. rehina Bi. vijayati sada C.

*tanu manojno Biv. majna N.

kantim vilikhantT Biii. likhanti JN,
varibinu Bi. varabindu Biv.
nisanyadhau® Biv.

°*grah@a vegala haladakulodbhava JN. °grahavigalahalatakulod® L.

kolahala dakulod §. kolahala ta® Mi.
amsapa g amsam pa® O). madhyamasya sa nT ha ca Bi. panTha
ca 6. "tkata J. khamakotkata Mi. samanotkati Biv.

pumkoki® f. unmapumsko® Biii.
nadasyaram §. °gatha Bi.Biv. °svaram samujjayatakrsnagdtha Bi.
vanT sada Bi. °pravrttT Bii.

ca na pi’ 8. pUrvam masya 6 (pirvam matsya C). pumsilingatvam J.
dadyate J.

rThand Bi. rihand Mi. sadjaka Bi.Bii.

samkhya LJN.
paravatta® 0. paravrta® N. khyama Biv. vallisa C. paudha® Biii.
motanapika J. | vallavl C.

*paficamo jata Bi. ‘hcamd jata O. “mam jata C. °ncama jatah Mi.
*grahanya® 6. °yo prage Bi. prago J.
prage Bii.

dhavat&ntad BS. mantramadhyama Bi.
‘sadjam ca Bi.
kalankara® B (kalankani® J). °nibandham C.

éikhivarsavasa Biii. °varsavasa Biv.
(*nivasa) tangamau® §.
akrsya Biv. akrsna J. bhugangam e. thJangah madhnatT Bi.

abadhnatT Biv. ujjvalatTla 0.
manimandita JN. °mandikata 6.

susthﬁﬁratTpaHT° §. susthasatT J. gayate JN.
tatravai §.
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*abhrudu® 0. sarad® JN.

caturamasya J. caturananaranasya §.

malavakat 6. °mandramalava® Bi.

sadjarghata (?) JN. sadjadanta Bi.

dhaivata vija°® Bi.

padatanuragat O. padrdhanu® C.
kantarate C. mugdhzh Bi.

paudha* JN.
pradista Bii.

taramadhya dha® Biii.

-~ /—— - . ° / . o o o - L4
‘amsam grahanyaso Bi. °‘msagrahina ma® C. °*hTnam ma°® J.

*vadi kathito Bi.

grohan kake C. °yestim iti Biv. yastir mita gra® Biii.

dhantargrha LIN. dhantargrahd O. °varjitah Bi.Biii.

yanyadvayad O.

‘ruci viva® Biv. °“vastrza rvalad Biii.

daitoru® Biv.

sau segavahitd C. dhanta &ri° Biv. ékaag;ikE 0J.
projhita OJN. pratageya Bi.

kvanatsuvalayavalih Bii.

kvanatsarvavalayavalih O.

kurvanti vi® Bi. kurvantT Bii. kurvatd Biii. karvatT C. sSaul¥
| bhojT Biv.

mauli® Mi. bhauli maulTma°® Y.

| maull C.

"manoharam(?) §.

tard Mi. diva rato Bi. nigidaméd Bii. -s3dada 6. suvarjitd B

(suvarjitam 0).

o d 4 . -y - s 08 . - 0
namsa se pa ni no vire Bi. ranau malava® Biii. ranai ma’ Biv.

*haran Biii. °“ksayanti Bi.
taramangandkaram Biv. mArangamakara Biii. °lakara C. |

"pannagrhnan grhnan Mi. °pannapani Bi. °panirgr® Bii.
katha nadara samprayo’ C.
dyamo vimakulaprasitah C.
madhimunih pranTtah 6 (manitah C).

dhaivataja Bi. vihina B.Mi.
°grah@d 0. °graham ma® J. madhukara B. gahand B.

kankana® C. °vallir §. vahuvallih Mi.
‘yastT Bii. ‘gatragatrayagtih C.

gajamuktisanghaur Bi.
abhIirakad ati srajam 6.

tanvatha dr° Bii.
*langadalakahkana Biv.

‘kaughaur Bii.
(*rikad ati O).
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svedddiva® Biv. °bhojd bhordgoyalavallabha §. °bhojdh bhI° N.
| abhIrT Biv. | ity abhTrT Mi. | agabhiva C.

astradhamaulimaulinetrd O. ‘maulimukhanetra Bi. °‘maulTnetrad
Bii. “gaurikaratale ramya O. campakam gaurT J. capakam gaurT N.
campanigaur Biii. mrtaratarambha Biv.

madhukarika varayanity esa Bi. madhulika vavayaty esa Bii. °ka
varayety esa Biii. madhurika varayety esa Biv. | madhukiro O.

‘vahitd B. ‘varayoh Biv.
dhaivatatd Biv. bibhatsa rodaiva geya Bii.

*priya suryamanem vi° O. suryamalam C.
pravisteha Biv.

krpanah kha® Bi. panyo Biv. panyo bibhrani Bi.

iti praéépa@ 0. iti sadragah LJN. iti sadava Biv. ucyate JN.
athaudar@ ate raudar@ ye hi 0. atha ur@ atavodara ye hi ... C.
jayate Biv. jayante yam vabhistavaih C. staraih O.

ivy aha O.

*dhavi go® Bi.Biv.

tatah cha® BS. tata cha® Biii. tatararacha® O. lalita vanta
nakha(?) chaya nodl tatha C. velavatIs tatha Biv.

‘purvaka Biii. dvitiyam Bi. dvitIyam Biv. saindhavl hi bhrapaha-
tha 6.

ityadyah 6. audara Y (gaudara C). audava pro’ Bi.

adi turugka gauda°® Bii. °padena tu rUpakagauda® §. °gaudayo 'pi
Biii. gaudadyavayavo'pi Biv.

audara‘ Y.

turuksa® LJN. turupapra audo 6 (turupa® C). *gauda gandha® Bi.
gandhare Biii. ‘rafijakah(?) Mi.

vyadhide J. gavun@se O.

audaras 8. pramatavya §. prahasantvarsakarmani 0. °§5ntasya kar”
C. grahah éanty* Bi.

kramepetesam laksanam 2ha kohalah O. sim., with ‘naiteyanm C.

‘dir nagra® f. “madi magra°® Bi. madhyamagrama® 6. madhamagra° N.
gramamayacarah C. y

srngara nrdhagorjitab 6§ (nrsa” 0). srngari dhavavarjitah Biii.

srngarl vadhavarsitah Biv.

candriyam. Biii.

*bhAsam Bi.

tahana® 6. °‘netra skandha® Bii. °‘nyastavina Biii. °vina smita°®
§.

madhuradall ¥y (°ladall C). madhyamadi || C.

parayayajau 6. mall@ra saparavarjitah B (°varttinah C. L.erases
‘ra’y.
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varsam ista® Biv. varsT cirasadraso J. varsa cirasadraso LY.
sada maryatirasadjaso § (‘ryadati ra® C). vamandras Mi.
gamandratarasa® Bi. °ndras trirasaptamah Biv.

damsvavada® 6. dadhdktah 6.
kausTna J. °vasa 'duci® 6.Biii. Susih@ra” Bil.
kathita ta® Bi. kathitas tasvT Biii.

nyasa® Bii.Biv. sadjakah L. ‘sadjakah 0. °sadrzka C.

VTrap é;’ Bii. vamsa Bii. tankavaripoJJhltah Biv. rivoj-
jhitah O. rivoditap C. ricojjhitah J. rivogjn;tap L. ripojjﬁi—
tah BS.

casantT N.

‘kcatami 6.

nivokgyama® C.

mirtir mibhra | tad 6. murti bhinnz Bii.

vicintaye Biv.

viprahTnas tahka® JL. v1pahThas takka® N. vipra(?)hina + kah
prativamsyo “C. vidhahTnas tahka® O. rlpahThasatkavaméb gadltah
Mi. rapahT® Bii. rlpahlna 6. takkavamsa bhUrah Biii. gaplrih B.
sa dbalvatyampltah B (dhaidhavatyampltah §).

nltyasaéagrahah B (nlsasasagrahah §). ninyasamsigrahah Mi.
‘grahah Bi. nidir va Biii.

"padmam Bii. °padma Su°® 6. ‘yadmah C.
*sdlam Biv. kundavan pramattah C.
malava® BS.

grahﬁpéo ‘yam Biv. hindola ri® Bi. viparjitah B (L corrects in
margin to ripavar?®).
‘nyatratyutpanna 8 (vind manyatratyutyatra ity C).

"mantatarangi°® JN. °mantatarangi° §.

*dhana Bi.

*érTh Mi. °$rT Bi.Biv. *karturadrir Y. karvuridri Bii.
hillota 6. kathita Bi. munindraih Bii.

bhinnah sa® Mi. ‘ravo pa Biii
graham nyaso ma° L. grahamsam ma® N. grahamso ma® J. madhyaman-

to pi B. madhyamato Bi.

bhairadbT kau°® BS. bhairavi syaiva C. vallabhe Bi. iti om. N.

sarovasye 6.
talah prayogah Biv. pratighaddha(?) J.
gairT BS.

*dhvani rTdhavi® Mi. °dhvani ri® Bii. ridhavavarji® Bi.Biv.
"grahamdoya gaiyo 6.
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*dhvanisamd® Bi.Bii. samarudhah gajo Biv. hifigala® BS.
"vasa ku® Bii.Biii. sitadvdsa ku°® Biv. °sa kumbhavaro va gata

kulod® C. | nagadhvanir iva vivarjitah B (*nir iva varji-
tah 6).
°hamsesa Y. °hamsa18am L.Bi.

cTrasenddau tu 6. vIrahTna LIN (L corrects in margin to
dharihina). tu gataisadjarasa vudhaih O. tu gato sadjavasar
mvudhaih(?) C. tu gatau sadjarase JN. tu gato sadjarase L.
dinadye tu getavyesta® Bi. getavyosta® Bii.

kantayatha® §. ratotsukantapa® Biii. pratTksam Biv.
drstl varta 8.

syamangaka Bi. <Syamakika Bii. éyanangika ponda® Mi.
| iti pondakirT Mi.

takkanyaya® Biv. samudbhata J. lalitd@ lalitasvara 6.
‘yo geya Bi. nigante Bii. dinantike Bii.Biii. °nte ca dike Y.

praphullamgamda 0. traphullagamdachada J.
sroh §.
v1nlsyto BS. vinidralo Mi. lalita pradistah Bi.Bii.

‘todT vidyuktza B.

‘kampasvarlUpaméagrahanyasa davatani Bi. $amdagrahd nyasd Biii.
‘kampasvaranaméagra® Biv.  divatanIm Bii.

toditulya N.Bii. plrnaragah madhye uktah JN. purnaragah madhye
ukta L.

‘payada Bii. “°paba d1va Biv.

tajjflaih BS.Mi. tajjfai dha® Bi. tajjfiai kadhagra® Biv.
durgrahanta vipojjhita LIN.

velavatT 0. tulya om. 8.

- - /= —- - i o d= Co miii e
grahasa® N. grahamsathanyasaindhavi Mi. °Sanya sai® Biii. °vI
ravarjita §. ~“vi niravarjita LJN.

bhinnd sadjaso lolitakhara 6. bhinna sa® Biii.
vipavarjita LN. vigavarjitab J. viparjitah O. viparjita C.
tu ubhayor Bii.

vire raudre Bi. turasra® ¥ (turastra ° 0). °‘gauda Bi.
nisadaja°® Mi.Biii. nicadamsau Bi. nlpaJakamso bharvaksya
varjitaé ca Bii. gaudo padamso ri°® Biwv. nisandagamso JN.
v1sadasamso C. vipavarjitad ca B (v1par31taé'C)
gandharakl é.

sadojjhitah Mi. sa cojjhitah B (coktitah C). karunah Mi.

rutuska°® Biv. ‘gauda garu® Bii. maru + rucih JN. &risva O.
‘da garusva® C.

sakhaphamtha upetas ca so0° L. samsvakanta upejad ca so” 6.
*dharaé carnna Bii. *dharad ca usna81 8. ' rutugka® Biv.
kavacahatah C.
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jata da°® Bii.

‘vasa tanu’ Bi. kdsayaras tanu® 6. ‘dehayastai C.
*yogapadah J§. ~pahah N. krtanatra BS.

kathito ta® Biv.

gopojjhita. N. gopojjhite 6 (°poktita C). t&pojjhita Mi.
gapojjhito Biii. sadjabhava C. ‘bhava sadvita Biv. (omits rest).
pulindaka JNMi. ‘rase dhanta Bi.

dhayo® 6. ganta diva ca om. Biv.

ca om. 6. mecaranjT 6 (r&jT C). megharahci Biv.

*0llisadbhasd BS. ‘ollasatbhiisa Bii.
kundola® Biii. karnaulavingh Bii. kandolavarna dadha® C.
dadhatim pu* Bi.

daidhdnd 6. ‘karnakararamaramaga Biv.
*kancTh Biii.

dadhyapayantT C. svakamra® J.
ériragardmeti Biv. ‘eti ca me® O.

*sargat ra° BS. vahudaubhi® 0. vuhasobhidd C. vahado® N.

*yaé ca mallari* B (‘yad ca 6).
pradista Biii.
varabhyakhya Bii.Biv. “‘kanadtake® Bii.Biv.

dhyayan manat bhra® Biii. dhydyan mana bhrama drstva Biv.

*dhannajhabhyam Biii.

Sriragasyangauda® Bii. ériragasyad gaudira® Biv.
jagannathasyatha Bi. nathasya® Biv.

nattamalla® f (nada® Jé).

gopat vallavi Biv. “pomat valla® 6. ‘yomat JN. “yogat L.
vallavipari® C.

vo.
"to daifato Mi.

tisthanty Biii.
gTitabhi® BS.

‘sedhavi® C. 38aravl § (abaravr 0. #@savari C). ajatayah Bi.
‘dedikdyoga sahgdd Biv. | damakoli 6.

samti bhamso O. pamso C. samti bhayamso JN. samkiraliksanah N§.
yathdddede L. ... dede kathyante Srutiobhandh | deéakhyayas
... gaditd sakampd | (repeated from above, 298-302) Mi. tatha
vadhaih BS.

kvacid viyavrvat O. kvacid vuyavavatadvivekdpa (samsya ...) C.
kvacit drsta’ BS. kvacinvacidrstd Biii. drstatat Biv.
sampavodhdya ca lirdprate 0. samsydvodhaya ca l1iva prate C.

"rjfleyad 6. deddkhye valalitah 6 (deda Fkhye C). deédkso Bi.
bhairavl sai caiva 6. k@moda Mi. ‘kTpapi C.
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*hne sanyam §. ,
bhatad caiva 6. "€ ceva Biv. sesam ge® JN. yosam geyas ca 6.

hundolag Mi. hillostad §. ranjikav Biv.
gaudavaradi ca Mi.g.

gatavau C. bhairadhI” O.

vaica ka° Biv. °ta ca kamoda §.
mumrjarT O. mufijarT(?) C. rarjjarT N.

etd pi°® Bi. etam pu’ Bii. purnahna® O. purvahne kdle C.
tadramako® §.
varadi Bii. cadarf §.

velacali 6. °‘rahadda 6.
yathd bharva ca masite 0. bhava ca bhasite C. bharva ca
bhasitam N.

godharT O. godhavodopika C. vipika Biii. kalyani Biii.
asravarl O.

raginir JL. raganir Bi. ragini hy etah Biii. prasayanti Biv.

*llarara’ J.
7/ -— - — 5 . — —_ — .
dagadarnat para ra‘ Bi. sarvesd ga® BS. TIritah Bi.

devakT Biii. devaraktahamni 6. devaraktadapéi Tag. mahupa Mi.

-amduko jatEh Bii. °méuto gatah Bii.
sukhamedhati Bii. °medhatih Bi.

nada J. lada vara‘ §.
dravida ca Biii.

gauli Biii. sanya ba’ Mi.

gaula ma°® Bi. °gaul§é ca Biv.
‘rvacalalika J.

‘maméujah Bi.Biv.
ragah vi® BS.

laksanabha® § (*bhadah C).

gunjari C.

‘ahne ‘pi BS. ‘natayah N.

mavildkrte Bii. sudhayo 6.

gaudasaparam matpusato § (°para matpu°® C).

‘fcami semd® Bi. “°hcami sa°® Bii.Biii. vidameh Y.
vasanta ga° §. ~“ta bhate N.

vadhyahne Biv.
&rirafgama’ Bii. °vades tu N. dosam na Bi.
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ramasadya §. ‘devatavanam C.

ginakalah N.
distai J. <Sistaih... tathagvaret N.

dosam aha kohaliIyah lobhat mohaya ye kecit gayanti ca
vivagatah | samam yelanghanam gane sarvandsakaram dbruvam |
apavadam ... nrpajheya ... na dopade paviharam &ha
surasa (341.b.) C.
samam yolla® JO.
nrpajhaya ra® 0. °jheyam Biii. krpajnaya Biv.
padadaram a° Mi.

mohajaye O. lobhatmo® Bii.
gujarT N.
atrapi C.

‘nam va harim Biv.
geyad va 6. dosa vi°® Biii.

salédlagana® Mi. anyantarat ku°® Biii. ‘ntara ku® Biv.
vasante ra® Bii. ramakori B.
glyate kaste 6. dosa bhija°® Bii.

manam Iri€ ¥. Tritdh Bi.
anavaddham 6§ (@navaham C).

‘ptir atibaddhasyad Bi. baddham hT® Biii. vadanibaddham itT®
Bii.
vaddhahina® B.

makarTkaranam 6.
karndlanka® Y. _
alarucyate Biv. tajjfiaih bhi°® BS. bhirimangi°® C.

*sam manapapravesah C.

nirarthakah kru® 0. sangiktasavi® §. “parigame® Bii.

(*karas$) cangale pirva bahudhd C. alepirvahudha J.
“abhimayeneritah 0. “paficabhime miAyogevitah C. bhedan pra°® N.

dhantabhir Mi. ‘tubhi bhangai€ ca Bii.
chayanagam 8. °gam sa ca bhumiti tac ca ... C. chayalagaddha-
mga ksudram iti Biv. “‘&laga ksu® Biii.

tat ni® Bii. “‘dham | tatra tadanibaddham | Biv.
‘pai dhé’ Biii. alapi dha*® Biv. 3Alapair dhantabhid Mi.
‘myukta éhddharucyate Bi.

evati Biv.
‘po gakalaptir ajhe varjigamaketyaha Bii. mate ity dha Biii.

chayagandham ksu® 6. chayalamga ksu® Bii. chayalagnam ksu® Mi.

*ktTm katha® Biii.
"trayakivacasya Biv.
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catubhir BS. caturbhasa caturvabhervamgagaih sadjah §. °bhasa
catubhim vamgastyamgaisadbhih JN. °bhir dh&tubhir
baddharafgaisadbhis ca ... Bi.

‘kirtitah Bi.

*yavo dhvantah Mi. “avasavo 0. °vasavo C. prarvadhavavo dha’
J. prarvadhavapavo N.

‘malapaka‘ Y. °melapakam Bii. “°bhoga iti kra® 6.

prakirtita + + + ngddameyaphalakadhruva® Mi.

bhdgah stato Biv.

dhruvaragadhruvah Mi.

krtapl Biv. na dréate Biii. °gena mavamdhavasavo & (¥ mavadha’
C).

sa tridhoti J.

*dhruvabhoga® §. °bhoge rupe°® Biv.

prathamajyadah 6. ‘mapadah Biv. padokathi® Bi.

dhruvetvac ca Bi. dhruva ca dhruvo Biv. madhye abho® Mi.
“tvat nis® 6.

ya tu Mi. yacu ha’® N. hadi® O.

‘bhomantare §.

milagamidhastharipagesveva B (tu nalagasudhasya dupake® 6).
(*lagagiitasya C)). °“ntarobhidhah Biv. salagasustho Bii.

“pi idZ° BS.Biv.Mi. ~syapidonokvagina idyate 0. tecaivo® O.
taddTdam tu te® Biii.

"pakanta avadyatu na ma vetam C. bhavetah Bii. bhavetam Mi.
bhetam Biv.

abhogam 0J.

tatraiva L. tatreve 0. tatraive J. sa amobhoga itI° C.

sad @ngda® Biii. viruda padam O. virudayapadam C.

tenakara putata® Mi. ptatata®(?) Bii. tenakapa® Biv. svara
sari® Bii.

yunol® O. yu(?)noll® C. gunollokham taya J. lekhatrayad
lapadam tad biru® Biii. °lekhatraya yat Biv.

yatu B. atotya hdcikam yat tat® C. vacikim 6. tapadam Biii.
ramudahrtam C.

"ngalandho Bii.

dht dhl getyd® Bii. dhurd dhure® Mi. °dham dhugitya® Y.
*dham dhugatyd® L. pdtavadyah patavadyah avayavah 6.

gdiyah tyadikarattdtas tanah sa O. talas talah sa N. talah
stalah JL.

angam madhye ON,Ghan, ankamadhye Biv.

ki tu O.

‘smad ravyamavada® 6 (°smat dravya® C). °d yamaka® J. °d
vyamaka N. gamalasa® Mi. ‘“tra pavadacaka O. dabdovatra Biv.
ity avaseyam Mi.

*prakaranavaram no tu (?) O. gltaprakarana vagam(?)no tu C.
dhdkyasvara® 6. °tenakhdni O. °tenokhyani J. ‘tenakhyani C.
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*ngalyena O.

prthak na BS.6. prthag na 6. prthanga® J. ki heta(?) prajfia-
nacaryai® Mi. pracana°® N. prasanacd® Bii. anadeyah Mi.

"ya syuh Bii. syu pra® Biii. paficava Biv. sanisamma® Biii,.
vandanT Bi. mamdinT d7° JN. medinT modino 4T° §. medinT
vandhinI 6. syat pa® Bi. pravanT Biii. syatyavani C.

tathaiva tasam §. bhanipadyate 0. munipadyate C.
medinT Bii. medanT Biv. proktam pamca® J. vandinT tatha
Bi.Biv.

dTpanT L. nga syat pavinI Bi. pavini svamgikd 0. ‘vanT amgika
JN. ‘vanT éramgik&(?) L. "nTtyangika Bii.8. °vanT + hgika Mi,
tryangaka BS.

dvyangl Bii. paurapair Bi. purape JN. purano gita® O.

etevai nai kogamo prabandho na bhavatiti paditam C.

nivamdhanam mana® 0. “nibandh@nam manantyad eko eva hi C.
eva eva hi Biii. ika eva N.

"ndhasuka® Biii. “kavinylUnam Bi. “‘kavin nam
pathéstasupakalpayet 0. sakavin patheprsupakalpayet C.

vim ca 0. vim va C.

°tZlam Bii. °ndh@ syuh stu r&@° Biii. ~tala avandh@ C. °ndha
sma ragair §.

va kalpa pathadi® C. °dina vidhd® Bii. vipadhanatah N.

adidadhyanta® Bii. ~madhyanta® Bi. ~°pathadi® Mi.
karstyena BS. kasaryena O. kd@saryena C. tesd kas tan katsnyona
va® Biii. tan kathayisyati Bi.

na bandhanam vide® Mi. na raganam talalandn amvadhanam
videpatah C.
vidyute §.

nayakanamaka ca J.
alapantare tatha 6.

‘nais ta ala® Mi. °dim taninais tu Bii. °nIm tanaivas tu Biv.
@1apah bho® Biii. &lapd® L. ekam meva O. ekam nama kur® C.
prathamato tala gTyate mas tu tenavaih Bi. giyate mayatastane
Mi.

managanasa’ Bi. °‘vyam manam manam manasamaptaye ¥. (‘samamaye
§. °‘samasaye J.)

hy aisam N.

adisaka Bii. sa r ga’ B (sa nr ga 6).

‘kharanamakhya tv api nyasavisesa § (“tvayi nya*® O.

‘nena svarthamavandha iti 0. °na svartha sambandha iti C.

didabhir J. dadabhi na® Biii.

‘raficatah Bi.

‘rana tu sahgTte kau® Biii. ~mgTti kaumudya | dhana‘ 7J.
ki ca BS.
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pranadya B (pratadya du° 6). ‘dyah dus® Bi.Biii. *skara
santi BS. nuvibhdsi® Bii. bhAsit& Bi. Dbhasinah Biv.
tebhya sa® Biii.

kalpyante pravandha raga® (repeated from above) ... surina |
kathya® §. kathyate Bii.

paficaru(?)le svare 6§ (°le khare C). °vamvacarinT 6. "vammacarinT
J. °carinih N. ‘va kim carinT Biv.

kharzZmtyam §. vartam ny atha §. karanarartiny Bi.
‘rahga Sri° Bi.Mi.

*vilasakam Bii.
suvangTh C.

1aidT 6. hargavandhanab C.
prokto ta‘ Bi. &aratalalTlakal 6.

kantd OJN. ‘namani yete ... °"ti matd Bi. ‘bharanamand Biv.
*ti matdh Biii.

ete tastkarah Biv. °bhir navavaktibhih Bi.
sukardh Biv. teneva hi Bi. ‘ksmake § (“ksyake C).

vobhyo 6. aidanyah kayava® Mi. °valas ca eva" Bii.
“nyakayavalavavya esa C. vayavalakhya sa Bi.

prakasante Bi. patha° N.

yadana ka° 0. padana ka® JL.Biii. "vala sa Bi. kalpanam bhage
C. Trksate Biv.

pathaih padaih ste® Mi. paves tenai Bii. tenaih ra® BS.Mi.
tenai rano vafichi® Biv.

tenakai nyasah sa varnah svara Bi. yasyat tena vai nya® Bii.
esad catu® BS. caturbhidhah B.Bii.

svaradikarna® $. pathadi® LN.Mi. padati® ¥ (padithadi® C).
padadivisnusvarah tena® Biii. ‘visnusvaranm tena® Biv. ‘svarah
te® BS.Mi.B.

tatra B. svaraksair Yy (°Gksaur N). dafchita®0.
pravedatara é. prabhedetah J.

*nibhih ya° Mi. saviga® B. ‘padhvanibhir B. *dhyate
caturdadakhevarthah 6.

purvikali® C.
giyante ma vafichitartho bhidhIyate trka sa ... Biiil.

divya ca manuso veti tatra | B (ceti C). °si divyamanusi

ceti ... Mi.

divyaya samskr® B. °taded J. “tadaig LN. “tataid ca § (“tated
ca C). °talls Bi. ‘

manusa Mi. °gira J.Bii. prEkytTéTré Bi. veéT® Bii. dedata’
Biv. deditodena B (‘tadena J). nirmite matrkd s@ tridha
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1. padanirupat@laghaditvat J§ (tdladitvat C). *nirupatalaghatitvat
L. ‘nirupatalaghatlitvat N.

2.-3. , sadamgaghatitasyaudarasukatvam katham pravamdhatvad iti
nasa’ 8. sadahgaghatitasyeva prabandhaham tatryadighati® Biii.

tayam va® Bii. “tvat eka® Mi. *traghatitvad JN.
°pnavarjand i va® Bii. °navarjanat B.

w N

398.a. °ti chdya BS. ‘~syaivagatichaya J6. yatacchda® Bi. wvidu J.
b. “lair vadyaih J. ‘lair vadyadyah Ghan. suda’ Bi.

399.1. gumphawvam N. gumbhanam Mi.
2. °ty anamna BS. 1agatitveneéu° Biii. lagatTtveneéb° Biv. yat
kimcit laksanonedam O.
3. tad uktam (bis) BS.
a. mAvVEDAm chiyam matram O. bHavanam Bii. chayimatra bha’ Biv.
b. chayagalah Biv.
400.1. talagam Mi. bharinaya°® L.
a. atho cha® Biv.
2. asya suva(?)bhedad O. sUtrabhedad C. asyantam abhibhed-

yadya(?) Mi. damodarah pa® LJN.

401.a. sapta%hyata miéac C.
c. yatims ca Y. srmarTm ceti 0. ca + marim ceti C. sadam Iri* N.

402.1. ‘*damahamaba O.
a. dhruvaka so® Bi.C.
b. pratimadrasta paficaiva saptaksdta ni® Mi. nisamrukah Bii.
nisaruka Biv. (nidarukdh) rosakakah § (“kakah C).

403.a. rasakah Bi. proktah ca® Mi. catvaro prati® BS.
b. °*tE1T ca tredhd catusro C. °dh3d ca trisro Bii. °sro ksatayo
Bi. yatrayo Biii. caturo patrayo Biv.

404.c. saligah 0. sanrgama’ C.
d. °dyah praktvanye(??)dada Mi.
e. bhuva sa‘® L.

4
405.a. + + + vas tu to Mi. mamtah pratimamtaka OJ. mandah pratimaphko

va ca C.
b. adutalas(?) O.Biii. adra® Bi. abhitalapratirasah eka® Mi.

"talapratira‘® Biv. asai matah Bi. |
c. °prisiddhah J. &arngTde® Bi.Biv. saragi* Bii.Biii.

406.a. jatyadi B. °gananta lo~ Mi. saleganan tu N.
407.b. tan na maya Mi.

c. “yujyante 6.

d. -pratam yalai likhyamte O. “tam yalai khyante C.

408.b. ‘kodgrampako N. hampako J. °ko dragrampako mamta O. *ko
drayasyako mantaikatda® C. “talati Biv.
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/o —
(repeats from above) ... (2nd time) desitadena ... §.
387.b. divyamanusa Mi.
388.c. bahubhirva(?) 7.

389.1. vaksyeta BS. vaksyate Biv. vaksyente Biii. talau visotendrayor
madhye yena yena + + nirmi® Mi.
2. “trkah Biv.
b. °dambag ca Bi. ragakambasya Biii. | °‘ragakambah Biii.
kalparaga® Biv.
3. dvyaksaram vanulikhitah § (duksaram va tu 1i° 0. duskaram C).

390.a. tararnavo Bi.
b. yogangadya® Bi. yogadgadyasya Biii. padyasya om. Biv.

391.c. syaccharahgentapa® Biii. syat Sri’ 6L. padarvitah Bii.
1. padaih B (pataih N). padyaih Mi. supatitais caivamte pramte
ghatimtatah 6J. sim., with caiva amte LN.
‘rantadri° Bii. syatdlai N.
‘gamadyante Biii.

o e

392.a. °kantapafica® B.
1 *lasa eva tendta ga°® JN. °l@sa etenamtadavda® 6. °lasa eva

tenasyaccatada Biii. °bhangi bha® Biv.

pathaih LN. padeh Mi. pate pa® Biv.

2. °ntet tada Bii.

c. pathaid Mi. patair virudais B (pathai virudais C). svarai
pE?aié ca vidais te® Biv. viraécyate Bi. vicaksyate Bii.

d. °1lTkena ... °mhalTkah Bi. simhanandanatalena simhalTlah Biii.

4

393.e. simhalTko Bi. raghor Biii. ~“trayapari® Biv. °liladyovatayor C.
tatrayam Bii. dantayam Mi.

394.a. ‘padapatajau ¥ (yadapata® Q).
2. padmair nir® Biii. °thah kas tu ekapate ity Biii. °thah kas tu
patair Biv. ekas tu ekapadair B. tu pathair Mi.

395.a. samgama® J.
b. caranair eva valahajI parikirtitam C. lahanti pari® Bii.
lahajT 6. 1ahabhT Mi. 1ahadi pa® ... “tam Bi. ~titah Biv.O.
1. vadata ity 6. para(?)ta ity J. pa + da L. parada iti
satkala®(?) N. °ladadabhd® BS. °sa | lahadl Mi. °s& l3hage §.
396. ‘skaram ke’ Bii. ta@bhoktadugkarah kecit B. ~svarayah 6.
°dbhedanta 0. Tga tra(?) bhinnasukara ambumatila® Mi. ‘kara
apy ¥ (sukara + + + tilakadayah C).

o 0

atasTprakasa® Mi. ‘kam yatra Biv.
sutaprabandho ‘pi Mi. svadapra® Bii.
taddUsanam tu $ (tadusanam tu 6).
kathitah BS. pathita eka® Bi.

397.

oW
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411.

412,

413.

414.

415,

416.

417.

418,
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pariccheda 1

etas tu navabhi talaih Biv. sUbha ucya® Mi. suda Bi.
*kah sato ga® J. slGbho Mi. “taneti N.

‘tratyaha Bii.
‘pabhrau sadmatas tan na bhedayam Bi. tena vedayam Biii.

pragadir Mi. prasadir Biv. yathibhih s@kam ma° B. mamtadi’
§.N. mathadi® J. ‘m hyathakramam N.
ganarante Biii. esah ni® BS.

adyav ante Biv. addav Bii. ada + ta syad eka® Mi. anta syad
Bi. °talikah JN.
niyamatava devam Mi.

‘ndhe ghanya(?)ta°® J. °ndhesu anya’ Mi.
‘mam sadganam J.

kecit su dhru® Bi. ~valaksana BS.

‘naka recit ke® Bi. ‘naka kecit Biv.

*khyo yaptibhih sSakam mamtakhyo mamtalaksanaih §. nihsaru Mi.
"nihs@rau Bii. ‘saruma® Biii.

°d dvilaksanopadyata® § (syad vila® C). syad vilaksopa® J.
syad dvilaksopa® L. syad vilaksyo® N. syad vilaksme adda® Mi.

camje pu@aé B (camjeputam 6). caficaputasya ca® Bi. simha-
vikritas Mi.
‘mukhyakse Biv.

°graha eva stucairkha® Biii. iha dvidha gadi® J. gaditam
dvirgeyamstes | Mi. durjﬁeyam avocatakaih B (durgesam §).
‘geyam occakaih Bii.

“tu dvidvyacasavam J. dvidvyavasavam N. dvidhatu davayavam Mi.

éamkara janabhamjaka ... 8. °janam a bhavabha® Bi. janam
ana bhavabhaljana rafijiya Biv.
navaéaéikhap@akhag@acapgaka° Bi. navasadidhava vahnivilocanagane
C.
jati pra° 8.
‘kapala® om. Mi. “‘daranta’ Mi.
‘yuta® om. Bi. “yutimukuta® Bii. suratamukutamaha® Biii.
suratatInTyutimuku® Bii. suratimukutamaha® Biv. gaurl Bii.
dvirgeyah Biv.
‘kirota® J. “mamjamapi® ON. mafiju sa + + tanakhapada® Mi.
‘samjamani”® J.
iti ayati a re Mi.

-

tatas tri @ T @ re ity° Mano. atrastriya ity a re a re | itya°
Mi. tatah sti ... Biii. T ya re Biv. ityavayo Bii.

gTlglalityartham Biv. .
caturvidhyam ¥. caturvidham Bii. caturvidhvam Biii.

vingmdo N. vinoda vara® Bi.
namdakaka@cu° ¥. ceteti Bii. ce iti Biii.
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421.

422.

423.

424,

426.

427.

428.

429.
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pariccheda 1

‘padidhrurvoyam® Y. alapo vidravo 'yam Mi. gTyamte Y.

dhruvo ya va® Biv. ~“tana stutau Bii. “°tanam stutai sah Biii.
*grahadi khamdo Y. udgahidikhamdo J. sa namdotsavesu §. sa
nartho Mi.

gayetam JN.Biii. °pi tatvat B.

‘vyatikras tu Biv.

‘laksyano Bi. udgrahakav udgrahadvi Bi.

dviguno ko va syad ... §. udgrabadvirguno Bii. ugrahad Biii.
tutra ca Bii. dhruva + + + Mi.

‘bhomayor 6. dhruva dvi® Bii. dhruvogunamatra sa® C.
"gunamatravety RB.

sasau samamantikau Mi.

sampha patra tu Bii. matrayar ud® Ghan. °dgrahobhoga*® Bi.Bii.
mallora® §. ‘nam madi® Biii.

miyatamayam §. niyametamayam Biv. “hito ni + + + + Mi.
samitis tri ya i @ re Mi. °mam iti 2 i @ re J. °mam ity | 2
ity a a ro N. °tis tri 2 T a T @ re Mano.

yukunda O. “°tam ga C.

hamtya likhi® N.

iti jati sardhyaika® ... °dhruva . ‘gunama + + + Mi.
°ketumvurukamvucakrakavasod1 LN. ketumcurucakravasodl 0.
°ketumvurucakrakavo§od1 J.

a rai J.

(*sam) lagadanya® Mi. salagad anya® 8. ‘katvam ity Bii.
ity e + kau® Mi.

amo §. amidakru(?) praba® Bii. sthitd punah Bi.Biii. punam J.
ebhir vinata tat® Mi. na hoti §.
dustavyani 6.

yanyujani tan na 6.

dvidanda Biv. udgrahya &bho® B. °dgraha bhogo® 6.
*vake makhakalpana Mi.

°dgrahyahyakhandatmake Biv. siddhoktaudaha“® J.
drsyate Biv.

*dina dvi*® Biv. pratikhandakalpanair eva nirneyam 6.
yadvibhir Mi.

prEntakhagdaéabhir Bii. dasabhih ° BS.Mi. kalpyatau J.

kim ca ra mAtrikayam O. ca vamannikayam va C. yatyatvika Bi.
yatyathimkadhunah 0. yatyasarthika® C. °ka puna JN.
videsaker Isa® Biv.

khamdoh ma°® N. °éébhip yati® BS. *Sabhi ksititriputa® Bii.

yattripu® Bi. yatistripu® R. /
bhamgT samaptamand® JN. prato JN. dvasabhih O. srtah Bi.

rumpa ubha‘® O. rupam ubha” C.
‘bhir una® Biii.
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430.

431.

432.

436,

439.

440.

441.

442,

443.

444,

N o

[y

Ol W =

nihsaranatmamih L.

kasthyam Biv. gagyhygp bhambhagi sya® N. “myam bhasyat Biv.
sya pramto Bii.

dvadasabhimdtra® Bii. °bhi kathi® Biii.

kvapapyeka® Bii. °$abhi kdryas Biii. evastimo dalah Mi.
‘matrakdnyli‘ Biii. °mAtrikat prUnah C. sarvai syuh J.

evam + + + nir® Mi. narvihe Biv. nirvyatam J. °vaé5t515b JN.
‘dvitridhikah Biv. proktah atha BS.8. syu ma°® Bii.
mamstalaksane Biii.

saptadhika Biii. lavapara B. dbruve Biii.

avrtti yas Bi. tdlasya Sakhadyadyachadadamtaka iti 6. “ntakah
iti Bii. dvadadanta iti Biii.

akrtapasu ni® J. &aditaya suniya“® C.

avrtir ako kathi® JN. kathyata Mi. tripuvodrahikadisv ami C.
avrtya JN. avrtya avrtya abho® 8. °vrttya + + + ty arthah Mi.

narhi O.

mukhadinam Mi. (eva) AvrtyartIr iti Biii. ekd eka adattir J.
adau eka avrttir N. eka eva avr® Biv.

madanka® JN. adimddimildv uktodd® ¥ (om. 6. “malav

ukteda” J).
(from above: ‘harape) dahasyacat vamdhasa® O. ‘haranedahasyat
vandhasa® C. vamdhasam aha J.

yaditripu® Bii. yatra tripu® Biv.Mi. yatistripu® R.
jhampasvas ta° §. jhamphadyas ta° J. jhampadhyas ta°(?) LN.
‘talayo vaidhah §. samiveda sami srtah Biii.

syuh nih® Bi.

sampardita iti Bii.
tada tyor Bii.
atha ta + + + sa Mi. tatra chando BS.B.6.

as trigu® Biv. trilaghus trig ca maka® O. *laghu$ ca makaro
NC. bhadiguruh + + adi Mi. bhu adigu® Biii. bha adi°® Biv.
punah sadilaghur §. punasadi J. laghusyah Bi.

lo purumadhya® 6. yo guru® Bi. valamadhyah SLN. ro laghu-
madhyah Bi. ralaghumadhyah Bii. ‘ntarlaghus Bi.

gakarié ca Bi. laghur evakah §.

anuhuto drutaé caika® Bii. anuduto O. dhruvas caivad caiva §.
anudrtam Biii. vinanyeyam 6. samjfia dahlajhatmika Bi.
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448,

449,

450,

451.

452,

453.
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pariccheda 1

: : . ! . !
satve svarais caiva digham visargo vagur bhavet § (svaraisvarais
caiva C).
yatraniya® 6.

trigatro drusvadvam matrema 6 <(husvarddha® C).
drutadarddhamatram Biv. drtadarddha® Biii.

drutakorddha® Biv. drtakarddha® Biii. tu drutakalarakta matre
ti gaditam gitakovidaih J.

viraga L.

matra mamdnasdha O. matramahapaficalaksana nidharyyate bahulena
C.

"nyuccair jayante Bii. °ni udha@ryate va i(?ha)lena yatah | O.

kalena yatah N. “°lena yatah L.

bhagavan kalas 6.

*savinyasa“® C.

drutir yad agrekhanudruti éﬁny5° B (yastagre® 0. yaksagre-
vavanudrumi Sunyakaram smrtam C). hutam smrtam Bii.
laghur llapika O. lathudru(?)pupare vava C. rekha rerau-
raktita gu® JN. rerockrita L. reraurata §. ,
mundhi re® BS. ced aksa® Bii. ced aksapa® Biv. ~parsva-
garda §.

drutas cayam 6.

prokta Bi. proktah BS.

agpaﬁgurabhaé canu® 0. tv ahyEguvabhaécénu° C. plutastasta”
*drutam kifncikara® Biii. o

(after 1.: Zha, B repeats from drutﬁéarayam, 449.a.).
saéébda@ dabdaha + + sya dharanam dvidha Mi.
sadabda syad Biv.

nada paro® Bi.
so py urddhve J. drta hatih Biii.

ekaghatadvayam B. eko ghatadvi + + + Mi.
nih€ame meka Bii. urddham BS.

tadikha® Bii. drutacatah 6.

‘ngularthikam O. “kam thatam C.

tanmule sasmitaya Biv.

tadakadhiko J. thatas tUpa°® O. thanas tu°® C. ‘svanau Biii.
ghata tadupa® Biv.

ghataradarsana® 0. ghatadarsana® C.

‘vimsamsalani 0. °msala tridha C. °‘ni trivibhajya gha® 8.
ghata + deyah Mi.

‘tra sabdanihsabda® ©.

ity ahah Bii.

drude Bii. lacau guror § (guraur C), °mule saptasavdakam §.

plutamulena sasa® Biii. plute mulena sasa® Biv. plrta® BS.
plrtamurndhi BS. dvivakaram Bii. dvivaram Mi. °varakah Bi.
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divakaram Biv.
3. °tFlav ahayatah N. sUdAmgatan ahd yatah J.

454.b. °dhara vind Bii. nZvam hatat sthanat pracaksmahe LJN.

navam

havat sthan praca® 0. havat @la caksmahe C. ivatitas tan Biii.
c. “°patir B Cpattir C). yahutaradhTritdh O. ‘“hutavadhavitah C.

455.a. samahena Mi.
“tyena sam® Biii. “layatvena Biv. ‘bhigadyate N.
1. talayantt pra’ Bii.

4

456.a. girijalamkaras B.Biv.
b. tala tatam Biii. syat &i° B. sydc chi + + yogat Mi.
c. tdlas tu . dhafa reha Bi. “tor yalii Bii. ghafa tveha
ghani veha Mi. dhafli reha L. ~“tor dvaflir iha §N. “tor
viha J. (°ha) tas talo tha ... B.

d. syal layos tu yogat B.

Biv.
ddhahi

457.a. takara €a° Bi.Biii. nakdrah §. sya akaro Mi. syat a® LJN.

b. miruto pro® Biii. prokto tdld deva vasanty Bi. proktah
Mi. prokta tale Biv.

458.a. + + + + prasarapdt Mi. prasavanadikriya C.
b. tayd kdlam hi sam@nam yat Biv. Xalam hi samanam Biii.

459.d. °dyekadadd® BS. adyadekada’ 0OJ.

460.a. ekena la + + ra® Mi. raso ccam Biil.

3. °bhita tatra J. “trayonddi® Biii. °talah sy@hattidva® §

tale

(syahati® C). avrttadvayam gayati 8. gayanta BS. gayanta Bii.

1. na tat kutrapi + lokyate Mi.

2. "lavrti® 0J. talavrtti® Mi. “vrttir dvayam Bii. ‘°drutani

bgavajya ekam Biv. virajya ekam Mi.
3. °sramya lavrtidva® J. “lavrttirGpam sam® 6 (“vrti® O).
‘rthayati J.

461.a. ‘°dvandvat drutadvamdvadir ity ucyate ... B (*dvandvat

drutidvandvadir ity 6 (°dvandvavadi vity C)). laghudandvad Bii.

b. °ddha yatiputa® B.
1. tripuyas §. tanavidesam amtare pa’ §.
462.1. tripuramtaka gatha §.
a. kaudita® C. “°yagadahimsaka Bii. ‘yagasimhaka® §.
b.-c. sastya sari ... B.

(ri) ga ma dha na ni sarva nihsa sah sa §.

ga ma vi ga ma dha na ni gsarva ni ssa sa ssa JN.
ga ma vi ga ma pa dha na ni sa dha ni ssa sa ssa sa L.
(as in text, but ending:) ni sa ra sa sa ssa sa MNMi.
sa ss3 ri ga ma ri ga ma pa dha pa mi pa ni dha ni ss& sa ssa sa Bi.
(as in text, but ending:) ni sma sa ssa sa Bii.
o5 ss3 sa ri ga ma pa dha ra ma pa ni dha ni ss&@ sa ssa sa  Biii.
s% ssd s ri ga ma ri ga ma pa dha pa ma dha nI dha ni s& ssa sa |

atha yatih  Ghan.
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f. ta tta thad J. t& ta dha Mi.Biv. ta ta& & BS. tra td tha Ghan.
tad ntd& paZ Bii. wvi ku ku LIN. jamiki LJN. drimiki Bi.Bii.Biii.
dimika Mi. ke krina JL. kem krina N. jhe + + + Mi. jhem
krna Ghan. jhaimkrina Biv. raikripa LJ. khomgita LJN.

+ BgT nahga(?) Mi. thofga na@ngata Bi. thongita Ghan. ta t& ta
J.Mi. ta nta ta Bii. ta ta pata Biv.
g. ~puritanta’ Bii.

463.1.,a. nihsdrah §. “drutam tvamtvam nisdrau § (‘drutam tetvam ni°’
C)>. drutadarthat nissa® Mi. tu lapyadvayam § (tulyadvayam C).
lapyudvayam C.

464.b. “ladha kedava Y. mAma bvavandita Bi. °hara mAbhavamdita §.
mamava bhava@dita J. samava L. mE&ma + ravavandita Mi.

1. matroti Y. drutadvandat la® BS.
1. °“tu sarirviramatvam B.
2. kukukkatd® Biv. “t3lenyaikyam BS. layavidena JN.
3. ‘sarovayam B (°sarovaya J).
4. nihsaramkam N,
465.a. vravami tau B. ,
b. drutadvayo na + + érigdra‘ Mi. &3t dafkuh Biv. Sanku ériga“
Bi.
c. gIlo BS. 1laghur matih Biv.
466.2. apy udaharanam ki® O.
3. ripakenyaikya® BS.
4. atha tripurah §.
469.2.,c. atha rupakam tu vi® CN.
c. ‘manto druta® Bii.
470.d. sunaramukha Biv.

471.a. *dvandva sa’® Bii. savivadirititare L. savivadir iti taro éN.
savivadir iti tero J.

472.3. sa + + mameva® Mi. eva atra anu® LJN. ‘bhuya iti §.
473.1. *dah davdahitdh B.
475.

c. s& ri sa pari® B. prakirtita Bii.
d. vipula camdraka rama tathapi 8.

476.a. nokta Mi. atrathottare O. atra athottare C. atra athottare
JN. atra atrottare L.
1. eva etalTtah Mi.
2. etanmulakam bis §.

477.b. tathocyate O.Bii.Biii. ‘opyaddata” Mi.
c. drutadvandval B. °dvandva laghu® Bii.Biii. dvandvalaghu® Bi.
laghum dvamdvam OJ. °dvamdvavadhudvandvam C. laghu + + bhakkah
pari® Mi.
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pariccheda 1

nanu sih nirviraZma® 8. nivirdma® BS. nipsEro virama® Biii.
parkse 6. cet tayavasad §.

nTlacalakau $ruta (then repeats from éruta (for druta) dvandval
above) §.

pradastyam gito veva 6. prayééap Biii.

mavamdhe 6.

‘ddhih ut® Bii. “siddhar ut® Biii. °talTto bhime ... C.

tu bhavabhih O. (bhime) vantu bhavanti bhavabhi sldhah C.

kvacid eva gadasalkyamatlh ana® 0OJN. ekadasalkyamabhlp C. eva-
gadasaudhamatlh L.

prakéoe draotavyah ¥. °prakd@do drastavyam L.
soktdd L. °Zata vudhaih 6.

caficapu’ Mi. sathitdpu® JL. “tah addit3putra’ Mi. pltakas
tatha Bii.
"ghattah adi® Mi. c. kandarpasimha® Biii.

(*vikramah)| + + érirahgo rangalTlah parikramah Mi.
tribhipra@nno Bii.

‘nddo hamsanadah Mi. °@8an5dau sandi (?)ka@madasa’® C. nada

simha® Biii.

tiragali® Bi. d. pratitale Bii.

‘talopT vijayo N. b. rajadyadha’® Biv.

krTd3Z ti bhogakoki § (bhoka C). °d& ti bhek& koki® JL(?)N.
*bhanga koki® Biii.

*kante Y. ‘malo ca J.

odaksara mamtitT ca O. aiddksara mandati C. wuddksarano JN.
ca om. 8. kiraga C. varnayamtik& 6. varnamamtika J.

tasT lamgatdlo 6§ (tatpald® C). tamgatdlo J. °'mdT kamdanu® O.
v1samandel kamdamu”® C. kundakundakau Bi.
ekatall Bii. °*+31T cankak@lad Biii.

ambhdgd ¥ (ammAga C). abhamga L. °bhamkdras JN. ~vamkaras
L. tathaivam la® J. *khekarah Mi.

Vakarah B. ‘karapratima® Bi.
v1jneya Bi. lalltaélvah Biv.

*dbhipariky® Biii.

caika O. madanadaiva Bii.
syat om. O. tatah nandivarddhanah 6.

1Tta vi® Bi. vilakitad L. 13&lito pi ya eva Y. lalito
pi ya eva L. d. laksaksano C.
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502.

504.

505.

506.

507.

oo
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pariccheda 1

"ti talam eke® B (L corrected to tdlanam). talanam meke® Bi.
valavinyasa Biv.

‘putau smrtau Bi.
malaga Biv. palaga calapas B. matd Bi.

gatatrayam B. syat sundadyantam J. syatarutddyamtam N.
samparkyesaka Biv. sampakvesdka Bi.Biii. samparkestdka Bii.
samparkesatkanamani .

tale catrayam B. udghate §N. @daunta la® Mi. laghur ekatd B.

vaso B. kaideir dar® JN. “°cit darpadadya + + + ruh Mi. depene
tyayd gurOyaguruh O. depene detyaya guvu y3 guruh C.
‘viramddhye ca® Mi. “°vira@mocyaid Bii. ‘viramadyad Ghan.

sa lo da dauh L. simhalTlo ka® 6. simhalTla Mi. simhalike Bi.
kandarpa Bi. kandarpe Biii.

gurutrayan napaga® B. ~trayal lapara@laplutah Mi. “°strtah L.
‘strtah J. srtah N. “trayalapagalaplutaih syat Bi. laguru-
trayal Biii. laghurutraydl Biv. ‘trayalaghupalaplutah syat
Bii.

vamgalTloccano guruh JN. sim., with °cceno L.

‘tyamgaragake B. samjfiaje Bi. “ke tatve N. (°le) gamaéétasya
laghudvayam 8. svin laghudvayam Bi.
viramantem Biii. visamamtam JN. keeyam laghu® §.

tribhillo laga® JN. +tribhirllo LC. tam &dau varivikrame ¥
(*dau vakrame J). tam a&dau vira® L.
hamsalTlerga varna® 0. °lTlenga C.

mo 1Ugau ca Biii. mA lagau$ ca Biv. rajfii BS. (ca) vamge<au
dvau gurulapau B. gurulipau Bi. dyau gurQ lapau Biv.

lalapdgau lag ca N. lalaghd Bii. ‘vikride lagau B (1ad
carsihavirkrade lagau J).

catudru® BS. catukrImtali B. “drtani Biii. 1lo dyo ca Biv.
gurusyad BS. gunah syad 8.

"tale ganau dvau ca 8. galo dau gah Bi. dyau gah Biv. gale
dau Mi. midratale dalau capau B. valau gapau Mi.

rasapradipe cagadah 8. rangaprabandhe 'tra gapah Mi. tagaghah
Biv. °nade napau dvau yah 6N. napau dvau pah J.

natauga si® B. lajau gah Biv. latau ga simhanada sya lo do dau
Bi. syat lau all other Mss. lau dvau dau Y.
lag ca damta lasu B. syata tale Biii.

tallepau 8. talagau ca gangabhokse Mi. vamgabharanau B.
dauras tu°® B. daus tura® Biwv.

hayalolo B. ((hidyalilo J). ‘ramamtah krata® 8.

oktais 6LN.
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pariccheda 1

508.a. dhau tah pluto Mi. laghuh om. N.
b. pluto guru lo nihdavdds tul&h 6. sim., with °dah tuldh LJIN.

509.c. 13 jo lagau Biv. °Sri vi® Mi. ‘namda laryagau O. “namda
laghur LIJN. °nde ligau Bi. 1laghu lagau Biii. 1laghur yatau Mi.
d. lacuna in Mi. nau krtau 6§JN. nau kratau L. pratitala ga dru’
Biii. pratita@le ga Bii.Biv. kratau lag ca 8.

510.a. makarade kratvarddham . drudvandvam Biv. °pluta B.
511.c. guru kratau B. guri® 0. °jayadvyadharabhi® Biv.
vidyadharobhidhe Mi.
d. ‘gand lagha® Biii. laghaghosavdas B.

512.a. tu piganat Biv. (°n&t) dyau laght dau Bii. dyau drutau plutam
Biv. dvau drutau plutam Biii. dvau drutam plutam Bi. kratau

plutam 8.
b. sudune §L. sudvane JN. viraminah LN§ (vivabhinah C). nih°
lah om. J.
513.c. 6 repeats jayatale ... plutam . (then) kratdtve vabhilah da
krida B.

d. tagana laghuh Bi.Biii. tagata laghuh Biv.

514.a. gurvo madhye Bi. tu krtagu® 8. vidamalini §.
b. samo dau dam vi® B. “ne tvau kratau plutah §.

515.c. matrka gadvaya plu® 8.
d. dhekika Biv. tegikda O. dhegitale (to 516 b.) C. dhemgika LN.
themgika J. te kinka Mi. varnamadhika B.

516.a. turakida Biv. viramida 8.
b. °t&le ca tZldh syuh Mi. dau lau gotrapake smrtau B.

517.c. laghus tu tau rah 6. laghus tu to srah(?) L. saganau 6LN.Bi.
"namgam Iryate §.
d. ‘stau drta Biii.
518.a. gurunamditdlo OJN. gurunamditzlo LC.Bi. bharatadatah B.
b. lacasakdd B. °ska guruh Bi. landesva(?) ta guruh kunde Mi.
ladanda laghU B.

519.c. krtekenaikatali suribhih B (krtekenaikato suribhih §).
d. purnakhanda samo Bi. samo samaih § (samai C).

520.a. krikratair da® fB. tadrutair da® Biv. tradrtai da® Biii.
purpah .
b. same lagurudvam® ¥. same gurum laghudadyat Bi. gurur dvandvat
Biv.

521.c. catusthdle B (catuhsth@ne 6). datrayatrau L. datrayellau Bi.
datrasan nau ¥ (°s&llau C). kecid gitacatu® B (kecit
titacatu® 6). gat dvicatustayam Biii. git daca® Biv. kecit
padya catu® Mi.
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526.

527.

528.

529.

530.

531.

B32.

533.

534.

535.

536.

pariccheda 1

virdmatala® §. ‘catuskam cadum kbhadi Mi.

lasmrtau Biv. rajajhakare Biv.Mi. ~nad drtau Biii.
*jhamkarare ra°® O.
laghuld B (L corrected to laghund). ‘“ramepa ghuld laghude’ L.

savirametd Biv.

plutdt patapam dikhare B. virami® BS. drutam dvayam Bii.
*stveka vira® Bi.

jagano lih plu® JO. jagan 1lih C. jagane lih LN.
pau lagau lau Bi. “‘rvyoddam Biii. caturvyoplutam Biv. ‘rvyo-
maplutam Bii. ‘vyomas trtam tu yaganas tatha B.

jhamkamrake Biii. d. sabhaganau N.

nije dannayallagau B (bhije(?) tadannaya® 6. tannayal-
lagau C).

caturhata B.

pattala® Bi.Biv. pattilakhye Biii. sadtala® BS. vardhane
datpalapau 0. dadyalapau C. datyalayau JN. datyayalapau L.
vardhanye dvandvayal lapau Bii.

caturdvandvam Mi. drtadva® Biii.

dvau dvau Bi. dyau ladada Bii.

"kite ladau B. dopah syal lagau Bi.

jandkartidale + syan masas ca Mi. °tZElasyanaya® Bi. nayasyas

ca Biii.
lakgﬁTé cau lau §JN. 1ak§mTé co lau L.

vidudvayam 6. .
sasvaral kathitah f. prajnah rlaghvo(?) madhye pluto Bi.

venTkTdhikada® Mi. ‘dhikddatam ¥. ‘datam muktds BS. “datam
muktZ mAla Biv. ‘Satab muktds Bi.
*cid vrsabhe 'nyatha Mi.

‘bahulyat vi® Mi.
esa sadipra® Bii. d. °bhyonyapanca® Biii. saudahr® J.

*danaya J. ‘daniya Bi. ~nanadaya Biv. ‘cyate tra Bii.
camcatputakastaputau cekgikd vadakd® P (°k& kadakdku® N. °pitau
ksaceksi® J. ~putakyastapu® L). caficaputas ca° Bi. ‘tputah
duciputo Bii. pacaputo dhehkakd Biv. cacapato dhe® Biii.
dhenkaika vadakarulah Mi.

tapo Bi. nalakuba® Biii. simhanadano 6. ‘nandino 'pi Bii.
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pariccheda 1

537.e. @déraye BS. Eéreye N.
d(2)>. vavapute §. bhago cavapute J.
f. guvur laguvug caiva C. ceksikdkhyah prakirtitah 8.

538. ca syau lau Bi. “‘catu ca mau lau Bii.

a
b. nihdavda la° J.

539.c. ‘cayagharucu® 0. ‘capadyavudham C.
e. nirjadadi 0. tilakusuprati® 6. ‘nasikanvitam 6.
f. bhavaye ahar nida §.
1. cimdat® O. vimdakalo® C.

540.a. guravo ksetra Bi. catvarah pulakan mati 6§ (yatra catparampula’
C)>. catvarah pukan prati JN. pulakd api L.

541.c. ‘sunderatara’ 0. sundaratatkarocisam Biv. ‘mvara indivara Bi.
d. ‘Jjananasanacardhanalayam J. ‘ratiyamirtpa® O. ~vatiyamika-
pabhuvanam mo® C. jitarataripa® Bi. jitarUpabhuvanamo® Bii.
jitaratiripabhu® 6.

542.a. mau lapau §. ... dvau ca pau lapau layago laghuh § (dyau ca
C). ... lagurd dvau ca pau lapau lapago laghuh JL. ... dvau
ca pau lapago laghuh N, ... laguri dvau ca khau lakhau lapada
laghu Mi. gau lapau lagau ca dau gau lagau lapapa laghu Bi.

lagau rdau ca gau Biii. ... lasau rudau dhagau lapau Biv.
lagau radau ... 1apaéa laghu Bii.
b. sabdam catuska ca tale Bii. catuskam tale syat Biv.

545.

o
1]

didhamtam tam sukh ga® ... kutilakulavratam N. tamukha® &
kurilakulavata@ 0. kulirakulacalam C. kutilakulavratam N.
kutilam kulavratam L. kutilakum lavrtam J.

b. samrasijam iva 0. °‘maragatirajitam C.

C. kamatinimdane J. d. bhavacchedam N.

1. +trisu lalesu 0. tasu Biv.
3. ‘°dhastad iccham 6§ (iccha tala°® C). pradyamge §.
4. ‘ranamga gita® N. ‘ranam ragamitapra® O.

544.b. nibahuksana bhavam O. nivaksaksanabha® J. nivahaksanabha®

CLN(?) Tksabhavam &ku° 6. )

d. kakadivir a° Bi. k&kalT bharahara Biii. soham a° O.

e. kathila JN. °vathika §.

f. ~vilulite nu bahu® Biii. wvahu layati ra® 6N. bahu lapati J.
vahu lapati L. g. namdacanasarutena §.

j. vidhurayati maraga‘® LJN. vidhurapabhimara® O. vidhuparabhi C.
spjaﬁi rajanT Biii.

k. srunuta BS. viracanam Mi.

1. ‘*haru carisi® Mi.

545.a. lagnddau LC. lagradau OJ. dagradau N. ~°dau yat& krata 8.
*yugdl lompake da°® $. Jjhampike Biv.
b. syadrd® B. sydtra® Bi. sa&t ra°® Bii. ‘te visamadi yugam B.
guruh Bii. 5
c. saviramudvaya® ¥ (saciramudva®’ C). ‘laghu B.Bi. °lagha Bii.
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pariccheda 1

saramadau B. loduke JO (lodruke C). 1aduke N. 1lo bhake Bi.

d. delopadu® ¥ (°padru’ C). delopadddam ma°® L. mamtake tany api
¥ (manthe tany C). °taly api ca dau lau kuddatakapi ca HMi.
api cidam dau tau 8. dam Sau dvau R. kududake(?) pi 8.

546.a. votakyam guru® B (cotakyam guru® &§). dhehkyd gu® Bi. ro
cejﬁgy Biii. ghehkau Mi. 1o dhe® Bii. guru lau ca putake B.
guruse ca Mi. pacaputake Biii. ‘sau pe caputake Biv. ‘“khye
tagau Bii. ‘khye tv asau 8.

b. mate §. sallalau Mi. sanulau B (samulau 6). pan na lo Bii.
syan nalau Bi.Biii.

c¢. °laghlUn nau Biii. 1laghi nau Bi. drutalaghlt dvau ca svalau B.
drutalaghun lok&@kule ... Mi. °laghu nau kakule Biv.

d. palagil B. pallaga druganau ta°® ... penolayugmasvanah Mi. tapa-
valolayuk ca” B. bho lo layuk Bii. gasvanah Biii.
layagasvanah Bi.

547. a. ‘naisyate(?) Bi.Bii.®. b. hy anvan dhru® 6.

c. parigunyate §.

548. *sarumasvaié ca ... gitayam Mi. 3dde nipséfamagthaé ca Bi.

- -l . ° .
sangltaprakaée pi dr° Biv.
tesanty asau vinidcaye Bi.

o DY

549.1. parutika® C.  virudakalya ca J.

b. ‘°ntajayatvad Bi. c. ‘gTta ba® Bi. samsthitah Mi.
551.1. vairaksaramdtradi® B.

2. 1iti uktam §. “‘gitasya dan aha ¥.

b. citrikala Biv.
553.a. disi disi Bi. d. patipada® Bi
554.1. samatrikatvat kantha® Biv.

2. va samakantha iti Biv. sarvaikaguna Bii.

a. °gayo matra Bi. mata sama Biii.

b. tyyadastavadhipadada Bi. ‘ast@ladhipata@dadhya Bi.

*astaladhipadaddya Biii. tryagyastavaddhipadantyad Bii.

555.4. 1idam muditam Bii. 2. ‘kadakdre gI’ Bii.

556.a. °yo prabhujo Bii. °jo ma madananida Bi. °‘Téatani vrtha Biii.
"Téa gatanir vrtha Biv.

c. ka gati cyuta O. gati vyata C. gatir ucyata JN. acyuta Bi.
antrakabha® f. ‘bhaksyam atyugram Bii. “‘kabham atyu® Biv.

d. maya Biii. e. payava dasam Biv.

1. °bhogayoh asa® Mi. katham karataya(?) mohi citrakam™ §.
bhavitum atTti 6. bhavatum ahamtiti 6 ("num aham® C).
2. visamabhayuktaih §. ~gTtavAmAntanupradastya® C.

567.a. °dhatupatrabho’ JN. °dhatuyanyabho” L. dhatu yatra® Bi.

bhinna yatrabho*® Bii.®8. b. “padd mrta Bi.
c. bhinnadhdbhié ca rabhogadhruvodgrahi para Bi. padd dvidha 6.
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563.
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565.

566.
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ol g = O

samandhah Biv.

dhruvendbho® ¥. ~°gena padadva® Biv. ca yadaviti 8. ca
padavetT JN.

gamgd va anyathd JN. bhoge gamgadvanyathagam iti ke’ & (bhoge
‘figava© C). '

prathamdya Biv. ‘haranayasmadgu® §.
‘mitram vAdhavaganamisranam (now repeats from above, 558.2.:

madhavird® ... vadhavaganam, though this repetition is bracketed
in 0.5 §. d. pusottama® JN.
pasca’ N. 2. dhruvapadhruvapadety Mi. “dhruvabhoga® Mi.

dhrta rane §. dhrtadharane Bi. dhrtacarane Bii.

kamalalaya °6. c. righava pT° O. sutaghavatl dhavapI’ C.
tatam vi® J. tata vi® N.

ratharanayudhi ka® Bi. kamataga® §J. dInapatisadaya” 6. dina’
Mi. dinapatityadamajanita® N. ‘daya janita“® Bi.

‘dayanijavidhe Bii.

narayananrpa’ 6. ‘rayanagajapatim Bi.

asam anyenyasa® ... bhidZ bahu® Mi. sankasyat bhedd Biii.
sankasyad bhe® Biv. bahutara Bii.
varnita J.

tatra nigdsrayo & (naga“ C).
maya difd tratram 0. ‘yaditratram C. ~“matram atrani Bi.
*diryatau N.

Znandnidam Y. aranam Bi. sumdari kalarUsam meda dhruvah 6.
sundara Bi. sundar® Biii.

*kiranacumbitakana® Bi. *cayacayacumbita® Biv. jalarucicauram
0.

mayi purusam Biv. mayi purusadyaja JLN. *kalarusam §.

adhund taka Mi. ~“mukhT ni°® § ("mukho nikato bha® é). bhavam
purabhamga JN. bhava puru bhamga L. (nikato) bhavabhamga §
(*bhaga C).

bhiiritavahita® éJ.

*dharani kim apasyasi Bi. vuhuh@syam N.

°ﬁcalay5nid;ga@ ca® L. °nidagam JN. ‘“yabhidagam § (°*hcavalaya”
o).

apayatu Biv. amgapayatu varomi §. lokatakah mapi Biii.
vinayaye yam Bii.

catastah prokta § (bhokta C). paficah proktd Bii. manimisi-

bhih Biii. b. sa yatra® Mi.Mukt.Mano.
*samhita Y.
gita syadivya® J. b. divya samskrta® Bi.

‘manusa ucyate Bii.

dedavisotthabha® Biv. o
ahgam vangam kalingamdyd Biii. desabhasa“ Bii.
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570.
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573.

574.

576.

B77.

579.

580.

581.

582.

a.
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pariccheda 1

bhasas thekalabhah Biv.
tdh stu LIJN. <(t&s tu) tatah jana® 0. tatat jana® C. arutya
yojayet JN.

samam ardham samam Bi. Samarvaddham samam Biii. samaviddham
samam Biv.
sa samucyate Bi.

jayante Biii. yasya gitam ca tad ardharamam Iritam § (arddham
ramam C). yasya gita tad JN. tad ardhvasa® Biv. ardham samam
Iiri® Bi.JN.

apareti viéegé tu vinayakadibhir likhi® B.
‘ksita N. gatigunah 6. gatigunah JN.

‘sya ca guna Biii. vaicitrakam B.Ni.

“toh pulakoktata B. ~“rukti.;z Bi. navanavahateti nai°® Biv.
lavalavalavatvam ca vai® § (“vatavam vakaikir® C). na kalaka
Biv. naikalata(?) Biii.

gTito raga® Bii. gamakah stalasya Biv. gamanah stalasya Biii.
‘pathayoé ca Mi.Ghan. °padhayod ca N.

gitagate syama Biv.
anagate samatItdh sam~ ¥ (samanTtah C). andgate samatitdh L.
anagatas@matTta samyah sa® Bi. ‘samjha sar’ 6.

purva samu® Bii.C. purvam uccarya® Biv. purvam muccarya® Biii.
‘caryaksa® Bii.

atra gota yad aksara sadhikam §. gita yadastara sadhikam JL.
gita yadrstara sadhikam N. grhyante Bii.
°kuca@danamamganadurjanakha@ganadaQQESanadagﬁanapa° 8.

nissatale Mi. a. yatItalasya 0. patitalasya C.
sanagrahah f§ (sadantagrahah N). proktam samakalah samu® Biii.
matadau J. °tam aha JN.

tdla tada@tTtagraha smr’® Bii. talam tada® Bi. t&las tad@” Biii.
ityatTta® B.

atra ... dvayam om. B.
*vidho gra igya® O. grahagyate C.

. —b. kukvaditadlesyatT® 6. ‘talesutIto grahasyaddhaivatra yatyadi

vendgatad ca Bi.
samasyo pi Bi. d. °gatd jhatayo vai® Bi.

*samyuktas ta° Mi. °samyukta t@° Bi. salasyate yadi Bii.
‘grahah pro® Biii. ‘graham taptakta | Bii.

atha laghuh Bii.
mitha Bii. mathah Biv.
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pariccheda 1

layam ity Bii.

kathita prdka druto madhya viérémtir (into next verse) JN.
kathita prak &ruto madhyo viérémtir L. kathita prak Srutau
madhyo dhi éramtir O. sim., with °dhye vidrantir C. madhyavi-
lambitah Bi.

“tir dvigupat krtat B ("gunat krtat J). “gunat drutat BS.
vilamvis tu O.

"putah proktamamtaikat@lasamasu ca kratah O. putam prokta-
matekatdlasamasu cakratah C. “tah proktamamthaikat@lasamasu
cakratah JN. sim., with “mamthai® L. “pu@ﬁpﬁ@@amﬁé caikatalt
Mi. °topada” Bi. “‘tovadda“® Bii. triputoddamamthai® Biv.

layor madhye Biv. layo dhadhyo 'bhi® Bii.

cadatale Bi. caddita® Bii. yato jReyo Bi.B (yatT jheyovitah &)
vilambitam Biii. ity &ha Biv.

£

layasya@ LJN. a. migamo JN. b. strotivaha § goyucchi® 6.

taramadhya® Bi. ‘madhyavasdneya tada B. tadasro” Bii.
srotavaha Bi.
madhye madhyalayah Mi.

layai go® Bi. “lambitai Biii.
adau drtd Biii. drutdh Bii. &dau krt@m B. yadhye madhyam O.

*karinI kamla kriyam iho® O. sim., with kalakri® C. minasiho’
Bii. kriya mam iho” JN. .
*karitvad ganam tala® Mi. manat@lasam® §.

nipate yada Bi.
avatto Biv. @avarttau 6L. vahamdZna“® N. vahumanakhyas L.

mana dhruve pryantamaya Bi. dhruvatvantima® Biii.
dTyamana‘ Bi.Biv.

dayamdna® Mi. diyamana® Biii.

nudaraniyam O.

drutaddhyavilam® Bii. krtamadhya® B.
punaruktitah Biv. 3. navanvavam iva JN.
sdtor vBkya® Biii. ek@nam vakya® Bii.

mamtryamadhyamatd vacyam JN. mamtramadhyamata vacyam §L. “tvam
Tttatam Bii.

*bhedah striripah Mi. tiripasphu® Bi. tirupah Biv. tiripah
Bii.

nilamdoli° §. lali andoli calitas tribhinnah ku® Bi. ‘valt®
bhinna® Biii.

unnamitah Bi. unna@rmitah Biv. savitas ca 0. savita sva
hamkrto C. muditas Biii. mudritos Biv.
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595.

596.

597.

508.

599.

600.

601.

602.

603.

605.

606.

607.

608.

609.

610.

611.

612.

o

Q0

pariccheda 1

lagistadamahadhva® 0. laghistham aha dhvana C. lagistadamaru’
JN.

krtaddhamanivege® 6. kytéddharmﬁnave° JN. kratardha® L.
gamanam Biv.

nTlas tu §. 1Tlas tu Bi. hinas tu 6. kratadede’ N.
‘kratvarayukto® N.
valibhinivavakratvam yukto Bi.

sthanesa davibhramta ghana® B. trisu stalena §vaviér§nta° 8.
kularo Bi.

svaram apriyahdhatya 8. agrimam om. Bi.
sa& tu prokta Biv.

kramidg dacchetu O. kramdta(?)cchetu C. gacche pla® Bi.Biii.
plavitag ca stu pluta® Bii. plavitas tu Biv. *mekakalpenam J.
hrdayamamgam ahamkrtatd 6§ (°dryammamgalam ahamkr® C). hrdayam
amgamahumkrtafmatah J. hrdayam ahamkrtat@ matah N.
hrdayamgamabamkrtatamatah L.

*sambhttamu® Bi. mudrito bis Biii.

melandn 6. mitratras tasya §. °vayobhidho N. syu bhira® Bii.
nokta pra® Bi.

etadasaprakd® Bii. tadabhydprakaras tu 0. etasyam prakara
magha® C. tad asyam prakaras tu LN. tad asyam pra’ J.
masapausa“ Bii.

samasvarabhe® 0. samasamasvarabhe® C. saprasva’ J.
*arthd ca bodhakam O.

kkacit BS.
prastdva‘ L. prast@vanistoddistadi® JN. prastavanistamdi 6.
*nastodyastadi® Bii.

"yogIitva na te gra® Bii.

teyam anitya® Biii.
ye ucyate 'tra Biii. ye ucyante Bi.Bii.

dhatuhine Bii.
dhatUmitupa® Bii. dh&tumdntapadam yatra yastitam gitakam viduh
Mi. tam gitakam Bii.

dosa skha® Bi. skhalanadis taladya“® Mi.

grahes tesam Bii. vilokyatam ganadyabhave® (repeats from
above, to ... taladyabhavena 1) 6.

bhave svo hraso dir°® Bii. hrasvadirghah kva® Bi.
‘tve ci kvacid Bi. cikatvam eva ca Bi.
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613.

614.

615.

616.

©617.

618.

619.

620.

622.

623.

624.

625.

626.

627.

628.

629.

630.

633.

634.

- o o

o

pariccheda 1

éigte vidli® Bii. b. natato J. komalam kvacit Bi.
‘sayam aivedam J.

gote doso §. b. varnanam statha Bi.

lingyam nyatve Biii.

“krte tu nah Bii.Biv.

“dhikam gTto 6. paunaruktam tu Bi.Bii. “ktya tu do® Biii.
yos ta tallalaksInatvam C.

vahiyatraci® 6. a. prokta utta® Biii. prokto utta” Bi.

layopretas Biii. layopreta ta® Biv.
tristhana® Biii. stristh@na® Bii. °“makesv. anaya’ Bii.

ayattah ka°® Bi.

prokta Biv.

‘nukarad Mi. rasikah ra® Bi. rafijikas tu® Biv.

anyuna“® Bii.

*tasydptisaya® 0. ‘tasyapidayd C. °dhandtu bhava® Bii.

yamalavr® Bi. gayakah Sceti Bii,
yamanah Mi. yamakah Bi.

vyaktd@padah Y. °pada $iro° Biv.

syat sandah jharado (?) Bii. samTlanayano é§ (°nayono C).
nimTlina® Mi. bhramtydvyavaradyas (?) 8. gramarbudasthas Mi.
‘sthah statha@ Bi.

ka ca BS. a. vitvalako JN. gTtanupra® Bi.
‘gandaratnanund’ O. gadvatvanun@sikah C. ‘gandasvanunasikasyad
eva hi Bi. syat evam Mi.

‘ntyanya ba°® Biii. d. °tarekhyas tu jfe® Bi.

*geyakdraksalaksanam Biv. atha va + + ra(?)karalaksa® Mi.
‘te jfleyam Bii. b. °“te ya sa aganasyakatrakah C.

-o o - - - 7/ ° ‘o 4 - - -/ P4 o N
kakarakdvyalamkaro sesa® Biii. vyadkarakavyalakasa sesa® Mi.
*desako vicakga® Biii.

srtyagama® Bi. ‘$astramanedavit 6§ (°vit cit O).

"prakrta® Mi. :koviduh Biv.
nTtidastradiksasa’ Biv.

prabamdhasure kosanisakto (??) N.
laya evayakdmra N.. &lapripridvaivi® J. alamidvai® 6§ (galdmi®

C). tum kohale O. ~dhyam kobha® C.
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635.

o

W -

pariccheda 1

ragakhi (?svi)lapardlapti prakatI® L. ramasvim laparalapti
matTkaranam tatha 6. ragékhllaparaktl1apt1kat1kara N.
ramakhlvaparaktltale(°)ptegra(7) prakati® J.

ragalamih rU° §. bhedardujfie’ BS.

yatha srati (?) Bii. grantha puranacadhun@° Bi.
deda rte Biii.

° ° * "",o o Z o> - o e
vayotumga x. Codangavamsa Bi. vasivatamsd® Bii.

srlrayanadeva Mi.
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10.

13.

14.

15.

16.

17.

18.

19.

20.

pariccheda 2

kramamasam va“ §. a. yasmda hTtam O. yasma hinam C.

°ddh§ghupiracaﬁ5niti catavidham O. *ddhd bhiviracananiticatur’
C. ‘sugiraghana caturvi® Bii.

:qédikam vardhamanaddham O. °jadikah § (mukharajadikah C).
susirakam” §. kasyatad® Bii.

kinnarimi niga* §. b. vipahca va® Bii.

damsarT gatacandrd ca nakulausca ca camsarT Biii. nakukaulauhi
ca 0. nakukaulaksT (?) C. casari Bii.

yogenatyaditam bhavet Bii.

Grdhved chatanyabhitah (?) J. Urddhed chatanyabhividobhitah N.
urdhve Bi.

: 4 ° v oo - . .
vivesyam tu® Biii. tatra labu® Bi.
o e . -— °

dasammulavistaradataparva® 6.

“veghamarbhena Bii. dandachidre® BS. dandachidrona Bii.
dorikrtva Bi.

élekgp& ¥ datd tatra 0. dadba tattadeyam C. data tadeya J.
mantre ca Bii.

vaksyasi N. d. vadyadaksi® Bi. daksina pa° §.

tabhih stu Bii. “vyakti vidhi® Bi. vidhayate Bii.

daksinam pa® Bi. ‘ksipapd® Biii. panir vastu catussvarah Mii.
catuhsvarah 0. vasiutracatuh® Biii.

alavanya sthi® Bi. alavanyd sthi® Bii. sapta taladayah sva® ¥
(saptasta® C). saptatanadayah Tag.

ity avamlavini Biii. manibérava' Bii. “rahjani Bi.

ityalavani Ghan. c. dauva rupavati 8.

astadada’ Bii.

pasastye BS. ,
tiprstham Bi. ~pustham Bii. kramatah sco® Biii.
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21.

22.

23.

24.

25.

26.

27.

28.

29.

30.

31.

32.

33.

34.

35.

36.

37.

a o

oo

o P

oo

o

pariccheda 2

saddha Bii. syarddho diromadhyasitd mani (?) Bi.
‘cimnimnZ §. kifcinimnd BS. “‘samanvit@h Bi.Biii.L(?).

*bhitti €iro” Bi. nirmatuvyd Bi. “noyama §.
‘ngulamata matd Bi. “mita matam L.

ardham camdra® J. sye tu Bi.

*cca sydd Bi. ‘ngulocchva sdd dando Mi. dadahgulidagadvayah
Bi.

yatra dvapayet Bi.

tayo daéa° Bi. dandamucchas (?) Bii.Biii.
tatra samamgu® ... unnamtam ca §.

“tady ukteh sa sadamgulam sarigr® (now repeats twice) ... sa
sadamgula® 6 (sadangu® C). “°dairghyavak Biii.

matsyapu® 6. matsapu® Bi. macchapu® Biii. wvakra na° Biii.
motidam pafica Bii. mAtanyah J. motinyah Biii. kartavyds ca

syuh sarikanidhah §. “‘tavyds tdsya syuh Bi. ‘tavyah tad ca Mi.

karya da® Bi. dvayah Bi.

*garnah 0. ‘ganah C. pidhatapas N. ‘dhatavyad Biii. carmanam

ko* 6.
parilendtidu° Mi.

‘ccd kamarikam Biii. ‘nvita punah Bi. ‘rekhamvitam §.
— - ,’_ . * .
pamcatha N. pattasutra® O.

vandhTyat BS. tandrika® BS.
mandre madhya cavatha BS.

‘dvamyT Y. tandrTdvayim Mi. tandridvayam Biii. samaguna
sam® Bii.

taraparanya® Bi. nyase tandrim stksmyam madhyama vi® Biii.
tandrTm sG° Mi. tamtrT su® N. sadhyamam vi® J. stuksma tam
madhyame vi® Bi.

kridan ma® 6. ~rikokari Bi. b. °vidhaya ka® Bii.
upadigatah N.
saranga® Biii.
AmbharT Mi. panasaur vapi Bi. ‘daruhava Sivam Biii.

trimitas trimita dai°® Bii. dairdhyo Bi. dairghyai &i° Biii.

natra saryaphana® O tanadhye de” §.
tasmat ducca® Biii. tasmad udhat karni® 0. udhatakarnaka C.

asya a” Bi. danda dai” Bii. dairghend O. santu da’ Bii. sa-

pradadangu® Mi. ‘4am mulah 6. (“lam O).
sthulami® Biii.
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38.

39.

40.

41.

42.

43.

44,

46.

47.

48.

490.

50.

52.

53.

54.

55.

56.

57.

58.

oo

A 0

. O

pariccheda 2

dirase garbham Bii. d. dag@aé ca pr- Bi.
sdrangadé Bi.Biii. caturangulam Bii.

"ngulam Bi. gabhTrye caturangulah Bii.
tisras tu taiva Biii. tisras satataiva Bii. tisras tu taiva
Biii. ninyasyas tu Bii.

agra tatra rutam syad Mi.
&ivah pidhd° Biii. dSirapidha” Bi.

‘nirmitah Bi.
sacireka Mi. sarikekasthi® J. savirekam sthitamp bha® Bi.

tisra tattva patah sUtrabhava sthapya anu® Bi. ‘bhava sthapyam
anu® Bii. °bhava sthapya Biii. °bhava syapyas ¢.
‘prsthasatrida” Bi.

| éipucoha' 0. ‘krstai n@lair asya Bi. ‘krster va® Bii.
salanirmds tena ta® Bii. °saih tena tantrais tu va° Bi.
nirvasais tena Biii.

‘ngika badhya Mi. °‘ngaka Bi.

samvamrakadvayam gcat ... J. samvarasamvarakadvayam N.
°4cat saramvaka cdtra Bil. samvatsakam catra Mi.

iveditam §.
tammit3d BS. Urddhve BS.Mano. lauhapatrisa® Bii.

tatah parah Bii.
nyasye érititantri® Biii. nyasyet €ru’ BS.

dvamgu® J. ‘ngasthamatram tu BS.

astamda® 0. astada® J. *dadammula°’ O. aﬁgugﬁhﬁdaégﬁgula@ Bii.
damdam samubhramtam JN. tumbhiyugutam Bi.

aunnatve JN. arnnatve Bi.
‘dhangald® BS. sthavayed Biii.

damde prsthe 6. “tikam Subham Mi.

sardhadahgundte eka Bi. sardhadangulante ekdp nyaset Biii.

*arute ekam nyaset Bii.
vegpu(?)bilanvitam Bii.

vesthirandhram ekam Bii. ekasamantatah Bi.

"nam munam tasmin § (muna tasmi ve®' C). tadandhane gudam ta’
Bii. vestavamdhai ni® N. nivenaye Bii.

tanmocamicarandhrasya sadr® Bii. tanmamotinTvrttira® Biii.
*tandrikam Biii. tu tataiva Bii.
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59.

60.

61.

62.

63.

64.

65.

66.

67.

68.

69.

70.

71.

72.

73.

74.

75.

4

oo

Q.

o 0

oD

ao

p‘m

8.0

a0

o P

A O

pariccheda 2

bhramayet §.
tantrTm yantra® Biii. na tantriyam vidavada C. na gavad ...
svas@nam ... yatravigaradah Bii.

asyah tv BS. asya tv Bii. smarikdh J. sacaka purva® Bii.
vrhatar@ J. ksudra praki® Bii.Mano.

evds tu ¥. tu tare va° § (tave v3°C). taravadinyas tista
tripadiko bhavet Mi. “dinyah tisthanti Bi. tisthati gadikopari
Biii.

vitastimati ga® Bii.

tavat £5° LJN. éﬁnyab tu LIN. kartavya yatha Tag.
‘nasya casipakthasya ... sududhdkrta@ Bii.

sarvad ca yavaih N. °t&s tuiguld bu® Bii.

tam prsthe Bi. syat tadamdasya tah N). °syat ta prsthe Biii.
sekthasya Bi. ca sikthana yoge Biii.

mastake susuyantritah Bii.
"ngulocca ksudd syur iti saravi® Bi. sarivijirnayah Bii.

v 2 /s o : - e o ¢ s
nirmito ¥. b. asya si° Bi. daksina® Biii.

videso Mii. syadhideso §. sya vige® Bi.
*bhagen lu kaku® O.

ladhocc@dvidalam §. uccoccadyahgaladalam Biii. samanvitabh B.
mandratattvartham sam® Biii. samsiddho da® Bi. datavyo adhi’
Biii.

nyasam tayor Bi.
mantra°® f. Aasadyorbhaya® 0. tisthato yatho Mii.

anurdrmaginyau kamta varnitam O. ramavayav anuvarmagarayaugi-
kantavarlitam C. ramanyav anuraginyo Bi. ‘raginyau L.
"vartikam Bi. b. raudodyeva tu N.

kathilasikd 0. katholasika C.

sya kapila® Biii. syat kayilasi® O.
*stimikas cai® Bi.

damda gakhya® 6. 3akhyatd L. padena dv® Bi. padonudvy® L.
vaistane 'sta” N. vestenvestangulan Bi.

‘vomayato §. ~syaiva bhaya® Bi.

idrandhrye Bii. tadramdhe N. kakubhasthapyam samanadvyahgu®
Bi.

érutasm;' Biii. é;tism;’ Bi.

bandhavya tallohatantri® Bii. ‘lohatatrika Biii.

tumvukam 8. kakubhd dumbakam Mii.
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76.

77.

78.

79.

80.

81.

82.

83.

84.

85.

86.

87.

88.

89.

90.

91.

o

o 0

I\
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pariccheda 2

“tva caru® Bii. garugarbha® Biii.
mukumtam O. mukutammunna® C. kutsumbham unyata® Biil.
kantimudvar® N. °nata@ nakr@ kantirad vartula dvayam Bi.

sthipya vA® Bi. vamarmir® BS. ‘dyatah purah nam’ JN. “d atah

punah C.
"smAd ahipate da°® Bi. bahigate Bii. vahigamtade vaddhas O.

vahigatam dande C.

datas tatah 0. drdha punah BS.
kaméyais$ 8. lakhi vudhaih §.

supakvam vaim$ajam kasthi daéa° Bi.
samakare J. drtva §.

°nTy& syavadhanai Bii. f. °citrita JN.

*lasrika Biii.
anyasa la°® Bi. "vItinad JN. ‘mAtina 6§ ("manita C).
jfianam grahilai jhe® Bi. je jfiana® Biii. “grahinair OJ.

‘ddha yatha ¥. c. taccha pataha® J.
‘madadimdibhau N.

anardhe mar® Bii. &nardo ma°® ¥. dresthah ta® BS.
mardala kha® ¥. khadiro éreg?ha hinasyad Bi. hTnasyad Bili.

°jo rayo gambhoradhvanir uccaikaih O. ramya Bii.Biii.
sardhe hasta® N. dardhahastapanam tu Bii. ‘pramanam tu O.

vamam mathava Bi.
‘pam caturamgulyo eke® 0. ‘gulye eke® C. bhaved dh@nam Bi.

bhaved dhim&nam eke Biii.

kara€a-® Bi. 1. canmd amrta vatsyatir ma | tadu® Bii.
sanmasam yo mrto vatsa sa carma Bi.

"nirmitidcai® Bi. mrtikd° Bi.
pataye kharalam Biii. ~vadanartha ca N.

bhaktim ke® Bii. b, va ci@aka@ §. divani sattva® Bii.
tallepam kha® Bi.

vame vasUirikam Mii. pUrivam da® Bii. repham dadya® Mii.
lopam da*® 6J. lopa da® N,

bhaktapidilaj@nam adatame jalapista bhas” Bii. plustam bhas’
Mii. 2. gamvakads tu 6.

vid sma bhasma Bii. chagavi bhasma bhasma rasi capi pu® Biii.
cirna sama® Bii.

lepaye daksinapite Bii. "ye daksinapute Biii.
puratana bhasma BS. ‘mcit bhasma §.
*vartina® Biii. koyati Biii
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04.

95.

97.

98.

99.
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108.
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112,
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pariccheda

syadvadada® BS. b. dhiraih mar” BS.

dakse samamgu® §.

ankvordhakalinga® Bi. ankordhvatdli® Bii. °dat sari sa parikT’
Bii.Biii.

harftakya® Biii. °takyatisvaingo yava® Bi. ~takyakrtah srkve(?)
Mii. tv ankye yava® Bii. “°dhyatatordhvakah Mii.

alingyas Mii.L. galingyag 6. alingad Bi.

‘marga | 6.

catumarga Biii. 1. udeda® Bii. wuddesa® Biii,

ityadyanvayah Bii.

‘grhitarthanigr® §. °grhItardham nigrhi® Bii.
muktaksam Biii.

karayo puta® Biii.
syadvardha® Ghan. kare sau kasya Bii. karasyekasya Bi.

naikin varddhatamkini 6. tikinT ca&rddhatinityadi Biii.

prakararthadyapatayoh Biii. °pathayoh N.
satvevanantya® Bi.

strinapumsakatvam c@° Bii.
°py alekhi ta maya §.

gamakah praudhipra® Bii.

‘vadyavivartanapatuh ¥ (“padub C). svabhyaetaéita’(?) N.
‘bhyastatTta® J. khamyastagita® O. khabhyasta® C.

mukhadako dru°® Bi. marvamgikah JN.

pErimadhuritattirééa’ Bi. b. °dangikasvarandbhlyah Biii.
kathita purva® Bii.

pavidosavi® Mii. “vivarjitam Biii.

trikhamdaja :tha sauvarne 6§ (*jau sva sau® C). syaivarno Bi.
dantadanta® Biii.

vamdakaryo Bi.

‘randhra kurvI® Biii. amguliparvasa N.

ramdhrani ka’ Y.

"yt tann&nyarandhrasapta® C. ‘ramdhrami O. tatranyam

rapdhrﬁni J. tatrénéramdhrﬁni N.

svarpérdair Bi. e. °*kthakenda kala Bii.
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114.

115.
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117.

118.

119.

120.

121.

122.
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124.

125.

126.

127.

128.

129.

| e
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kald kalana Bii. sikthatena Bii.
phUtkara°® Mii. “°randhrat yavanty BS.

pumskasatdra® J. b. vamsikaih Biii. parikirtyato JN.

dv1ngu1as ca Biii.
atldradasavataramgena N. samupaksitah Bi.N. “ksitih Biii.

°dasammulo vamstah parah N. va@éi parah Bi. pamcadaéﬁmgulah
JN. pancadasaﬁgulam Bi.

saptadasangulam Bi.

phit°® Mii. pamkara® ¥y (yamkadra® C). prmkara® L.

"éraistham @aha Biii. '

tu jayatha 0. jayas tatha Bii.
tadangamuni® Bii. vamsa denigamuni® Biii. uttamd vaindis
tajhamuni® Bi.

“lam mito jaya N.

paficadikavanguld® Bii. pamoarlnava 5.
*ngulattd Bii.Biii. *dadapamcadasangu’ 6.

susthano pi ca 0. susthdano pi duh” C.
gatrnam BS. d. gun@na ete sayd samksipya darksitah N.

hulyatvagltlvadane Bii. °bdhulyavagTtava® Biii.
tavatrlmdlmto vam51matah J. tavan ni@di@to va°® N. vapéiko Biii

‘vambika® ¥ (vadika C).

°bh1nayor bhijBo Bi. “kaninayobhi® Bii. gamavakvah(?) Bi.
pamakabhyah Bii. °kadhyasphuta Biii.

‘m$iko ra ucyate N. vamsiko Bi.

rdhayuktas ca yuktad cety Bi. pramuktir ... ca yuktag ca ty
angulir gu Bii. °¢ ca yuktid cety Biii. prayuktarandhrayuktas

ca yuktas ce® Mii.

*vidya prodha°® B1 paudhita Biii. sukharatvam ca Y.
pumskrtesu 8. paficand phitkr® Bii. guna smrtadh Biii.

£Ttakavahustavdho O. vismarah sphu® Biii.

amadhurya ca Bi. vijfleya sa® B.Bi. saddosa phu® Bi. sadmesa
Bii. pumskrte kramat B. phutkrto kramat Biii. krama Bii.
prasiddhitah Biii. b. kasabalo(?) Bi.

xambikadyam ca vadyam ca ghantatorddha caccargharam(?) Bii.

jhampatalasya ma°® Bi. kartary akura N. kartary ekura O.
kartary advara C.
‘samjfiika J.
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132.

133.

134.

135.

136.

137.

D
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pariccheda 2

stadakaro Bi. sthalakarau O. sthulakarau C. ‘gamphitau Biii.
‘gumphilau §.

padmanT Biii. °sad§ééi ka® Bi. rajjapattitau Biii.

vakrapindam Mano.Mii. vakrdh pamca® JN. vaktad pafica® C.
yavapamcakagambhiramadhye . yavayamca® O. yavasaptaka O.

° : ° s/ _ / P ° 4 PP
prsthate ma® Bi. desas ca Mii. desam ca Biii.

madhyer gu® Bii. pattasttadi® Bii.
‘nirdagdhakamsyavinir® Bi. ‘nirmitanm §.

manTsinah O. °sind C.

dharya tar° Bii.

tiryadaksina® 6. tiryag® J. tiryamr(?)ksi® N. padidhvamsena
J. paridhasyena Bi.

tdlajfiai vada® Biii. vadayed caiva Bi. c@dayec caiva 6.

*laghuplutaih J. caiva plutadirghaplutauh N.

° /oo
samgavamsa® JN.

_56_



pariccheda &

1.a. ~d&hrTyate §. athovahriyate Bii.

b. °“sam apnudahrtih Bi. ales@m apy Bii.
2.a. haya ro® Mii. rodinisuta Biv. ‘saramandala® Bii.
b. ‘paraéuk;tam ta® N6 (°paéuk§t§m C). “parisatadamara’ 6.

‘paritya(?)tad" J. “‘paritya(?)ta® N. ‘rnamandita Bii.
dhuniruci® C. o

c. ‘mAnikhamda® JN. “prabhasimcaya°® O. ‘samaprabhavasificaya C.
*sTcaya” Bi.

c.—d. bhusana bhidaram vinitaflcahegvara C.

d. avuducumvi® O. ‘cumbanita® Biv.

jhaim jhaim jhaim krina BS. jhe jhe jhe krina Mii. dhom dhom dhom
krina L. dhom dho kripa ¥ (dhaum dho krina J).

tho thofigata nankita Bi. thofgata nahgata Bii. thongata Biv. thoikita
lamkita ¥ (dhomgita lankita N).

kratamatavatakita Mii. khatamatavatakita L. ratimatavatakita JN.
ratimakhacatakimta 6. khatamataratakici Bi. khrata® Bii.

dram (once) dramikita BS.Biii. +tram drimikikita Bi. dram drimikata
Bii. dram dramikijha Mii. dram dramilajhankijha Biv. dram dra dra
dri® §.

dhZmkum dham B. dhamku dhamku Bi. dhamkum dhamkum Bii. dhamku dhaku
dhamku Biii. dhamku jhamku Biv.

jh& tari (once) §N. jha tarT J. jha tari jham tari L. jha tari
thattari Bi. jham tari jha tari Mii.

ta yugatd B (tagatd@ J>. ta dugata Bii. t&@ drigatd Biii.

1) sa ni dha sa Bi. 2) ni sa ta BS. ni sa dham ga Bi. ni sa dha ta
¥ii.8. ni ga sa ga B (pi ga J). 3)-4) sa ni ga pa sa ¥. sa sa ni ga
na va L. 5) sa mam na $.Biv. sam ma na Bi. 6) sa sa ma ga ni f. sa
ma ga ni ga Bi. 7) sa sa ma §.

1) tenam tenam tenam Mii. 1)-3) ghe ma te md te nam te na tai nam te na
§. te pra te ma te mA te nam ta nam te n@ JN. tend tena tenam tenam
tendm tena L. 2) tend tena tenam Biv. 3) tenam tena Bii. 4) a Mii.
iti Bii. i Biii. i s& Biv. rha ya B.

3.1. dhanasitaragena §.

apT tava ... °sT dobhate Bi. dharafngar api tava Bii. dobhite
Bi.

b. ‘rasvapana’ Bii. ~°panadhata O. panadhata C. lobhite Bi.

c. ‘valadasakala® J. d. vibhuram stu Bii.
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4.1. matata® 6N. matha“ J. a. bharirahari Bi.
b. taravatagiri® Biv. ‘dambhadambhaprthu° L.
c. gopadasane Bii. &asanai L.

2) kita thonkila B. kita dhongana Mii. kita thohgana Bi. kitam
thongina Bii. kita pefjin&(?) Biv.

3) kita tato B. kita tant@ Mii. 4) miditi Bii. dimiki Bi. dhimiki
Biv. disiki ¥. disika L. ditthamaki Mii. 5) thohgana Mii.Bii.
thonganam Bi. thofijind Biv.

1) sanma sma $. 2) nimanigama pa J. ni ga ma ni ga ma ga Mii. ni ga
ma pa Biv. 3) tenna tena teld B. tenn@ tennd tena tenad Biii. tend
tend tena tena Biv.

Mii. now omits all verses and vrtti up to ayam eva prabandho (after
v.1l).

5.b. ‘stikamidha ¥. “kdpapepana patute J. kapesana patu°® §.
c. kumbharana J. kumnaddrana O. kunadarana C.
d. ‘layadha J.
6.1. kampata® Y.
a. gakrsta® C. “‘karatanayabuddhe C.
c. mam acchadhrta 6§ (mam accha® C). achadhrta JN. raksya mam

aksya® Bi.

a.~ b.1l. & 2. om J. 1) khomgakita B (khogakita &). thongakrta Bii.
thongikita 8. 2) kemkrina 6. kim krina N. jhemkrimna Bii. 3) ta tha
tha ri ki §N. t& thd ri ki Bi. tathvariki Bii. 4) dram dro §.

b.1) sa ri dhi pa Bi. sa vi dha pa LN. 3) dikata dramika Bi. dhikata
dramika BS. dhikata dimika Bii. dhikata dimidi B! 4) mitata ON. mi
ta tta L. dramitadtta BS.Bi.6. dimi t& tta Bii.

7.a. gasava® C. ‘madhuramadhuram aruna® N. ‘mecakatalalajjita® C.
b. lajjitasa avilala® N. °jitasa avilola® J. ‘savilola’ §.

8.a. ‘lamapitotama Y ("lamanitottama §).
b. damdam khamdana® J. pandita tri® C. tridadajitam Bii.
c. padavanvapa® §. ‘dugdhacaridhi® C. °ripam manasva" C.

a.1) ta ta tha y. ta ttad tha L. ta tta dha Bii. 2) ri ka ku Bi.

3) drimika dram Bii. drimiki dra Bi. drimika drT §. 4) kitathomgita-
namkita 8. kitathoigathohgatanahgana Bi. kita thongi thongi

nangita Bii.

b.1) sa ssd@ vi ga ma B. sa ssa ri ga ma BS.Biv. 2) pa dha ni sa@ BS.
3) tena tend B (tend n7 tend J). tendm tenam tenam Bi.

9.a. rupaka ta° 7J.
d. mapi midhehi §. éarapamana mayi dhe dvikalika vividha® Bii.
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10.1. athalayo talah JN. athakapo tala Bii.

°nT1aficala® Bii. °mndaraviha® Bii. ‘manasa Bi.

santl na sakala séhityataraﬁgaéftatipatih Bi. ‘tirnakamlasa-

sahitya® J.

c. padaviruddhasvarapatat@lasahitam ¥y. maidanijati® O. naida-
nTja C. °tam kalabhadredayam mand manavaratanibaddham Bii.

d. °éuddhapravaddha@ J.

oo

11.1. edapala® ... ekatakItalena N.

b. carunasupativaksana C. lambhitambumatajita Bi.
lambitasambhama® Biii.

c. mukuteyavaphdla gand tanu® C. vikatauddhura® O. phanigata
tanutar® Biv. “°ganatamur nir® N. himabhtdare Y.
himabhtidhvare L. ~°tanutajirahimabhudhare re Bi.

d. ‘patitam ujjanam Bii. paripatim amum janam avasyam ahar°® Bi.
ahirnidam 8. ahanidam Bii. nisam C. nigam uddharau ! N.
uddhare C.

1) ttd di mi® BS. a di mi di mi ka ta Bii. “mi ki jha Biv.
2) thongita Y. thofigata nangata Bi. 3) jhe kukum jhe krina Bi. jhem-
kriqa L. ke ke krina ¥. 4) s2 td ri re B (sam ta@ ri re J).

1) sa ma ni dha ga ma 8. ma ma ni ga dha ma Bii. 2) ni ra sa ma dha ni
8 (dha ne J). ni sa dha ni dha ma Bi.Bii. ni sa dha ni dha na ma ma 6.
3) dha tenam tenZm tenam tena tena tena a L. nam tena tend & J. dha ne
mam tenam tena tena @ 6N. dha tend@ tend tend tena @ Bi. dha tenanm
tenam tena tena tend & Bii.®.

12.1. prathakalayam ma® B.

2. ajayam eva pra’ Biii. svarapathitendvahitad B. svarapatha’
Mii.

3. suda’ Mii. “°damrtapravamdho 'py Uhyate B (uhyate J. utvate O.
utatve C.) ~“manam alekhi § (*nam a” O).

4. ségéasutoharapam Y. salagasutodaha® L. s@katasudodahara
daksi® Bii. °talabhabhalaksanah Mii. ubhalaksanam Biv.

a. Jjaya janaka® J. nikhibhuva® J.

b. hehaya® Bii. “‘patigajana Bii.

c. tarundsudhd® Bii. darddana 6. Sakaramanukula® 6. ‘nukulandana
re J.

a. ‘nirjarutarucara ya J.

b. om 6. 1) tidalL. tiyaaN tidyaalJ. i a@a Bi.
ti t3 3 Biv. 2) i a atti Mii. iaail. iaaTN baaal
J.iadaiBi. 3 aiaMii. ahial¥N ahialJL. ai @ Bi.
2T a Bii.Biii. 4) a i ti t& Mii. a hi ti ya B. aTa
iti ta Biv. a T ti a Bii. a i i a Bi.

13.1. mandalalaksane JN. a. 'kaladadaragada’ Bii. sadavakha-

danam §.

d. srtilava® Mii. duratura J,.

e. ‘susama’ Mii. f. dyunamdtro® Mii.

=

abhogeh J.
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e
w

nemi $a° Mii. mafijalanana°® Biii.
pralayaghanaghora® Bi.

‘siddhadasiddha

3)iaaiyap
Biii.

mandotita L.

‘nibhara Bii.

. iaiaBi.

ha 8. 2 i2aiatiati3a

* Bi. vin@sinah C.
1> raksah kr° §.

2) a ia Mii. a
a

=

TaaiBS. aT
Bi. T a ti a ti

c. surubhu’® 0.

bhaya jajire Mii.

ol o)

» P Dl

“kh

58]

=

ilamEnavab Mii.Biv.

i. aa T a Biii.
2 Bii. T aTadT

atiatiaaTdTa®8.

o

a i

T
a7 Bii. @ ha @ ha a ti a
i

a

Mii. 2) ‘panamannara’ J.

d. ninditajanrpa Biv.
gajavaraéum@o suranayaka gajavaraéumgodbhata B.
g. tatir tarjana J.

1>tiaalad@dTaaTaIBS, idaziaaiaBi. tiaaTa
aTaaaTBii. tiaaTadaTaaTaTBiii. tiaaTala
TaBiv. tiadiagdaiaaipfp¢taai ... J). tiaaiaia
i a Mii.

2) aaalLBii. aa0. Tdal

3) hi atiap. TaTaBi. TaTdaBS.Bii.0

1>TaTal @aTIBS.6. T@aTatTa TaBi. ti aTaaTBii.
iazai Mii.B. 2)a T aaTaBi aTaaTaBs. aisaaT
a Bii. 2T aaTaBiii. 3TaaTaBiv. aaiaaliaON
iaaialJ. aaidl

pranati cara® Bii. 1. bhupatimdnacapamum ud® 8.
kevalalaksanam O. a. °‘litacaksase J.

damkiraturasu® J. raksese J.

‘daranaraketave Mii. *daradarake® Biv. sarddhaiguna® Biv.

YtiaTaTtTiz

tiaTaIiIaTaETAETE Bii.

iaiaialia

atha kampah O.
ubhalaksa® J.
taracana 0.

Samalamadatvanaéfle 0.

T aTaTa BS.8.

i aia Mii.

a12T7TaT1T271T3 Bi.

ti-—;—-—

ti aiaaiaiahai 8.

atha kampaka J. atha tasmakah(?) Mii.

o P
namadavasile Bii.

ksamasahana® N.
garmarisu® N.

‘narayaso ga bhajati O.

mamdakr ama°® N.

madhucamsa® & ¢

2)T2aT a 4 a
3) TaT tiaTd
i ti ai g.Mii.
4) 8 J.

surapiti® Biv.

,-
samalamadavamadavanasile J.

*slitavihi® ¥. *vihitavihitavividha® Mii.Biv

‘yano so ga bhajati C.

.

amaramaramanikikararucirti(?) rucirakante Bii.

(mandal)a@makhavamalakavarucirakate C.

X °cada’ C). mama sayamatdpam § (°yapatapam C).

sardhaikunamatro Bii.

1> a T ti & BS.Bii.6. a I ti @ Bi
i

i Mii).
BS.8. Tai11aT1

b. malikup@a C.
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20.

21.

22.

23.

24.

25.
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bhavatam Biv.
lavam ipi Bii. na jitanuja (now repeats from above, a.)
api na jita bhavamtam §.

rajasayose krtaghose Biii.
1> aiati Mii. a
2) aaisa Mii. a
3> i sa i iti & Mii.

a ti Bii.®.
. aa a1 a Bi.
ti aBi. T a3ITti @ BS.Biii.
i a

taaT tatiaBiv. TaTtiaBii. i ti yg ti3dap (1 ti ya
ti ga 6).

1) ti @ iaptigatigad). aatiaMi. TaTaBi

ti a2 ti @ BS.Bii.8.

2) iaaipB.Mii. TaaTBS Bi.Bii.f8.

3) ti a T a3 BS.Bii.8. ti @ T a 7@ Bi.

dapc}akariharar}a° g.

‘tdla bhayala® O. b. padukadana® Biv.

diradi* C. ‘vaAsasam §.

dasihd® C.

‘va mamdalala® B. a. nispidusta® Biv.Mii.

vadati yati yadi khelaya N.

bhavati om. Bi.

*ka bhabhalaksanah Mii. a. jIivita nijanijamrta® Bii.
kralava Bii. ‘“gunagunanidhe Y (°kaharindgunanidhe C).
‘rogsavarisukhasamphati (now repeats from above, a.) ... vrgana-

dosarahitacalita® O. vrsavrsanadosarahitavanara® C.
1) ti a2a T a@ BS.Bi.Bii. 1)-2) ti a@a i aa i LN

TaaiaaTBiv. iazaiaai Mii.
2) TaTaaT BS.Bi.Bii. 3) aT aT Mii.
3)>-4) aTaTaaBi.Bii. aiaialN. aTai3dsé.
4) a T a & BS.Biv.
‘va mamdalala® f.
dapase O. kim ata natha Bi. °ti ki n&tha danayase Bii.
1) ia... Mii. tiaTaaiBS.8. TaTaaTBi.

aadaaTBii.

2) a T a7TBS.Bi.Bii.6. @T hi a i Mii. @A i a i B.
3YatiatiatiaaiapB atiatiatiaaO.
atiadaaBS.6. atiaiaaMii.

3)-4) aT aT&aT Bi. 4) T 2 7 a BS.Bii.o.
*lokaharana rana® Bi. ~“panditavapadam Bii.
padmalabha® Bi. °bhoganathaika® ... C.

‘mandalalaksanah B. b. nijanasasrtasi® Bii.
mamanva BS. d. makadara® O.
‘nrpatiddha(?)rita® O.

iti sdlagaharanodaharanam Biv.

talesu kalaksane meva gTtam pra® Bii. ‘ksanah tanah talesve® C.
(may&) tadbhyayatra Bii. apyapanyasta Bii. upapastam Y.
ket kudukkopaditalav apy ateti va® Bii. tatha santa Mii.Biv.
mandalalaksa® B. mantalaksa® Mii. ‘syobhayalaksanopyat-
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tadvatalasya vodaharanam 0. ‘syobhayalaksanepyatamvrtalasya
vodahara® C. ‘“kudukkdlasya ubhalaksanopadratd’ Bii.
evam Usvam(?) 0. evamikham C.

gana + + + ryam Mii. 7. dvivayam Mii.

kanar abho® Mii. ekakakhatvena Biii. ‘khandatena Bii.
mandalalaksa® B. 11. khamdapavat 6.

*gun@ dhruva iti Biv. “dahrtamanthagatre Mii.

‘pragati® L. sudhayah pari® Biv. sudhTyah pari® Bii. pari-
tosayitu 4a° 6. °ntu dramdatadah Bii.

jagankuroh Biv.

°yotugava@gavaé§vata@sﬁ° J. ‘codangava® Bii.
"bhimipati . |

‘harananam nama J. catuparicchedah J.
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COMMENTARY

pariccheda 1

1. Addressed to Jagannatha, whose "temple" is Laksni (as Sadasiva
explains), this mangalacarana verse is found in other works of
Purusottama MisSra and here helps to confirm his authorship of the
SangTtandrayana. '’ (°kandarananda® (Bi.Biv.) is apparently recorded by
K.N. Mahapatra (1961, p.19) from the Yamakabhagavatamahakavya and the
NTl@drinathadataka, but ‘nandi’ (Bii.Biii.Mi.) gives good sense and good
assonance with the rest of the line, as well as being supported by B.)
Niladri, NTlacala, or NTlagiri is the legendary hill on which was built
the great Puri temple; it is thus sacred to Jaganndtha or Purusottama
and is an object of Vaisnava devotion. Both in its own right and in
connection with Purusottamaksetramahatmyas it figures in many Eastern
Vaisnava encomia; to the references in Raghavan, NCC vol.X, p.182, may
be added more from the Orissan manuscript collections. In borrowing the
opening verses.of the Narayana for his Sahgitasarasahgraha S.M. Tagore,
perhaps inadvertently, credits at least some of the work to Orissa and

to Purusottama Misra!

2. In a second alliterative verse the author's devotion to Krsna is set
in a musical frame. The reading udirnaha@sam is noted by the Venice
copyist as occurring in an Orissan Ms., and is also offered by K.N.
Mahapatra (1960, p.cliv), though not found by me in any Ms. It is a
common enough Oriya tatsama, and gives, I believe, better sense than the

rarer udita (for udita). The 0. reading is interpreted in the Venice

1. See intro.
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copy as the plausible udara, but is in fact the same as C. (See

introduction for the 0/C relation and the nature of the Venice copy.)

3.-15. This passage in anustubh £1okas and lyric metres contains first
a continuation of the mangaldcarana and secondly an elaborate poetic
genealogy of the putative author Gajapati Narayanadeva. The mahgala-
carana is concluded (vv.3,4) with an attractively off-beat invocation to
Ganeéa, then one to SarasvatI, the latter again put in & musical frame
to et the ftons of the work., BS omits the verses, possibly following
Biv, or perhaps in the belief that they are spurious. K.N. Mahapatra,
one of the editors, was unable to tell me why they were not included;
they are found in both B and a (except for 6), and already existed for
Sadaéiva to translate in the 18th century. These genealogical verses
are perhaps the most difficult in the work, and Sadadiva sometimes
appears unable to interpret them convincingly in his Oriya translation.
The original in d. may have been karapuskara® (puskara = tip of the
trunk), but dara® of the Mss. is accepted by SaddSiva as meaning

"little, gentle" (of the tremblings).

4. Sadasiva identifies bala, the "young one", as Sarasvatl, and takes
istam in the sense of istadevatdm If the author does intend this, it
would appear to be a secondary meaning, as the word order more naturally
suggests "beloved daughter of the creator". Assuming Sadadiva's
identification tobecorrect ~ and indeed we would expect SarasvatI to be
invoked at this point in the treatise - then perhaps we have here what

Dowson (1968, p.284) reports as an Eastern Vaisnava popular tradition
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that links the goddess with Visnu, her traditional relation to Brahma

being changed to father/daughter.

5. The authenticity of the whole introduction, including the sragdhara
genealogical verses that now follow, is supported by the fact that they
are clearly, if skilfully, borrowed and adapted in the opening chapter
of Haricandana's SangTtamukt3vall, an 18th century work which was in
turn used by Narahari Cakravartin in his various works. Tag. removes
the genealogy proper (vv.5-10), and continues (after sutam bhaje): tato
‘tha nandmunibhih samiksya granthan krtams cadhunikaih kavindraih |
sangTtabhavarthassubodhanartham tauryatrikapam kriyate prabandhah [] On
the plagiarism of Tagore's work see Simon (Damodara, 1902, p.133): "Als
ob Tagore ein Interesse daran gehabt hatte, die Autorschaft des Damodara
zu verschleiern!" (Simon's indignation would have been even greater had
he known the indebtedness of Tagore to the Narayana.) This whole
section seems similar in style to passages in other contemporary Orissan
works such as the éfiéivalilém;ta“"; and was probably a conventional
manner of opening.

Bi. reads (and translates) dipanuriipa - “like lamps on this earth".
Nipa* gives more point to avatamsadh, “"floral ornaments". In b. Bi. has
"vicakrah but understands ‘ricakrgh in translation. The catalogue of
the Jones collection¢?’ cites vv.5-15 and shows several variants from
what I have found in L., but the manuscript is admittedly heavily

corrected around this point and verges on illegibility.

1. See B. Rath, 1983, p.14.
2. Tawney and Thomas 1903, pp.8-9.
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6. The translation understands the following order: “By whom (yaih -
b.) in the water of the Western ocean (aparajaladhijale - i.e. when the
kings' conquests brought them as far as the Western ocean) was washed
(aksdli) from their (pair of) silken garments (kauseyakoh, Oriya
orthography for kauseyakoh) the marrow discharged in streams
( *“dharalamajja) running in between the tusks (dantantaralonmilat®) of
formidable great elephants (°vikatamahadanti*) vivid (sphuta) as the
elephant (kumbhI) of Jambhari = Indra (i.e. Airavata) made manifest
(prodyat). By whom (yair) was dug (akhani)> a host of tanks
(hradaughah), plunged into (g&hyamanah - not found in any Ms. of the
muila, but understood by Sadadiva) ladies lovely in their joy
(pramadasuvadan&) and tired (éramyat) kings of snakes (kumbhTnasa-ina)."
Sadddiva glosses kauseyaka as paradala - 'silk cloth for holding the
sword' .

The order of words in the next few verses is indicated in the

translation.

7. The secular achievements of the kings have been extolled. Now the
author turns to their religious deeds, which, he says, also beautified
the land; first are listed the prominent temples which this traditiom
ascribes to them. (Sadddiva glosses Sarafhga as Rahgandtha and confirms
that Venkatadri is Tirupati). Then is singled out the chariot of the
temple at Kopﬁrak; the author, says Sadaéiva, fancies that the chariot
covers in 20 dandas the distance ordained for the Sun to run in 30

dandas. (1 danda = 1 nadika = 24 minutes)‘'”, and thus puts him to

1. cf. note on v.329, p.128 below.
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7 _.
shame. OSesanga”™ their fame was almost as extensive as is the stature

/
of Sesadeva.

8.-9. continue to extol the religious piety of the kings, assiduous in
their honouring of Brahmins. The conceit in 8 c.-d., says Sadaéiva, is
that the elephants themselves are excited into rut by the glory of the

scene, s0 that the so0il in the streets is muddied by their must.

10. We are now brought specifically to the principality of Parlakhimedi
and its kings, and naturally in the present context Narayanadeva's
musical expertise is singled out. kundat (d.) appears to be a
contracted form of *kundayat, from a denominative *kundaya—-, "being like

a kunda flower".

11.-12. The treatise is here characterized, at least in part, as a
nibandha (compilation) from older sources. The author does not hereby
disclaim any value in his own contribution. The acknowledgement of
former authorities is a necessary convention; éérﬁgadeva (S.SR. I.15ff.)
sets geat store by his mastering of previous work alone, and the
commentator Simhabhupala explains, much as Purugbttama does here in
v.12, that one object is to encapsulate conveniently and intelligibly
the work of older authorities. tauryatrika: the triple musical art,
i.e. that of vocal and instrumental music and dance. This small book

(pustam) will reduce the whole complex of musical science to manageable

size, just as the components of an army can be reduced when seen in a

mirror.
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13.-15. kva rajyatvam ... This is an expansive echo of Kalidasa's
Raghuva@éé, I.2, both in the kva ... kva paradox and in the figure of
the ocean. Tag. conveniently omits the difficult verse 15. There is
perhaps an echo here too of the self-criticism in Raghuvapéa I.3: "Dull
in intellect and yet ambitious for poetic fame, I shall expose myself to
ridicule, just like a dwarf who raises his hands to pluck a fruit only
accessible to tall persons." But there is perhaps also a reference to
the practice of describing the villain, prescribed in Vidvanatha's
Sahityadarpana for the opening of a katha (VI.333: "At the beginning
should be verses containing a salutation and also a description of the
wicked man etc." (adau padyair namaskarah khalader vrttakirtanam.)
Vidvanatha cites the Kadambari of Bana as an example. The Eastern
Sahityadarpana was certainly known to Purusottama, as it is referred to
(as "Darpana") again later. If this is the case, then the author
probably intends two meanings; in the other meaning the deity, as the
‘essence in the body of the devotee' is the bhakta-antaryamin, and khala

is the mischievous boy (bala), Balakrsna.

16. Tag. reads pirnpam catur’ (as in §), and unnecessarily changes idam
to imam paficamam vedam is in fact predicative (see translation). The
appellation of "fifth Veda" is a status confined in early literature to
itihasa but later commonly ascribed to music and other Sastras to lend
the notion of sacred authority.<*” Like other aspects of Sahthaééstra,
the label here seems to have arrived with the package of Nétyaéﬁstra, of
which music was a part. The beginning of BhNS. (I.2-25) gives the

1. 1T am grateful to Prof. R.F. Gombrich and Prof. B.K. Matilal for

helping me to understand this verse and several points in the preceding
passage. 2. cf. Katz 1984, p.59; Pollock 1985, p.514-15, 510.
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account of the transmission of the natyaveda from which the present
version is ultimately derived. The gods ask Brahma for a form of
diversion which may be both seen and heard (v.11: krIdaniyakam icchamo
d;éya@ éravyap ca yad bhavet) and may be accessible to men of all
varnas, a "fifth Veda", since the sudras may not listen to the already
existing Vedas (v.12: na vedavyavaharo 'yam sa@é}avya@ éﬁdrajgtigu /
tasmat srjaparam vedam pahcamam sarvavarnikam //). Brahma agrees, and
(v.16) "calling to mind all the Vedas, formed the Natyaveda, which was

born of ahgas of the four Vedas" (sarvavedan anusmaran | natyavedam
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tatad cakre caturvedangasambhavam). Abhinavagupta explains that the

angas here are pathya etc.

17. The account continues on the same lines as BhNé., where (1.17)
Brahma takes the four elements in the same order as here; the tradition
can be traced in many works prior to the Narayana“'®, though the

immediate source here is not clear.

18.-21. The ordering of introductory topics is common to many sangIta
texts. 8SR puts the mirga/deéi distinction (here in v.25) between his
list of predecessors and the gitaprasamsi, but otherwise the order is
similar and is probably adopted by Purusottama from Harinayaka's
treatise, the intermediate text through which éérﬁgadeva's material is
brought into the Orissan tradition. There is nowhere any evidence that
Purusottama quotes éérﬁgadeva directly, or even that he had a copy of
the Ratndkara; unfortunately no copy of Harinayaka's work as such has
yet been made available. (See note on v.35 below.)

The prayojana ("function" or "use") has its root in BhNé 1.14-15,
but more closely resembles SSR and the Abhinayadarpana, where prayojana
is actually a part of the praéagsé. SSR. I.i.8: “Who can properly extol
the greatness of gita, being as it is the sole means of attaining
dharma, artha, kama and moksa." (tasya gitasya mahdtmyam ke prasamsitum
isate | dharmarthakamamoksandm idam evaikasadhanam //). Nand.AD. v.8

“,.. (Brahmd) fashioned this sastra, which grants dharma ..."

1. See for example Nandikedvara, Abhinayadarpana v.7: rgyajuhsama-
vedebhyo veddc catharvanah kramat | pathyam cabhinayam gitam rasan
samgrhya padmajah || vyarIracac chdstram idam .
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(vyarTracac chastram idam dharmarthakamamoksapam /). The same notion
and the same formula are applied to whatever is the main subject under
consideration; for Purusottama it is the whole complex of SangTta, for
Nandikeévara dance, and éﬁfhgadeva has (I.1.24-25) limited the scope
here to gita (vocal music). The capacity to bring the rewards of the
caturvarga is frequently.claimed also fogﬁther subjects in their own

e
sastras.

22. This standard definition of SahgTta is found in all the medieval and
later texts. The éiromapi may, however, have been aware that some
authorities on music held to earlier definitions of Gandharva, which did
not include dance. Vhen the constituent elements of Ga&ndharva (the
strictly musical element in the BhNS. and the subject matter of the
Dattilam‘'”) came to be equated with mirga sangita, a sense of
distinction was preserved, but was perceived as the difference between
marga and desT music. Thus the 12th or 13th century Pardvadeva, after
dealing with the older topics such as éruti, svara, mirchan® etc. in his
first chapter under the heading of margasangita<=>, gives the triple
definition specifically for desT music (PardvSSS. I1.2): "The song,
instrumental music and dance that is found in various regions (deda),
pleasing to kings and ordinary folk (alike), that is known by the name
DeéI. " (dedesu deéégu nareé&aréﬁﬁy rucya jananam apil vartate ya | gitam

/
ca vadyam ca tatha ca nrttam des1tindmnd parikirtita sa //) Sarhga-

1. M. Lath argues at length in his edition (1978) that Gandharva was a
discrete form or body of forms of music, different in scope from the

later sangita. ,
2. The broader uddeda for marga comes at ParsvSSS. 1.6 (ed. Brhaspati,

p.4): svaragramau tathd jJatih vardhamanadigitakam | alapadikriyabaddham
sa tu marga i1ti smrtah 1
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deva, on the other hand, seems to include dance in his definition of
sangTta, both mArga and deéT (I.1i.21f: gItam vadyam tatha nrttam trayam
sangItam ucyate || margo deéTti tad dvedhd ...)

The post—BhNé. term saﬁgf%a itself suggests a “"concerted" form. The
sangItaka‘'®, mentioned several times in the Ubhayabhisarika of
Vararuci<#®> and once in éfihar§a‘s RatnavalT<=’ was a form of music in
which all three elements were present. It is possible that the term

saﬁgita came into use alongside or even after this theatrical form.

23. The Vaisnavite verse is balanced in some Mss. by a Saivite statement
on the value of music. The verses 23=.* do not appear in any of the
Orissan Mss (a). I take them to be interpolated in the JNorthern“
tradition of B, where perhaps after the migration of the work from its
Vaisnava home they were considered desirable. I am unable to find the

/
Saivasarvasva from which they are quoted.

24. na ca trivarga®...: This prose vrtti is transferred in BS to what
the editors obviously considered a more logical position, after v.20

(... °‘phalapradam). There is no manuscript evidence for this change,
and the vrtti may stand here if vv.16-23 are considered a continuous

unit. Here is explained the dastric statement that natya (and hence
sangita) is trivargasadhana. 1 understand <iti> after natyam, as does
Sadaéiva in his Oriya version; in Bi all of the vrtti, including this

sentence, is in Oriya only. An upalaksana is a term which includes a

1. cf. Vatsyayan 1980, p.99-100. 2. I have found the following
references (in the 1922 Patna edition): p.2, 1.8; p.7, I1.23; p.8, I.7;
p.12, 1.20. 3. Bombay 1890 ed., prose following I.5.



pariccheda 1

secondary or extended meaning by implication; trivarga, then, is
considered to mean simply "all the Purusarthas".

gitajno yadi ...: the Saivite reward is apparently a consolation to
those who fail for some reason to find liberation. Possibly the
interpolation at 23=:® was made in order to expand this notion. The
verse is from the Yajhavalkyasmrti, Prayascittadhyaya (II1.iv.116),
where no such contrast is made by the mention of Rudra. The passage
preceding this in the Smrti states that Brahma or Moksa can be attained
by the singing of s&man or the gitakas (aparantaka etc.) or by vIna-
playing. “(But) if the person versed in music does not by his yoga
attain the highest realm, then he becomes a companion of Rudra and
delights with him." yogena has been replaced by gitena, not only here
but in other texts which quote the smrti, such as the Visnudharmot-
tarapurana (GOS ed., III.18.,v.6). If there is any point in the change,
then the suggestion may be that even if the music itself fails through
some obstacle, still the mere understanding of music may bring
liberation. Viramitrodaya's commentary on the Yajnavalkya verse
stresses that moksa is still attained in this case, and is in fact the

intended meaning of “becoming a follower of Rudra®.

25. By the time of the medieval treatises such as the &SR marga has come
to mean "0ld" or “classical", or more particularly the corpus of musical
forms and theory that were perceived to be described in the Bharata
tradition. So SSR. I.1.22-24; "It (sangita) is twofold, marga and desT.
MErga is what was sought out by Brahmd and others and was practised by
Bharata and others before éiva; it certainly bestows prosperity. But

that vocal and instrumental music and dance which pleases people

_10_



pariccheda 1

according to their different tastes in different regions is called
DeéI.“ (ct. Pérévadeva, note 22 abave). The subject matter of the
present treatise is DeéT, Marga being assigned to heaven; it is not felt
to be in current use. The extent to which the term mdrga was considered
to mean gandharva in various texts is discussed by Lath 1978 (see
especially pp.166-87). De$T music became a prime topic for
Saﬁgitaééstra from the time of the BFhaddeéT of Matanga (and possibly in
other previous texts which do not survive). MBrhd. 13-15 and later
Abhinavagupta (Abh.Bhar. on BhNS 33) clearly use the word Marga
differently from éérhgadeva; for Matanga it appears to mean a kind of

DedT which was bound by certain features and rules. '’

26. As is clear in the tramnslation, I take prathamoddistatvena with
gitasya and vaksyamanataya with tadanupapattebh.

SSR.I.i. follows the Purvacaryasmaranam (vv.15-20) with the
definition of Sangita (see note 25) and then an additional verse on the
supremacy {(pradhanya) of vocal music. This is expanded by a praéépsé
(eulogy), and then follows the padarthasamgraha or uddeda (list of
topics) for the whole work. Purusottama states that gita is the “"first
topic" and yet depends on, and therefore logically follows, nada. This
may mean that in the uddeda he follows (and his tradition essentially
adheres to tha£‘of éérﬁgadeva) gita comes first; in a loose sense this
is true, for it precedes the uddeda proper in SSR. Then the prior
treatment of nada has to be explained, since it is dealt with before

gita now. Or it may simply be that in the three elements of sangita
1. See Lath 1978, pp.168-69.

_11_
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gita precedes vadya and nrtya. A £astra typically has a strict uddesa,
the order of which it follows in its technical discourse. The Narayana
does not state its uddesa at the outset, but at vv.38-39 gives a
sectional uddeda for the topics concerning the formation of melody.
This scheme itself represents a logical argument, building up the
elements of melody from the first principle, which is sound itself. The
scheme was already established in MBrhd. (and essentially in BhNS and
Dattila) and was followed by SSR and subsequent tradition. The first
part of this (na nadena vindg ... first appears in MBrhd. vv.16-17) also
shows the introduction of a further philosophical element into sangita-
éastra, in which sound is seen as the origin of everything.¢'® The
doctrine is essentially that of the nadabrahman, in which actualized
(Zhata) sound is a manifestation of the absolute conceived of as sound
(see below, v.30). But a tantric element is also present in the account
of how sound is actually realized, elaborately described in SSR's

explanation of the psychophysical process (I.ii).

27. atma vivaksa® ... The verse is taken from éSR I.1ii.83, where
however the second pada ends in manah, not yatah: "the mind activates
the fire." The "fire" is the source of energy in the embodied indivi-
dual. miruta is pranpa, the vital power or breath. The different
locations and courses of the prana will be explained in yogic terms
(vv.60ff) as the origin of the different svaras. Essentially this is the

anatomical counterpart to the physical explanation of ahatanada below

1. See Prajnanananda 1963.

._12_
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(v.30P); "struck", i.e. “actual" sound is produced by the collision of
two things, and in the body this happens through the interaction of the

fire and the vital breath.

28.-29. In furtherance of this point, a nirukti (semantic etymology) is
offered, namely a version of the explanation in MBrhd. (v.22): nakarah
prana 1ty ahur dak@ras canalo matah |. These verses (28,29) are copied
by Narahari (Ghanadyamaddsa) in his SangTtas3@rasafigraha and ascribed by
Prajnanananda in his editioq to a SangTtasara (see note on v.35 below),
from which it will be seegzgj;ugottama draws many other verses. Narahari
himself gives the same ascription when the same verses are used in his
Bhaktiratnakara (see VaisSS, p.158). This version differs somewhat from

SSR. I1.iii.6, which speaks of the actual "meeting" or "interaction"

(samyoga) of the two elements.

vyavahare tu ... This is derived from $SR. I.iii.7: "In practice,
however, it (nada) is said to be threefold, mandra in the heart ... each
being successively double." (vyavahdre tv asau tredha hrdi mandro
'bhidhTyate | kanthe madhyo mirdhni taro dvigupaé cottarottarah 11
vyavahare tu makes more sense in éSR, where the distinction is made with
a preceding, more philosophical and less "practical" fivefold classi-
fication, omitted in the Narayana, ranging from "extremely subtle"
(atisuksma) to “physically processed" or “"artificial" (krtrima); this
was in turn derived from MBrhd. (v.23). Practically (vyavahare),
however, there are three classes to take into account, namely the three
registers of pitch.

“Successively double" is explained by Kallinatha (Adyar ed.

vol.I,p.66) as meaning that the prayatna, effort, to be used in

_13_
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producing the svaras in the higher register is twice that which is
necessary for the lower. Or, he says, the dvaigunya can be seen in terms
of the éfutis; this presumably means that from the bottom of the first
sthédna to the top of the second we pass through twice as many drutis as
are contained merely in the first, and similarly from the second to the
third. The matter is left rather vague by Simhabhupala. He quotes a
passage from ParsvSSS. (Brhaspati ed. p.5, vv.10-13), which is derived
from an explanation already found in Dattila (vv.8,9). This interprets
(without fully explaining the dvaigunya) in terms of drutis, and
contrasts the arrangement of sthanas in the body with that on the vina;
in the body we have tara (high) notes successively higher in position,
but these on the vipa are successively lower. Further, the sound (nada
in the madhyasthana is twice that in the mandra etc. (ParsvSSS v.1l:
dVEVigé%tividbo mandro dhvanih safijayate hrdi | yathottaram asau nado
vinayam adharottaram /11111 sa eva dviguno madhyah kanthasthane
yathakramam | ...>. The underlying concept is elaborated on by éSR, in
the figure also found in the Narayana below (v.40). The body is
envisaged to contain strings (nadyah), arranged like a vina, one string
for each éruti (i.e. a vInd of the ancient harp kind, though this no
longer exists at the time of the Narayana and the exact significance of
the figure may well have escaped writers of this period). The
arrangement of this $arira vina is the reverse of the actual played

vina. Lath argues that the concept is already present in Dattila.<'’

30.-31. Logically perhaps this should have preceded the discussion of

1. Lath, 1978, pp.197ff.

_14_
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actual musical sound (v.29) as does the equivalent verse in éSR
(I.i1.3). But Purusottama explains in v.34 that he has simply selected
statements from different sources on n&da which show the true diversity
of treatment. Earlier $3stra had distinguished "struck" and “"unstruck"
in order to show the dependence of actual musical sound on the

vunstruck® of the nadabrahman.

32.-33. Though not stated, the immediate source for this is SubhSD (I1.,
p.-15). Much of the dastra is drawn by Purusottama from this text, which
is also largely a nibandha. The passage brings us back to the Tantric
account of the genesis of bodily sound, and attempts to encapsulate the
whole topic. The source of vitality at the nabhicakra in the
brahmagranthi is described most fully in SSR 1.1i.145ff. but is already
found in MBrhd. vv.18-19.

t;tfyaé cdpi ...: this kind of n&da is produced by a combination of
the human body (by blowing) and an inanimate object (the instrument),

and is thus ubhayasambhava.

34. Although the logical priority of nada to gita is realized, Purusot-
tama has not been much concerned with the strict logical arrangement of
topics within ndda. Here is what amounts to an explanation; the matter
is not of much practical importance, but, being aware of the diversity
of treatment and emphasis in earlier authorities, he and other writers

of his time are compelled to include it as an essential &8stric subject.

35. 1 take a. to be a metrically unsound hemistich. The publication (or

discovery) of a complete SangTtasara will probably show gltam ...

_15_



‘sahitam to be the first words of a ééfdﬁlavikrf@ita stanza. For
convenience I have treated a. and b. as halves of a single sloka, though
here, as often throughout the work, half-<lokas are quoted alone. The
quotations from the KaumudI and the GitaprakaSa are also the beginnings
of verses.

The Sangitasdra of Harindyaka is one of the main sources for works
in the Orissan tradition. Panigrahi states in the introduction (pp.11-
13) to his edition of the Gitaprakada (16th century), which also uses
Harinayaka extensively, that he has copied a manuscript of the work, and
on the basis of its readings has corrected many verses in the Git.Prak.
He quotes the opening verses of this Ms., which show that Harindyaka was
born in the family of éfTraﬁga Mahapatra of Karpatakavataka, tentatively
placed by Panigrahi in the Rajamundry region of Southern Orisss. Much
material from SR is quoted by the Orissan works directly from
Harinayaka, and it seems that the Saﬁthaééra was, at least in part, an
epitome of the Sangitaratnakara. (In v.152 below there is some
indication that Purusottama also uses another SangTtasara.) The
“KaumudI" is the SangTtakaumudI, said by Raghavan (1961, p.6) to be by a
king called Sanasena. In support of this unusual name he quotes a verse
from one of the prabandha compositions contained in the Madras
manuscript (Triennial Catalogue 1922-23 to 24-25, no. R.4163), which I
have not been able to see:
é}fhadgovindapédéravinda[vandbya]madhupéhanﬂdbupayamEha—
sanasenaviravaranarapatina viracitah bhigavato vasudevasya

1Tlakalapakalitapadabandhaprabandhavaro daéEvatErékbya iti | The Orissa

State Museum has two manuscripts of the work (MS. Mus/3<*> and Mus/5¢<®?,
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which also I was not able to see.“'” My guess is that the passage
quoted by Raghavan is from the anibaddha alapa of a prabandha much like
the composition in the 4th pariccheda below (see the alapa numbered as
'verse' 10, text page 205). The style and wording are closely similar,
and it is likely that the true reading (easily corrupted in Oriya script
mMtosadl , or in the transition from Oriya to the NagarT of the
Madras Ms. or its prototype) has ‘madhupayamanamanasena
viravaranarapatina viracitah... The author's name, if in fact stated
here, is then king Viravara. But Viravara was a common kingly title
among the Gajapatis©*°® and the king's name may not be here at all. The
GItaprakasa has now been published in an edition by N. Panigrahi. The
available evidence suggests that the author of this work, Krsnadasa
Badajena Mahapatra, was a celebrated singer and poet who for part of his
career was in the service of the Emperor Akbar, and is called by Abul
Fazl in the Akbarnama "Mahapattar".<®’ Badajenad (bada = “great", jena =
prince), was a common ksatriya surname in 16th century Orissa, as was
Mahapatra, among high officials. The "Naradasamhita" is the 15th or
16th century Paficamasarasamhita ascribed to Narada. The work survives
only in incomplete manuscripts in Bengal. Two Calcutta fragments were
published in 1977¢<24>, Raghavan‘®’ notes other manuscripts from Dhaka,
also incomplete. The published fragments do not contain the verse
quoted here, but many of the rEgadhyEnaélokas quoted by Purusottama
below are to be found there.

These definitions stress different aspects of gita, and take
1. cf. K.N. Mahapatra 1960, pp.168-69. Two othes are mentioned in the
Museum's Alphabetical List of Mss. 2. e.g. of Haricandana (Viravara-
rajakumArasriharicandana) and his father. 3. see Beveridge, Akbarnama

vol. II, p.381; Krsnadasa (ed. Panigrahi) 1983, intro. pp.4-9.
4. Banerji 1977. 5. New Catalogus Catalogorum vol.XI, p.41 (1983).
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different senses of the term. The SangTtasara and Paficamasarasamhit?
agree, except that their notion of mdtu differs. In their view, gita is
a structured composition with dhatu or avayava. Literally a "limb", the
dhatu is used as a defining characteristic of the prabandha, which is
dealt with later. matu, rather vaguely defined by the Sira as the
melodic part, is said by NarPSS to be the ftext part. This sense is
already found in SSR II1.2, where it is contrasted with the geya
("melody" or "tune element") in explaining the meaning of the term
vaggeyakara (“composer"): van matur ucyate geyam dhatur ity abhidhIyate/
| vacam geyam ca kurute yah sa vaggeyakarakah |} The word is a
Dravidian loan; Kannada matu = "speech"<'”, and the loan is found in 0ld
Marathl (though not to my knowledge in the modern language)<Z>. It is
tempting to suppose that égrﬁgadeva picked up the term in the Deccan and
imported it into musical terminology. The definitions of the Kaumudi
and GitPrak are wider and are not linked to the prabandha. The GitPrak
verse comes, probably through some intermediary, from $SR IV.1: rafjakah
svarasandarbho gitam abhidhiyate /, "a charming stringing together of
svaras is termed gita." This reading is preserved in the first ullasa
of GitPrak as published, but all manuscripts of the Narayana, and I
presume the author himself, read rafjakasvara®, which might be
interpreted to emphasize the charm of the svaras rather than that of
their combination. The importance of the sandarbha is deliberately
stressed by Kallinatha in his commentary on éSR (Adyar ed. vol.II,
pP.203): ...radjaketi sandarbhaviéégapap na svaraviéégayam /

There appear, then, to be in the later {Fstra two different ideas

1. Burrow 1961, p.322 §3960. 2. Master 1964, p.37.
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of what can define gT7ta. The first of these, the svarasandarbha, was
inherited from $SR (IV.1f.); there were two varieties, said éE}ﬁgadeva,
gandharva and gana, of which nowadays it was the gana that was
performed; then in IV.4f. gana itself was said to have the two types,
nibaddha and anihaddha. By the time of the Narayana these are said to
be the divisions of gTta itself (see v.345). The newer use of the term
gita, perhaps under the influence of the vernacular, suggests more a
(structured) "song". The Orissan treatises on the whole support the
emphasis on text; even the GitPrak, which has opted at the outset for
the svarasandarbha, eventually (in the 4th chapter, on gitagunas) states
that the vakya, verbal part, with all its various embellishments, is of
the highest importance (Panigrahi ed., p.29, v.4): esu sarvesv api
gunesv avaéyakatamaq tv idam | gunalankararasavadvakyasya grahanam tu

yat /1 (Unlike Panigrahi, I take guna’...‘kyasya as a single compound.)

37-39. For want of contrary evidence, I assume that the NarPSS quote
continues to pramodanat. v.37.b. is obviously connected in content with
the GitPrak verse just cited. If by guna® is meant the gTitagunas, then
the two occurrences of the word in a. and b. must refer to different
sets of gunas, as the list of these (in the prakirna section below,
v.571f.) pertains both to dhdtu and matu. Ojasvita is an important
concept in poetics. Ojas, “force" or “"energy", already honourably
mentioned in the BhNé., was seen as one of the merits, gunas, of kavya.
For writers like Dandin it inhered in the use of compounds with atten-
tion to to affective euphony, and it came to be associated especially
with the Gauda (Eastern) style. Vidvandtha, whose work was popular with

the Orissan saﬁthaéEstra tradition, speaks (Sghityadarpapa VIII) of
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three gunas only, namely "“sweetness" (m&dhurya), "energy" (ojas) and
“lucidity" (prasida). All have to do with the use of particular ranges
of sounds, and all are stressed especially in their relation to rasa and
their effect on the mind. So ojas, which Visvanatha says is manifested
by aspirated consonants, letters combined with r, the cerebral series
and the sibilants sa and ga, is the~term applied to being "fired", or
having one's mind expanded (v.4): ojad cittasya vistArarupam diptatvam
ucyate. The concept is used perhaps more generally here, to suggest
simply that sounds are an important emotional stimulant in the poetic
side of gTta.

nada evatma ...: 1 take eva here to mean "only", and to stress the
distinction between melody and text. The uddeda for the constituent
topics of nada is now given, both in order to explain that dhatu is the
tune element and to introduce the logical order of the rest of the argu-
ment. The progression is from sound itself to jati, which is a struc-
tured arrangement of pitches with aesthetic content. Each topic, de-

rived from the éastric tradition, will be taken up in order separately.

40-41. The body produces its nada with the vital breath, and this Zhata
nada is differentiated into twenty-two degrees, the érutis. We return
now to SSR's elaboration of the égkfkavfbﬁ'concept (I.1i1.8ff). Each
&ruti is a separate string of the instrument, lying horizontally and
with the lowest pitch at the bottom, resting on the heart (which is the
position of the mandrasthana, cf. v.29). The voice, because of natural
physical imperfections, is unable to sound each of these separately, but
a true vina could demonstrate the tones. The classic theoretical

/
demonstration of the number of srutis and their magnitude is found
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described in BhNS. The famous two-vina "experiment" was frequently
quoted and interpreted in subsequent texts, and it is precisely at the
point of argument which we now reach in the Narayana (after the
statement on the n&dfs in the body, I.1ii.10) that SSR refers to it. His
view is that each of the two vinds had twenty-two strings. "“To show
them (the grutis) clearly, we demonstrate them on a pair of vinas; two
vinds are to be identically made so that they will sound alike, each
with twenty-two strings ..." (vyaktaye kurmahe tasam vinadvandve
nidaréanam 111011 dve vine sEd;ééu karye yatha nadah samo bhavet | tayor
dvaipéétis tantryah ... ) For Purusottama the ancient drutis are
clearly of no practical concern anywhere in his work; the details of the
experiment are not important enough for mention, or perhaps the SSR's
mention of it was not even available to him, so that tradition simply
recorded the fact that the vina was so used. Subh. SD. (p.48) remarks
that one can know the grutis from the vipa and other <string instru-
ments> and the svaras from the flute: vfﬁédes tu éfutijﬁéhay svarajﬁ?ha@
tu Vagéajam /| By this is probably meant that the position of the svaras
is fixed most correctly and immutably by the holes of a wind instrument.
This caorresponds to a direction given by MBrhd. (v.28): dvisrutis
tridrutié caiva catupérutika eva ca | svaraprayogah kartavyo vapée

chidragato budhaih I/

42-46. The number of érutis to each svara, i.e. the druti-distance
between svaras, in the sa—grama, is here described, with a list of names
for the individual Srutis. As throughout this introductory section the
theory pertains to the ancient tonal and melodic system, which is of

importance for the transmission of Sastra but not for the contemporary

_21_



pariccheda 1

practice of Purusottama's time. In the ancient theory the svaras, when
at unmodified pitch, are placed on the last of the &rutis in their
respective éruti—groups. The svaras are said to "contain" the $érutis,

whether 2,3 or 4, in a theoretical ascending microtonal scale.

A7-54. svaranam ity atra ... The common view after Dattila and Matanga
differs from that implied in the BhNS. in holding that the €rutis
logically precede the svaras. Dattila's explanation is as follows
(vv.10): tabhyah kambcid upadaya glyante sarvagitisu | Zdriyante ca ye
tesu svaratvam upalabhyate /| “From these (sc. drutis: if reading

tebhyah, sc. nédaviéegebhyap, still effectively meaning drutis) certain

ones are taken up gnd arg sung in sii the gitis istylesi. To those that
are (thus) emphasized is accorded the status of svara."“'® Matanga

presents several different possible views of how svara is generated by
éruti, but the logical priority is established for éSR and subsequent
tradition. How then can we explain, asks Purugottama, the phrase in
43.a which seems to state the opposite view, that four érutis are born
of the svara sa? The explanation is that ‘j&h derives from the
causative (nic) sense contained in jGan. If this is rather contrived,
the true explanation may be that the verse is a corrupt conflation of
something like the version in éubh.SD. (p.48), the Damodara being often
openly quoted inthe Narayana: néndfviéslﬁsumukhfvicitrEsapbbavE@ sada |
sadjo mato munindrena bharatena Sivena ca Il (The reading is

unnecessarily queried by the editors of this Calcutta ed.»

1. Lath 1978 p.207 and Nijenhuis 1970 p.10 read (following the printed
Trivandrum edition) ... upalabhya te /| svarah ... and create, I
believe, an unnecessary problem in translation.
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siddhih prabhavatI ... This second list of names, with the deities
they represent, 1is intended both to confirm the relation of svara to
éruti and to demonstrate, as Purusottama says, that names vary with the
region. Saﬁgftaéﬁstra texts show several different systems of Sruti-
names. Some of the many names suggest auditory or musical qualities,
but as a whole they look more like presiding female emblems or deities;
in character, if not in detail, they resemble lists of Tantric yoginis
found in ritual and exegetical texts.<'® The origins of these
particular lists, which are specific to the drutis, are yet to be shown,
but a full survey of those available may eventually yield a regiopal
pattern. The NandT-Vidald list appears to have come into the Orissan
tradition from the Sangitadd@modara of Subhankara (an Eastern text of the
early 16th century or slightly earlier<=>)., In effect this becomes the
“Eastern" nomenclature, though I hesitate to assign any Eastern origin
before earlier sources come to light. (See also note on v.83 below.)
The commoner nomenclature is that used by SSR (1.iii.31f.) and
subsequently by Kumbha SR (I.i.2. v.83f.), ékaapyha (RasakaumudT,
1.43f.), Ahobala (Sangitaparijata v.42f., in which the author states
that he is following a "Naradiya") etc. Purusottama's second list, said
to be from a “Kohallya" - and quite possibly received from an older
tradition ascribed to Kohala - is quoted without ascription also by
"Narada" (Sangitamakaranda I.78ff.). “Narada's" list shows a number of
variant spellings, to some of which the Narayana's readings may be

improvements. A quite different system was accepted by ParsvSSS (in

1. I am grateful to Alexis Sanderson for this information. 2. See
discussions of the slender evidence for dating this text in the Calcutta
edition (Subhafkara 1960), pp.13-15, and in the Madras edition of the
same author's Hastamuktdvall (Subhankara 1952-59), intro. pp.2-8.
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the Brhaspati ed. pp.7-8), which separately names each of the 66 drutis
in the three sthanas. A list which is essentially the same as
Parévadeva's is given by M.R. Kavi from a Sangitasiiryodaya (early 16th
century). '’ Finally a further list should be mentioned which
Bhavabhatta (2nd half of 17th century) uses to label the "instrumental"
(yantraja) €rutis in his AnipasahgTtavilZsa.<2>

Srutisth@ne svaran ...: Contradicting the idea that the exact course
of tranformation of a particular 4ruti to a particular svara can be
accurately known, éubh.SD.(p.48) quotes several comparisons, the first
of which is taken by the Narayana. (The whole passage is preserved by
Ghan.SSS. I.47ff.) “Just as the path of fishes freely swimming in the
water cannot be determined <once it has been taken>, nor that of the
birds in the sky, so the éruti manifested in a svara <cannot be
traced>." (fale sucaratam margo minZnam nopalaksyate | gagane paksinam
yadvat tadvat svaragata érutip /1>. The notion seems to be that the
continuum of drutis is extremely hard to differentiate until one of them
becomes “"embodied in%, or “transformed into" a svara. This Sruti is
then learnt, says éubh., by instruction, just as we learn to discern the
ghee in o0il, or the fire lurking in a piece of wood (both the ghee and
the fire being concealed until we reveal them): yatha tailagatam sarpir
yatha kasthagato ‘nalah | jnayate 'tropadedena tath@ svaragatd é}utig I
The argument probably originates in the kind of philosophical discussion
found in MBrhd., concerning the precise way in which a druti becomes a

svara. ¢3’; éhbhaﬁkara seems to favour the idea of “transformation".

1. Kavi 1951, pp.955 and xxi; the work is aid to be by Laksminarayana of
the court of Krspadevarﬁya of Vijayanagar. 2. See Bhavabhatta 1921,
p.-31, and BﬁatkhaQQe 1984, p.70. 3. cf. Lath 1978. pp.Z208ff.
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Purusottama is prepared to refer briefly to this theoretical issue, and
then let the matter pass, by stating no more than the impossibility of
perceiving the precise antecedent of the svara. Similarly he is ready
to pass over the Srutijatis, a classificatory system found around this
point in $SR (I.111.27). Purusottama understands this to have been a
way of grouping together those among the svaras (etesu) which are of
equal numbers of drutis. N. Ramanathan 1981 has shown more precisely
what this system had attempted to achieve.

The presentation of these arguments has led to the conclusion that
it is gvara and not €ruti that is of practical significance. Some
traditional etymologies of the word svara are now classified as types
familiar to Vyakarapa and to the philosophical tradition influenced by
it.<'* The first is a yogarudha. This is a word whose meaning, while
consistent with the combined meaning of its component elements, is by
convention limited to a special object. (The standard example is panka-
Ja, meaning "lotus" rather than anything that is "mud-born".) The
elements here are gva and ra. SSR 1.ii1i.24,25 interprets as yah ...
svato Laﬁjayati é}otrcittam, “that which of itself (without any
assistance) delights the mind of the listener". Though the reading
svaro (§) may stand for svato and may show a more direct influence of
éSR, Purusottama apparently follows éhthD. (p.30) in taking the first
element as svaran, “sounding".

kiqvg ... appears simply to give another possible version, slightly
closer to éSR, rather than a different class of etymology. Purusottama

may be saying that nothing here explains gva, and ignoring the link
1. cf. Matilal 1985, p.393f.
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between ra and raﬁjayanti; in this case the word is a rudhka, i.e. not
"derived" but of purely conventional meaning. Alternatively there may
be a lacuna here (indicated < > in the text and translation); another

etymology was offered which showed the word to be a rudha.

57.-59. The names of the individual svaras are now stated in full before
being shown to be yaugika. The shorter forms sa, ri etc., evidently
abbreviations from the Middle Indo-Aryan or vernacular equivalents of
ga@ja etc. (sajja, risaha etc.)¢'’, are not used in the earliest
available sources, namely the Nar.Siks., Dattila and BhNS.<=>. For the
sthanas, “"registers", already mentioned above (see note on v.29 for
dvigunah) in connection with nada, is now cited a verse from some other

source in the context of svaras.

60. etesam yaugikatvam ... The unabbreviated names are now derived. A
yaugika word retains a meaning which is the same as that of its combined
components. For sadja two versions are offered. The first
(unattributed) is already found in the early Néradfyaéikgﬁ (I.v.7-11) as
the first of a series of svaranirukti-s.<®> Vith some variants,
ParévSSS I.41f. uses this list and cites other verses (from Matanga?)
for Dhaivata and Nisada, which are not explained by Narada. Kallinatha
on éSR 1.411.23 cites, and expands upon, Matanga in giving alternative

versions for most of these nirukti-s.

61. The B manuscripts number the next verse, up to tena kathyate

1. see Mette 1980, p.90 for a full list in the Thanangasutta. 2. cf.
Viddess 1980, p.9f. 3. cf. Nijenhuis 1970, p.94f.
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(here v.67%), as a continuous quotation. The list, and not just v.61,
is in fact taken complete from SubhSD §3 (p.30). Variants in the
printed text of Subh. are noted in the apparatus. Some of the
explanations correspond in content, though not in wording, with the
tradition of Nér.éikg. and Pardv.SSS. The emphasis is on the course of
the vayu, maruta or prana, the vital force or breath (cf. vv.27 and 30),
already stated to be the vehicle of nada in the body. (cf. SSR.I.iii.d4:
"(Maruta, the vital air,> situated at the navel (in the Brahmagranthi),
rising gradually upwards manifests dhvani (i.e. the @hatanada) in the
navel, heart, throat, head and (finally) in the mouth." (brahmagranthi-
sthitah so 'tha kramad urdhvapathe caran | nabhihrtkanthamurdh&syesv

avirbhavayati dhvanim I1)

62.-64. cf. Nér.éikg. I.v.8-10, PArévSSS 1.42-44 etc. BS's "labelling"
of v.61 is an editorial addition referring to the Sangitamuktavall of
Haricandana, a work later than the Narayana. It is true that the Mukta-
vall ascribes the verse to the Niradasaphitg} but this is not inconsis-
tent with NEnyapa's having taken it from Subh.SD. Other passages which
the Nﬁrﬁyaga takes from éubh. are, when in turn borrowed by Haricandana,
for some reason ascribed to a "éivasa@hita“ (cf. vv.69f.-70 here in BS),
as if he was reluctant to acknowledge the SangTtadimodara. The svara
portion of N&rPSS is yet to be recovered in the original.

In 62 we might have expected yada vayur utthitah. Subh. SD reads
varna and is thus accurately quoted here. (MuktavalT I1.41 has varna
udyatah). Varna has several different technical senses, but here seems
to be used in a non-technical way to mean "sound" or “"musical note".

Possibly, though, the subject of kurute is still Vayup, understood from
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the previous verse, and the meaning is that the air comes forth as a
note (varnah) or in a note (varne), making a roar etc. ca udano, not
an impossible metrical hiatus in &astric anustubhs, obviously troubled

the B scribes. (See supplementary notes).

'4
65. This differs from NErSikg. and ParévSSS., which speak, not of the
ancient doctrine of five breaths,‘’’ but, more in line with the other
verses, of the vayu rising from the navel and coming into contact with

four other organs, the chest, heart, throat and head.

66. ParsvSSS (I.46) seems to derive dhaivata from the verbal root dhr:
“The vital breath, rising from the navel, being "held" (dhrta) in place
by the several organs, throat, palate, head and heart, is called
dhaivata." (nZbheh samutthito vayuh kap?hatéiuéirohfdi /
tattatsthanadhrto yasmat tato 'sau dhaivato matah 1) Kallinatha

quotes Matanga in another nirukti also using the root dhr.

67. This is the standard nirukti found in many texts. The intended
meaning is that this svara brings the whole series to completion, the
scale of the other svaras "coming to rest", i.e. stopping, with it.

(cf. ParévSSS I.47, MBrhd. 64, etc.)

68.-70. Parallel passages for these "emblematic" systems are quoted by
Nijenhuis (1970, p.98f.) The idea is ancient, as are many of the
details. NEr.giks. has a cow for rsabha, and both in that text and in

1. c¢f. Eliade 1969, pp.384-85.
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the later Sahgltamakaranda a horse serves for dhaivata. éuthD. is
unusual in connecting rsabha with the bull; the system may be
contaminated here from the nirukti ideas (cf. v.62). In the svaradhyaya
portions of later sangita texts much of the material is of antiquarian
or philosophical, rather than practical, interest, since it refers to a
tonal system no longer current. It is unlikely that many authors
seriously wished to uphold a connection, except as a popular conceit,
between animal noises and the notes of the gamut. But here was a
popular tradition, a musical "lore", which it was also a duty of the
gastra to record; the educated man would need to know such lore to
understand erudite references in poetry, ¢'> and scholars should be able

to refer to the $astra for authority in such matters.

71.-73. In any given melody the various svaras will be of greater or
lesser importance. The fourfold "hierarchy" of notes is already
described by BhNS. <=> The prominent or “"dominant" note is termed wvadin.
The Narayana's definition is descended from SSR I.iii.48: vadl ..
prayoge bahulah svarah |/ Its function of “determining the raga" is
already similarly described in MBrhd. (p.13, 11.15ff.) and is related
there to the etymology vadanad vadi, “"vadl is so called because of its
"speaking" (vadana)." Matanga concedes that we do not use the word
"speak" for an inanimate object like a svara in the same way as we do
for a living creature; we use it in the sense of "demonstrating"

(pratipadakatvam) rather than articulate speech (vacanam), and what the

1. T have briefly discussed one example in Katz 1982. 2. Parallel
passages in other texts are given by Nijenhuis 1970, pp.125-131. In some
places, as will be clear, I favour a different translation or
interpretation.
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vad] "communicates" in this sense is "the (true) raga-nature of the
(particular) raga", that is to say it defines the raga. (kim tat
pratipadayati | ragasya ragatvam janayati |) Verse 72 here - vakti
régﬁdiniécayam - 1s surely an oblique {(and perhaps no longer conscious)
reference to this discussion. The vadi “"expresses" (vakti, glossed in
the vrtti as kathayati) the true nature of the raga. Pandit
Vanambaracarya, the editor of the MuktavalT, attributes the words vakti

"‘niscayam to Harindyaka, perhaps on the basis of a manuscript he had
of this work.<'’

The definition of samvadi also refers to ancient theory. The
concept is that of harmonic consonance in the sa-scale (grama), which is
the basic scale under consideration. The scale current in Purusottama's
time was certainly differently arranged, but at this point he is still
dealing with classical theory only. In this scale the svaras are

arranged as follows:

The relationship of samvaditva, consonance, was perceived to exist
between svaras a "perfect fifth" or a "perfect fourth" apart - expressed
in ancient theory as intervals of thirteen and nine érutis respectively
(BhNS. xxviii.23 etc.) The definition is expanded in MBrhd. with the

words samasrutikatve sati, “there being equality in the number of

1. See Haricandana 1955, p.13, ftnt.
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érutis". It can be seen that the svaras in each pair of “consonants"
have equal numbers of drutis: sa-ma, sa-pa (4-éruti); ri-dha (3-druti);
ga-ni (2~6ruti). ma and pa, though both being 4-éruti svaras, are only
four érutis apart, and not the requisite nine or thirteen; they are
therefore excluded (paficamasya na mah kvacit). ma and ni, though nine
drutis apart, are also excluded by their not having equal érutis; or
rather let us say that the perceived lack of consonance between these
svaras (which in our equal-tempered d-mode would be consonant) was
explained in this way.

vivaditva, “dissonance", is said (BhNé xxviii after v.23) to be the
relationship held by notes 2 &rutis apart, i.e. ri-ga and dha-ni:
vivadinau tu te yesam dvidrutikam antaram tad yatha rsabhagandharau
dhaivatanisadau |  Purusottama's formula in 73.e is derived from SSR
1.111.49: nigav anyavivadinau | ridhayor eva va syatam tau tayor va
ridhav api I/ "“ni and ga are vivadin to other svaras, or to ri and dha
alone, or ri and dha are dissonant to these two." The notion that the
2-éruti svaras are dissonant to all others<'’ is not taken up by
Purugottama's source, since the only vivaditva accepted, as by other
authors, is that of ri-ga and dha-ni. (MBrhd's explanation of this
"dissaonance" was in terms of note substitution; ri could not be
substituted for ga (or vice versa), nor dha for ni (or vice versa),
without violation of the melody, whereas “assonant" svaras could be
substituted.) But without the words nigav anyavivadinau the rest of the
sentence in éSR is syntactically odd; what does tau refer to? The words
have had to be juggled, with the awkward va tu tau tayoh resulting and

needing explanation in the vrtti. The Mukt., in reading pani, deprives
‘
1. cf. Shringy, Sérﬁgadeva 1978, p.151f.; Lath 1978, p.233.

_31_.



pariccheda 1

the line of any musical sense.

anuvadi bhavec ... Dattila (v.19) does indeed say that “the other
svaras are anuvadin (except the dissonant ones).” This meant that if
there was no other relation pertaining, they were simply "“assonant",
i.e., according to MBrhd., substitutable without violation of the

melodic “grammar".

74. The vrtti here, which follows the tradition in most details, seems
to misunderstand the syntax of 72.d. and interprets pancamasya as
governed by samaéfutip. In fact it goes with mah in stating an
exception to the rule that two svaras with equal drutis are samvadin,
I can make no sense of the Mss. reading dhaivatanigadayor (74.7).

vadi nrpas ... This o0ld formula occurs in almost all texts from
MBrhd on. A melody is perceived to contain, and to be built from the
interaction of, the four classes of svaras, just as a society contains
the four classes of political persons. The predominant svara, governing
the character of the melody (cf. ragasya ragatvam janayati etc.), is
its "king", and the svaras that are consonant with the vadi work in
“harmony", or close relation, with it. Purugottama, like all older
commentators, states that the anuvadi, which "follows" or "“serves"

(anucarati), can do so either for a vadi or one of its samvadis.

75. Dattila (v.11f.) makes grama the first principle in the grouping of
svaras, and subordinates the vadin/sapvadin etc. division to it.
Dattila's logic must be that the details of which notes are consonant

etc. must depend on which of the gramas is under consideration. Though
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BhNS has to presuppose grama to explain these relations (see v.23), éSR,
and hence the Narayana and its tradition, do not mention grama until
now; Purusottama's account of samvaditva clearly referred only to the
sadjagrama. The essential concept attached to grama (as also to its
meaning "village") is that of “grouping", samuha, and ordered grouping
at that. So SSR I.iv.1, gramah svarasamuhah syat. The early texts seem
to agree that the grouping still does not refer to actually sung scales;
the patterns of melody in performance are simply based on pitch
relations of the grama. I believe this may be the meaning of
atisuksmabhava in this unascribed verse, namely a “subtle" or

“incorporeal" entity lying behind, or prior to, actual melodic scales.

76. svarEpEp suvyz®.... The notion of "orderly"<'® grouping in grama is
here glossed in suvyavasthanam.

paﬁcamaé cen .... The critical difference in pitch relations
between the two gramas sa and ma was the position of the svara pa (cf.
éSR I.iv.2: “"sadjagrama obtains when the paﬁcama is on its (own)> fourth
éfuti; but if the paﬁoama is on its penultimate (i.e. third) éfuti, the
madhyamagrama is produced." (gagjagrﬁﬁwp paﬁcame
svacaturtbaérutisa@stbite / svopEntyaérutisaysthe 'smin madhyamagrama
isyate /1). The only scale actually in use at this time was the sa-

grama, and one might say that the definition is "QaQJagfama—centric“ in

1. Kallinatha and Simhabhupala egpand considerably on the comparison
with a community. See Shringy, Sarngadeva 1978, p.161f.
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consequence, since the pa is considered to have four drutis to start

with!

77. As in earlier tradition, the third grama is said to exist only in
heaven (cf. SSR I.iv.5: pravartate svargaloke gramo 'sau na mahitale)
jEtibbip is unlikely to refer to the melodic jatis, which will be dealt
with later as a more advanced stage of melodic development. The
reference here must be to the érutijﬁtis (the topic was dismissed in
v.55). The svaras group themselves in a given grama according to their

classification and by means of the placing of the érutis.

78.-80. Mirchana will be defined in v.81. Curiously the topic is
introduced here ahead of schedule. The precedent for this can be found
in §SR's definition of grama as a "group of svaras which is the basis of
mirchana etc." (I.iv.i: gramah svarasamuhah syan murchanadeh sama-
érqyap /> At this point, then, mirchana is simply a defining charac-
teristic of grama, and the different sets of murchanas give another
definition of the difference between the three gramas. Those of the
third, the ga-grama, are omitted in the tradition used by Purusottama;
this is the meaning of noktah, and not just that he omits them now. They
were, this rightly suggests, in any case not heard "on earth", even when
the other two were current. Those authorities that gave the murchanas
for both the current gramas expressed the scales in a chart,
mﬁrchanEmag@ala, in which they can be read, ascending and descending, in

several directions. The mandala is described by MBrhd. (vrtti on 95-96)
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and followed by Kumbh.SR3j. (II.1i.1) etc.“'’ The mandala is given by
Purusottama in his udaharanani:
(The sa-grama:) sa ri ga ma pa dha ni
ni sa ri ga ma pa dha
dha ni sa ri ga ma pa
pa dha ni sa ri ga ma
ma pa dha ni sa ri ga
ga ma pa dha ni sa ri
ri ga ma pa dha ni sa
(The ma-grama:) ma pa dha ni sa ri ga
ga ma pa dha ni sa ri
etc.
81. The mirchanamandala thus shows the compass or “content" of each
grama. The next subject is the nature of the murchana itself. 8l.a,b
corresponds in content and wording, though not in metre, to SubhSD iii
(p.32): svarah sammirchito yatra ragatam pratipadyate | murchanam iti
tam aha bharato grEmasambbavEm I1 Mukt. (I.61) has only the Subh.
verse, and GhanSSS (I.79) has both the Subh. and the present verse
lifted from the Narayana. Elsewhere too Purusottama has refashioned
verses inherited from earlier works. If our reading is correct, the
awkward ca in b. is simply a metrical "stop-gap". This reading is found
in Mi. and is supported by GhanSSS and Gitacandrodaya (VaisSS p.178);
further, it is similar to the reading adopted for éuthD., though the
editor notes tam ahuh kavayo gramasambhavam from another Ms. The "sage"
is normally Bharata, and Bharata himself is named by Subh. Definitions
and ideas are often attributed to Bharata quite incorrectly by the later
sangita texts merely as an indication of ancient authority. Bharata's

definition (BhNé xxviii. 32) is, of course, unrelated to réga, and is

given only after he has detailed the mirchanas, and their names,

1. See discussion by Lath 1978, p.238f.
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in the two gramas. Mirchana is, he says, the term given to "seven svaras
in ordered sequence" (kramayuktah svarah sapta murchanety-
abhisagUﬁitE? /> This is considerably expanded by Abhinavagupta, who
speaks both of the order of notes in the mirchana and of the order of
mirchands in the grama. Bharata adds that those sequences (tanah) which
have only six or five svaras are called saddava and audava
(gappaﬁcasvarakés tanah §§gavaUQUvitéérayﬁp [v.1. ’vauquvasayuﬁitébl).
This indicates that tana has the weak sense of “"scale". In our present
verse tanatraye also appears to mean "in the three scales", but
Purusottama considers these to be the three gramas, as he shows in full
in v.82, GhanSSS (I.80) and Gitacandrodaya (VaisSS p.178) change the
word to gramatraye. Verse 81 is both a definition and an etymology; the
latter differs slightly from the old nirukti of Matanga (MBrhd. 94),
followed by many other authors, in which the word is said to mean "that
by which the raga develops" (murchate for (?) murchyate), the root murch
meaning "increase". éhbh.'s interpretation is rather that the svaras
themselves are "increased" or "spread out" in such a way as to become,
or tend towards, a raga.

é?kahEyapa° ... 1 do not know which Ramayanatika is meant here,
but I find no evidence in any manuscript, or elsewhere, for changing the

reading with BS.

83.-85. The murchana names, a different list from that of éSR,“’ are
from Subh SD, and again seem to be effectively an "Eastern" tradition..

J
The éSR list is the same as that in the BhNS, and some of the names it

1. For extensive coverage of all the names and their systems see
Nijenhuis 1970, p.133-29.
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contains are in a more technical or "acoustical" vein.<'> It is
tempting to see the present names as éaktis, listed in this version by
éiva, perhaps in some ritual context. But the list has some overlap
with the “éruti—yoginf“ lists noted above (vv.43f. and 47f.), and indeed
the first four of the "Eastern" éruti list (cf.v.43) occur as the first

— - . . 4
four murchanas in the more standard series of SSR etc.

86.-87. The ééivite tone continues in this statement that performance of
a mirchand can expiate even the most heinous of sins. <2’ According to
Abhinavagupta (on BhNS xxviii.34) the murchanas, and also the (other)
tanas which will be mentioned, were performed in yajﬁas. Vhether or not
Abhinavagupta was in a position to know this, he relays a tradition that
this was the case; he concedes that the mirchands have "no application
in the (musical or dramaturgical) agama (=4astra), but quotes as
evidence for earlier performance a ritual instruction that at a certain
rite "three gathas should be sung by means of the uttaramandrad
(mirchan®)“, tatha hi darsitam uttaramandray& tisro gathah. <=’
Purusottama, it will be seen, dismisses as irrelevant the names of the
ténas etc., which had clearly been of ritual significance when they were
current. Similarly he presents a rather formulaic statement on the
merits of murchanas - a recognition, as it were, that they had once been
of some use in ritual performance.

murchana eva tanah ... This is the first line (the second part of
the verse is used in v.88.b) of what is quoted as a 4-$1oka passage full

in the Mukt&vall (p.18) and is there said to be from the SangIitasara (of

/
1. cf. Shringy, éﬁrﬁgadeva 1978, p.169. 2. SSR attributes this to
the jatis (I.vii.114). 3. GOS ed. vol. IV, p.30. cf. Lath 1978, p.147
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murchand eva tanah syuh Suddha arohanasritah |

tesam bhuritard bhedah kas tan kartsnyena vaksyati [/

tatra bhedapratyayéftham Suddhan katipayan bruve |

ekasvaro dvisvaraé ca trisvaraé ca catuhsvarah I/

pancasvarah satsvaras ca saptasvara 1t1r1tab /

tanah sapta kramat tesam namany atra pracaksate 1

&rciko mantrikas caiva samikaé ca svarantarah |/

audavah sadavas caiva sampurnas caiva tadrsah 1

“The mirchanas themselves .... Of these <i.e. the tZ@nas> there are

innumerable varieties, impossible to list in full. I shall mention the
several duddha ones, in order to indicate the differences. The seven
tanas are known as “one-svara", "two-svara", (etc., up to) "seven-
svara". Their names are, respectively, Arcika, Mantrika etc."
There is a logical gap here between the two halves of the first dloka;
teggg refers to all the tanas, including those classed as "incomplete
oblique" (asampurnakutatanah) by 8SR 1.iv.35f., where the same
classificaton (related to techniques of Vedic recitation‘*’) is given.
Like the tradition noted as that of "Visrankhila" (= Visakhila?) by
MBrhd. (vrtti on v.105) and that actually found in Dattila, (v.30)<%?
this account does not seem to admit any difference between a "pure"
heptatonic murchana and a heptatonic tana. Dattila (v.25) and other
early authorities included also hexatonic and pentatonic mirchanas; and
these too were considered by some to be no different from tanas, though
there were tanas that were not murchanas but were simply based on
mirchanas. BhNé xxviii.34 states that the eighty-four (i.e. the

permissible hexatonic and pentatonic) tanas‘“® are miirchanasritah,

glossed by Abhinavagupta as tasam avastbéviéegép, “"special/particular

1. In the printed edition of the Muktavall the Sanskrit vrtti appears in
footnotes, and thereby has the appearance of an editorial addition.

2. See also NarSiks.I.i.2, where the terms &rcika etc. are explained
without reference to tanas. 3. See discussion by Lath 1978, p.246.
4. cf. Shringy, Sarngadeva 1978, p.182f.
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forms of the murchanads". This suggests that there was for some early
authors a difference between the two.

The wording in Harinayaka's first line (used by Purusottama, 86.b)
seems related to, but different in meaning from, SSR's definition of
tanas (1.iv.27); tan&h syur mirchanah Suddhah sadavauduvitTkrtah |
Though not unambiguous, this appears to mean "tanas are suddha ("pure")
mirchanas rendered sadava (hexatonic) or audava (pentatonic).” dedba
means that they contain only the standard notes without the permissible
modifications. This definition seems to underly that which is now quoted
from the éuthD (printed ed. p.33). 1If mﬁrchané—éegasagérayﬁ? is the
correct analysis (and not mﬁrcbané—aéega’, which could mean something
like "entirely dependent on murchana/the murchanzs"), then it is the
sadava and audava patterns that are being dealt with - derived from
those parts of the murchanas which are left after the dropping of one or
two notes. The figure 49 can be arrived at in more than one way. In
BhNé (xxviii.36), Dattila (v.33), éSR (I.iv.27f.) etc., this is the
number of the gé@ava tanas alone, from the two grEmas; sa, ri, pa and ni
can be dropped in the gagjagréma, and this introduces four varieties of
each of the seven murchanas, thus 28 tanas. In the madhyamagrama sa, ri
and ga can be dropped, thus giving (3 x 7 =) 21 possible tanas. The
total is 49. Alternatively Subh. may be simply relaying the tradition
found in Vayupurana 86.30¢'”, Nér.éiks. I.ii.8, Visnudharmottara
XVIII<=> etc. that the three gramas together generated a total of
49tanas, the names of which are given but without further details. A

last possibility is that the two traditions have merged, there being no

1. Deniélou 1859, p.50. 2. Baroda ed., Visnudharmottara 1958, p.43.
Daniélou 1959, p.122.
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longer any practical need to state the exact nature of each tana.
vistaryante is the remnant of a nirukti which derives t&na from the root
tan "to stretch/extend"; cf. Kallinatha on SSR I.iv.27, tanyate

vistaryata iti tanoter dhatoh ...

88.-91. This shows that the second half of the Sloka, bhed& bahutaras

., was intended to apply to all tanas, or all kutatanas, though the
context was less clear in the "Harinayaka" passage quoted in the
Muktavall (see note on 86 above). The kutatanas are the numerous
patterns used in performance and (in theory) derived by permutation of
the notes in Suddha tanas (whether “complete" or hexatonic or pentaton-
ic). Here the reckonng is limited to the heptatonic tanas of each mur-
chana in a single grama. The precise number 5.033 is what is arrived at
by a simple mathematical calculation of all the possible combinations of
seven factors (7! = 5040) from which are subtracted the seven pure
scales, starting one on each svara, which are the same as the murchanas
and are not kirita ("oblique") tanas. The figure was widely accepted in
earlier texts, Dattila v.39, éSR I.iv.32f., etc. Similar calculations
can (and in SSR are) performed for the "incomplete" tanas, and eventu-
ally every possible note pattern is covered, but the exercise is dis-
missed below (v.121) as irrelevant. agnistomikatanena ...
The names of the duddha tdnas of both the sa- and the ma-gramas are
ancient and are given in full by V§yupur5pa (86.20f.), MBrhd. (106-117),
éSR (I.iv.72f.) etc. The first is Agnig@oma, and similarly many others
are related to Vedic yajhias. The tradition (already noted as being
mentioned by Abhinavagupta) was that the t@nas and the mirchanas were of

practical use in the musical accompaniment to ritual. By extension,
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there was a view that the performance of a tana bearing the name of a
sacrifice could bring the benefit of that particular sacrifice: (SSR
1.iv.90) yadyajfiandmi yas tanas tasya tatphalam isyate | In Saivite
terms, moksa is the attainment of S&vatva, and this is the
tanaprayojanam cited from a “Tanadhikara", apparently a Saiva text or
part of one. The dismissal (v.91) of the nomenclature on grounds of
practical irrelevance suggests that 90.c. and d. do indeed belong
together as a quote, and that the iti of Bii.Biii. (90.c¢) is not to be

accepted; otherwise 90 would be even more redundant.

92. Under the heading of Varma are classified the several possible
patterns of melodic movement. After the tanas, SSR deals very briefly
with the topic of sadharana (alternative renderings of notes by
“accidentals") and then comes to varna as the essential criterion of
melodic shape (I.vi.l): ganakriyocyate varnah sa caturdha nirupitah |
“The making of a song is called varna, which is fourfold." Purusottama
follows the tradition of BhNé and SSR in dealing with varna at this
point. Dattila places varna (v.97) after jati, the final stage of
scalar or "modal" construction; this order suggests the idea that the
four varnas can be brought into play only when the full details of tonal
compass, strong and weak notes, and cadential tendencies of certain
notes, are established. SSR seems to take a slightly different view; so
far only the permitted svaras and scales have been mentioned, without
reference to the actual construction of a musical performance. Melody ,
in this view, is constructed by alamkara, “embellishement", and all the
various embellishments are founded on one or other of the varnas. (This

dependance of alamkara on varna is ackowledged by all authors.) The term
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glankara here is not, as later it sometimes became, synonymous with
gamaka, which is treated as a separate topic, although some of the
alankaras are described in very similar terms to some gamakas. The term

is wider, and is applied to melodic movement in general.

93.-95. This is ultimately derived from, and is almost identical with,
SSR 1.vi.2 (which has sthitvd for sthayam and cet for yah in a.). All
four possibilities - remaining static, rising, falling, and "circuitory"
motion - are covered.

varna bhavanty ... This is expanded by v.95; the meaning is that
the alankaras can be classified according to the particular varnas on
which they are based. The exact meanings of these terms are discussed
at length by Lath 1978, pp.300-303, and it is clear that for éérﬁgadeva
they had a somewhat different definition from that current in more

ancient texts.

96.-97. A detailed enumeration of the 62 alankaras is omitted, and we
are referred to a work called Alankdracandrika, also by Purusottama.
From its title this work was thought by S.K. De to be on poetics, but
the present reference shows it is more likely to have been about musical
alankara.¢'> It seems that Narahari (Ghanaéyémadﬁsa), like us, had no
access to this work. SSS omits reference to it and makes no further
comment on the details of alankara. The GItacandrodaya (VaisSS p.184ff.)

draws its illustrations from Ahobala's Sangltaparijata. While the

1. cf. Raghavan 1934. Unfortunately Raghavan had access only to the
Madras manuscript of the Narayana, with its strange pancasatparlklrtitah
and other dubious readings (to which he added some of his own). He could
therefore not accurately assess the evidence.
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Alankaracandrika text is unavailable, we may surmise that its content
followed the alankara examples of SSR's chapter on "Varnalankara"
(I.vi), though apparently not the details of its classification in
varnas. SSR lists 63 patterns, with an admission that these are the
prominent (well known, prasiddha) ones, the total possible number being
infinite. Kallindtha comments (Adyar ed. vol.I p.155) that these
pertain to the Uttaramandra <(murchand> and are just given as a model
(dinmatrapradaréanartham) on which those for all the other mirchands can
be constructed. These are: seven for the sthayivarga, twelve each for
arohI and avarohI (the latter being merely an inversion of the arohT)
twenty-five for saficarT, and seven others which seem to preserve
distinct characteristics of more than one varna, and are thus not merely
further saficarfs. Certainly the wording of vv.96-97 here echoes SSR
I.vi.63-64:

iti prasiddhalankaras trisastir udita maya /|

anantatvat tu te Sastre na samastyena kirtitdh |

raktilabhah svarajhanam varpangapam vicitrata |/

iti prayojanany ahur alankaranirupane |
"Thus I have described the sixty three well known alankaras. Since (the
total number) is infinite, they are not dealt with comprehensively in
the é3stra. Creation of charm, (thorough) knowledge of svaras and
variety in melodic structures - these are the object of delineating the
alankaras."
The Narayana's threefold prayojana is at first sight the same as that

/ /

given by Sarngadeva. But Sarngadeva may be referring to the knowledge
of the svaras and of their aesthetic appeal in combination, this
knowledge being achieved from the demonstration (or "description" -
nirigpana?) of the alahkaras. This appears to be Simhabhupala's

understanding;

raktilabha iti | svaranam ranjakatvajnanam svarﬁpajﬁana@
sthayyadivarnanam vaicitryam cadlankaraniripane prayojanam |
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Purugottama (or his source) alludes unambiguously to performance; he
speaks of the "exercise" or "study" in svarajhana, and for varnanganam
vicitrata has varnaganavici® (varpajﬁéna‘ of BS is clearly wrong). But
this practical benefit may also be part of SSR's understanding in
vicitrata. The Nardyana account includes more obviously two different
circumstances; first, the alankaras can be used, perhaps much as sargam
exercises are still used, for enhancing the singer's command of svara,
and secondly the interest of a melody in performance depends on the use

of variety in such configurations.

98. At this point (I.vii) éSR embarks on a description of jati, the
“melodic type" which will be seen to be a classificatory structure in
which are accommodated the ragas. The jatis are already described in
the earlier $astra (e.g. Dattila vv.48-97), and égrhgadeva follows this
tradition in detailing certain defining characteristics or criteria, of
which graha, amSa and nydsa (initial, predominant and final notes) are
the first. Purusottama describes these first, before following SSR's
list of jatis. This may be considered more logical, as éﬁrﬁgadeva has
immediately to presuppose knowledge of these features when defining the
ébddhajétis (I.vii.2) as those in which, among other things, the
"eponymous" note is nyasa, apanyasa, apéa and graha. But Purusottama may
here be deliberately separating these general features from the subject
of jati; graha, apéa and nyasa are presented rather as features of gita,
song in general, and of raga in particular. Jati can then be given
later rather as another defining ingredient of raga.

In SSR I.v11.290-30 thirteen defining characteristics (samanya-

laksanani) go into the making of a jati (being an expansion of the ten
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mentioned by Dattila, BhNS etc.). These are considered a logical
sequence. Here again SSR slightly differs from Dattila and follows the
BhNé except for the addition of the "secondary" pauses, samnyasa etc.,
which BhNS knows but does not include in this list. 1In all systems
graha is the first ingredient mentioned.

vv.98.c, 99.a-c,1, and 101l.c are taken from GitPrak VI, and

ultimately, according to Panigrahi<'®, from Harinayaka.

99. Apéa, again in accordance with tradition, is placed second by §SR in
the list of jati-ingredients and here is given as the second ingredient
of gfta. This three-hemistich verse in GitPrak. (VI.7.b-8) has geye for
Jneyo, as does the original version of the wording in SSR I.vii.32f.:

yo raktivyaljako geye yatsamvadyanuvadinau |

vidaryam bahulau yasmat taramandravyavasthitah /13111

yah svayam yasya samvadi canuvadil svaro ‘parah |

nyasapanyasavinyasasamnyasagrahatam gatah 1321/

prayoge bahulah sa syad vady amso yogyatavasat |

bahulatvam prayogesu vyapakam tv améalaksanam 133/ 1
Interpretations of this passage vary. I suggest: "That which manifests
the loveliness in song, that whose samvadi (consonant) and anuvadi
(assonant) come frequently in a vidari (section of a song), that from
which are determined the high and low registers (i.e. their ranges),
which itself, or whose samvddI or anuvadi (can) become nyasa, apanyasa,
vinyadsa, samnyasa and graha, that which is frequently used in
performance - that vadl is the amsa because of its usefulness (i.e,

dominant importance). But (of all these) the outstanding characteristic
1s its frequency in use."

Most of this is traceable to the ten functions of améa detailed by BhNS
xxviii.68f. For raktivyanjaka BhNS has yasmin bhavati ragas ca yasmac

caiva pravartate | So rakti or raﬁﬁakatva stands historically for raga
in its older sense of “charm", though by éarﬁgadeva's time the word may

well suggest the new sense, since this is the melodic determinant par

1. Krsnadasa 1983, p.43.

_45_



pariccheda 1

excellence. For yah svayam yasya samvadi ... 1 agree with
siphabhﬁpéla's interpretation, which seems to fit the mula most easily:
yo v yasya samvady anuvadi va nyasatvam apanyasatvam ... grahatvam ca
prapnoti | (Adyar ed. p.183). Kallinatha, however, and following him
some modern commentators, take it differently, namely that the a@éa can
be "its own samvadi", while its anuvadi must be another note.
Divertingly, Kallinatha likens it to a king who can perform the function
of a minister but never that of a servant; the simile of course comes
from the common figure of vadi, samvadl etc. as the four different roles
in society (cf.v.74 here). There is some interest in Kallinatha's view
since it suggests something like the modern Hindusthani notion of
sa@vadf, but the interpretation, which separates the two halves of v.33,
to my mind stretches both the Samkrit and what for éﬁrﬁgadeva would have
been possible musical sense. Furthermore Simhabhupala is more in line
with the origin of the definition in BhNé xxviii.69: grahapanyasa-
viqusasapnyEsanyésagocara@, which in Abhinavagupta's view means that
the a@éa is the determinant of graha etc., not necessarily by itself
being these, but also on occasion because its samvadi or anuvadi have
these roles, but never its vivadY. (GOS ed. p.45). GitPrak seems to
have conflated $SR's lines so as to make the sense difficult to recover.
BS reasonably conjectures (or at any rate prints!) grahanam "which of
itself in usage (prayogatah) produces (grabhanam yato) the nyasa etc.
Perhaps it was the obscurity of the line, rather than scribal
incompetence, that led to its omission in most of the « manuscripts. In
effect I agree with BS's interpretation, but I find no evidence for
changing the reading. The author's own vrtti confirms grahatam (also

changed by BS) and discreetly omits to comment on the meaning of
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nyasadInam prayogatah. The real origin of prayogatah is to be sought in

éSR‘s prayoge bahulabh.

100. Purusottama might have been glad to know that he could save
posterity a misreading of this verse in Magha's éiéupélavadha.(l)
Unfortunately many editors have missed Richard Simon's small note on
this verse“*> and continue to print the nonsensical pradhanatvad
vagéasyevetare ... as in Mallinatha's text. The excellent early
commentary of the Kashmiri Vallabhadeva, who shows a greater under-
standing of many subjects than Mallindtha, preserves the correct
reading. Though the normal MAgha reading is parivaratam, and BS and Ni.
have presumably emended accordingly, the manuscript evidence supports

the retention of ‘caratam in Purusottama's version.

101. Between apéa and nyasa SSR deals with tara and mandra, the
possible range at either extremity of the jati. Purusottama, for whom I
believe the jatis are not of practical concern, does not list these two
now as elements of jati, but it will be seen that many of his raga-
laksanas preserve them in definition.

Nyasa is similarly described by SSR (I.vii.38) as the note which
concludes a song/composition (gite samaptikrn nyasah). égiﬁgadeva goes
on to list the svaras that can act as ﬁyEsa in each of the eighteen

Jatis. this too is omitted by Purusottama.

102. This subscribes to one of the several available explanations for

the word jati. The nirukti in each case derives the word from the root
1. MAgha 1923, p.56. 2. Simon 1028.
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jan, some saying that jati is born from something, others that from jati
is produced something else. MBrhd. (p.55) reports several of these
versions, and Kallinatha adds more in his commentary on §SR.<1'> It is
clear that by Purusottama's time the jatis are understood as
classificatory structures and not performable melodies. For BhNS and
Dattila they were the final stage of melodic classification in Gandharva
before individual melodies or compositions are generated, whereas from
MBrhd they are seen as engendering ragas, which then give rise to
compositions etc. Following this tradition, Purusottama too considers
jati the "mother" of raga. Because of their higher structural
importance in G&ndharva, earlier tradition defined the jatis in great
detail, and many later texts preserve parts of this heritage.

Two different notions of jati-grouping are now reported. The first
(v.102.b) treats the Suddhas and the vikrtas as separate classes. SSR
I.vii.1-16 lists the eighteen traditionally accepted jatis under three
heads; first come the suddha jatis, which are named (after the seven
svaras) sadjI, arsabhT etc. (as here in v.105). These (8SR v.2-3) have
the “eponymous" note (namasvara) as nyasa, apanyasa ("intermediate
final" or final note of a section) apéa and graha, are “"complete" (i.e.
heptatonic), and have the nyasa occurring only in the lower or middle
sthana, not in the tara (further restricted in earlier éastra to the
lower sthdna). This is followed (I.vii.3-7) by an account of the vikrta
jatis, which are stated to be these same (amuh) <Suddha> jatis freed
from almost all of the restrictions that make them Suddha; that is to

say, they need not have the namasvara as améa etc., and so on. A large

/ﬂ
1. cf. Shringy, Sarigadeva 1978, p.Z266f.
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number of such “"freer" or “modified" jatis arises, but this number is
not reckoned separately from the seven $uddha Jatis; the vikrtas are
simply variant éuddhas. The third heading is that of samsargaja vikrta
Jatayah, those which are produced by the samsarga, “combination", of the
vikrtajatis. There are eleven of these, as listed also by Purusottama
(vv.106-7>. Almost all of this detail is in BhNS and Dattila. In
Dattila v.48 the duddhas and vikrtas are clearly brought together in the
single class of “svara-named" jatis:

%ptayo 'stadasa jneyas tasam saptasvarakﬁyaya /
suddhas ca vikrtas caiva sesas tatsankarodbbavah Il
"The jatis are to be known to be eighteen Of these the ones named
after the seven svaras are the guddha and vikrta (jatis). The rest are
made of a mingling of these."¢'>

The precise combinations (sankarah) that make these eleven, which are
not referred to simply as vikrtajatis, are listed by Dattila and BhNS
and subsequent tradition, as here in the Narayana. The notion that
there are three classes seems to have arisen from a simple misunder-
standing of these earlier texts. Purusottama himself agrees with the
opinion that the vikrtas are the guddhas <in modified form> (t3 eva
vikrtah) and not a separate class. Though he cites Harinayaka in
support, and indeed Harinayaka does speak of two classes, the confusion
is not dispelled by the reference to the eleven as vikrta, rather than
sankarajatis; this presumably results from éérﬁgadeva's labelling them
as "vikrtas by samsarga", which follows BhNS (xxviii before 46): tatrai-

kadadasamsargaja vikrta aparaspara samsargad ekadaéa nirvartayanti |
105.-119. From the considerable mess of the manuscript readings I have
tried to recover those which correspond to the jati names as found in

1. cf. BhES xxviii after 45: svarajatayah duddha vikrtaé ca.
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the earlier éastra. While acceping variant spellings if supported by
some consensus among the Mss., I have sometimes had to abandon the Mss
altogether. The corruptions arise here, as elsewhere, from the scribes’
jgnorance of the subject matter they are copying. (These corruptions
could have started soon after the composition of the Narayana). The
absence of any treatment of the Suddha and vikrta jatis in such texts as
the GitPrak. confirms that these were not of practical interest but are
included here rather for the sastric record. The details follow
éﬁrhg&deva's wording (I.vii.10-16) with a few minor variants and
clarificatory vrtti. As in SSR (v.17f.), the sankarajatis are followed
by a statement of which jati belongs to which grama - again a statement
of ancient theory. éérhgadeva's formula for this is a neater encap-
sulation of the jatinam gramavibhaga, and Purusottama has inadvertently
omitted Madhyama and MadhyamodIcyava from the ma-grama list.

The eighteen jatis are "illustrated" by SSR (1.vii.60-114) in a
series of Siva stutis, the origin of whose texts is not yet clear. The
notated melodies are also of obscure origin, but the ocurrence of
several of them (without texts) already in the vrtti of MBrhd. shows
that they antedate éﬁrﬁgadeva. If we accept that égrﬁgadeva, through
his study of earlier dgstra and of the Abhinavabharat, acknowledged as
a historical reality the difference between Gandharva and non-Gandharva
forms, and thus that the jatis were of formal importance in Gandharva,
then it appears that he considered it important to demonstrate with
muisical "realia" the viability of those ancient forms. The melodic
material was, at least in large part, inherited from earlier times, the

texts perhaps later additioms;¢'> their inclusion does not prove that

1. cf Lath 1978, p.162f.
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such forms were current in éérﬁgadeva's time, but rather that, as so
often in the discourse of sangItasastra, contemporary reality was to be
seen as part of the same continuum as the older forms. Gandharva was
thought to have been the origin of gana, jati of raga, and so on. When
éﬁrhgadeva comments that certain ragas are "seen" in the jati examples
(e.g. after v.74, where in the jati Pancaml the ragas Coksapaficama, DedT
and AndhdlT are identifiable), he is surely using this model.<'* It is
in the same way that we must understand the appearance of ancient
material in texts like the Narayana. The Svaragatadhyaya (§I) of SR is
an elaborated account of the classical theory of the genesis of melody,
and numerous later &@stric texts were to follow its argument, at least
just fully enough to show an awareness of the “classical" lines of
reasoning. The overwhelming importance of Jati in the ancient theory
governing Gandharva was still thus remembered in later tradition. For
Purusottama and his immediate sources jati can still be granted a kind
of “practical" importance as the origin of raga, which now becomes the
central theme in accounting for melodic structure. In this scheme of
things there is no longer any need to "illustrate" the jatis themselves,

but merely to be able to ascribe certain raga-features to this origin.

120-21. The first pariccheda is called GItanirpaya, and deals mainly
with vocal music. There was however a tradition that certain topics
were best demonstrated by the vaé, though they are essential categories
in vocal music. Purusottama has already relayed in v.41 the idea that
/- 3

1.5arngadeva pushes the continuum back, as is customary, to the hymns of
the Samaveda, thereby stressing the religious significance of the jatis
and the importance of strict observance of their rules (I.vii.114-15):

rco yajumsi samani kriyante nanyatha yatha || tatha samasamudbhuta
Jatayo vedasammitéah |/
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the Sruti divisions can be demonstrated clearly only on a vima. BhNS
states that a distinction was traditionally made between the
instrumental (vaina) and the vocal or “bodily" (éarira) in treatment of
svara and all its ingredients and products (xxviii.12): dvyadhisthanah
svara vainah éariraé ca prakirtitah | (From prakirtitah we may assume
that the distinction was not an innovation in BhNS.) In commenting on
vv.13-15 Abhinavagupta (GOS ed., pp.8-9) states that the vIna is more
able to show the svaras accurately in tanas, and that when the voice
sings them for the sake of practice it can perform them accurately only
with the accompaniment of the vina. (abhyasartham ca tatprayogesv <i.e.
tanaprayogesv> anyunadhikavainasvaravasenaiva tatsiddeh /It is
simply an extension of this to say that a (properly tuned) vina is the
surest guide to correct intonation. na canyatah ... may be taken to
imply “not from the voice" or "not from any other instrument* (such as
the flute, on which intonation is influenced by éarira conditions), or
both.

uddistanasta® ... Considering that many of the later sangIta texts,
such as Damodara's Sangitadarpana, reproduce the Khandameru system of
prastara for the kutatanas, elaborately described by éérﬁgadeva, I take
Purusottama's attitude to be a relatively early recognition of propor-
tion. éﬁrﬁgadeva uses the term prastara, literally “spreading out", in
two contexts. In the demonstrations of the eighteen jatis each melody is
labelled “prastara®, and in the vrtti to the MBrhd. the term is also
used of these same examples. The tradition probably goes back beyond
this vrtti too. Kallinatha on SSR explains that the word means in this
context (iha) a “positioning of the svaras in the kalas* (kald being a

/
metrical unit of the “composition"). Certainly that is what Sarigadeva
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has done here, following MBhrd. or whatever source he had. But that is
only the nature of this particular prastara. The term also labels one of
the alankaras in which the svaras are "spread out" or “"displayed"
gradually (MBrhd. p.37f. etc.). In modern HindusthanT parlance
svaravistara means just this kind of "demonstration" or “"unfolding" of
the svaras of a raga; Bhatkhande's vistaras in his Kramika Pustaka
Malika (e.g. vol. II, pp.487ff.) are a form of didactic alapa designed
to implant in the student the “content" of the raga, and are good
examples. The other context in which éérﬁgadeva uses the term, again
following earlier models, shows it to be an adaptation of a mathematical
operation designed to show exactly the number of permutations possible
with a given number of variables, and further the techniques for
identifying the place of a particular pattern among all possible
patterns, and for deducing what pattern a given number refers to. This
exercise makes a prominent appearance in the science of metrics®’'” and
was also employed in other éastras. In view of the appearance it makes
in the metrical portion of the BhNS (XIV), <2’ a tranference from metrics
to music i1s not to be ruled out; when sangitadidstra emerged from the
melting pot of the BhNS into subsequent tradition it brought with it,
and absorbed, some of the themes in dramaturgy and poetics and kindred
subjects that had accompanied it in the service of the composite “vrtti®
of natya.<®> Alsdorf suggests that in the case of metrics there must
originally have been felt a need to contain within a system all of the
possible combinations of the eight three-syllable ganas (which
themselves came to be used in describing the angas of musical meter, as
below vv.442f.). When such a system was devised it became possible

1. See Alsdorf 1933. 2. Alsdorf 1933, p.137f. 3. I have discussed

the early context of the Sastra in slightly more detail in Katz 1983.
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to perform certain mathematical operations with 1it:

"Auch von hier aus konnte man leicht dazu gelangen, fiir eine groBere
und schlieBlich fir eine beliebige Zahl von Silben nach der Zahl

der moglichen Schemata zu fragen und eine Methode fiir ihren systema-
tischen Aufbau zu suchen. Hatte man eine solche systematische
Tabelle dann vor sich - schon fiir méBige Silbenzahlen nimmt sie ganz
riesige AusmaBe an - so wurde man fast zwangslaufig auf eine Reihe
weiterer Probleme gefiihrt, z.B.: wie kann man die Nummer etwa eines
wirklich vorkommenden Metrums im System bestimmen, ohne erst die
ganze Tabelle aufstellen und abzahlen zu missen ? So kommt eins
zum andern; das mathematische Denken, einmal wachgeworden, griibelt
immer weiter iuber Dinge, die mit Metrik eigentlich gar nichts zu
tun haben. und es entsteht die Lehre von den sogenannten ,
“pratyayas", die, in ihren Grundlagen schon im Pingalachandahsastra
enthalten, spater immer mehr ausgebaut und erweitert, einen festen
Bestandteil der meisten indischen Lehrbiicher der Metrik bildet."<'?

The similarity to saﬁgitaéastra is inescapable. The first three of the
pratyayas are prastara, nasta and uddista. The schematization of the
kitatanas is already in evidence in MBrhd. but is elaborately described
by SSR 1.iv.62f. The prastara is set out by means of the khandameru, a
“mountain of squares".‘=> In dismissing the musical relevance of this
exercise of prastara, Purusottama is not saying anything about the
technique of svaraprastara which appears to have characterized some
forms of anibaddha singing and playing for many centuries.<®’> Has a
confusion between the two prastadras led to a desire to see such alapa

forms as "permutational" exercises?

122. represents the standard nirukti: ranj - raga. BhNS, not knowing
this later concept of raga, is about the only extant text (apart from

Dattila) which does ngt contain this, but,. as we have seen, many

1. Alsdorf 1933, p.98. 2. The working of the system is explained by
Jairazbhoy 1961, but it will be clear that I do not agree with his
conclusion about the musical use of the exercise. 3. See Viddess

1981, especially p.148ff.
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elements of the sastra are loosely attributed to the "sages", Bharata
and ohers, when the meaning is simply that these ideas are traditionally

accepted.

122.-124. are from the beginning of the raga section in SubhSD (p.34).
Narabari (Ghanadyamadasa) takes the passage, and all that follows in the
raga/ragini lists, straight from here without change in GhanSSS, but in
the Bhaktiratndkara (VaisSS p.196) he attributes 123 and 124 to NarPSS,
with the extra line: sangTtam arabhat krsno muraliInadamohitam | gopIbhir
gitam ... This story comes in only one of the published Mss of this
work (NarPSS i. p.91), and in a different wording:

srfvrndavanacandrasya sangTtakavilasinah |

gopyah sodasasabasnyasamkhya + + + + gatah |/

sangitavadyam murall svayam krsno nisevate |/

avirbabhuva gopisu seveyam harililaya ||

gopibhir gatum arabdham ekaikam‘prlyasannldhau /

tena jatani raganam sabasranl ca sodasa 11

meror uttaratah purve pascime daksine tatha |/

samudrakacche ye deéas tatramisam pracarana 11

bharato yaé ca bhubhagah parampa:yqpadesatab /

ragah sad atha raginyah sattrimsatkhyatim agata<h> |1
According to this version, then, Bharatadeda knows of only thirty-six
ragas. (I take agatah to refer to both ragah and raginyah.) The
(earlier?) SangTtopanisatsaroddhara of Sudhakalaéa (III.72-74) does not
mention that the survival of the ragas is a regional matter, but simply
that because of our weakness of intellect we can only know a limited
number (buddhidaurbalyatas te 'pi na Jhayante kathamcana | )
124. is an abbreviation of SubhSD (p.34). The latter states that even

of the thirty-six current ragas the passage of time has rendered some

unknown. Some believe, says éubh., that all exist in the countries
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North, East, West and South of Mount Meru, and in the samudraka lands
(v.l. samudrakanthe ye deéas, for samudrakacche as in NarPSS i. above):
tena jatani raganam sahasrani ca sodaga |11
ragesu tesu sattrlmSédragEThJ jagati visrut&h |/
kalakramena tatrapi hrasa eva tu drsyate 11
kecid vadanti te sarve ragah santiti niscitam |
meror uttaratah purve pascime daksine tatha |
samudrakas ca ye desas tatramféam_pracarana 1
This is followed by a long list of countries, starting conventionally,
but appropriately in an Eastern text, with Afga, Vanga and Kalinga.
These are presumably supposed to amount to the territory in which all

ragas may be found, and not merely the thirty-six, but this is not clear.

125.-146.  The treatment of individual ragas in the Narayana takes into
account two ideas of classification. The Ragalaksana verses, in which
the technical features of strong and weak notes, range, rasa etc. are
detailed (v.165ff.), largely derived from SSR, refer to a jati-
classification inherited from much older sources, and list the ragas
under the heads of sampurna, sadava and audava. Each such laksapaéloka
is complemented by what is referred to here as a murti, literally an
“icon", which is in other texts sometimes called an *exemplification*
(udaharana), and sometimes simply a dbyﬁnaéloka (a verse giving a
dhyana, a “mental representation of the attributes of a deity“<'’), this
term being commonly used of verses attached to iconographic systems of
other kinds. Before this, Purusottama reproduces several of the
raga/raginl systems, in which a few “dominant* male ragas are singled
out as the heads of groups containing equal numbers of female “sub-

ordinate" female rEginTs. I have tried to balance the evidence of the

1. Monier VWilliams p.521.
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Narayana manuscripts against versions of the same raga—names found
elsewhere, while allowing both for some independence in the Orissan
versions of names (as of the dhyanas) and for the possibility of dialec-
tal variants, Prakritisms, back-formations from Prakrit or vernacular
forms to Sanskrit, and so on. Even within the Orissan tradition
Purusottama may have bad his own ideas on some of the nanmes, ‘<> just as
on the form of verses which he cites, sometimes perhaps from memory or
from manuscript traditions no longer extant. The forms I have arrived
at are not certain or final, and further examination of Orissan and
other Easter texts, as they become available, may lead to more secure
“"Eastern" forms. The first system is that which Purusottama finds
transmitted by éﬁbhahkara, and for which éhthD is still the earliest
available source. This differs from the better known systems found
associated with the various traditions of Ragamala painting. Apart from
the musicological treatises, it is the paintings themselves, when
inscribed with the appropriate dhyanaslokas, that have preserved many of
these texts or versions of them. In his large-scale survey of these
pictorial traditions, Ebeling‘'> refers to three prominent systems of
raga/raginT classification: 1) what he terms the "Painters System",
which is used in about 50% of all inscribed paintings throughout the
field (i.e. from different parts of India); 2) “Hanuman's Systenﬁ,used
in approximately two dozen sets and given this name because when the
list appears in the 17th century SangTtadarpana of Damodara (its first
appearance so far documented) it is attributed to Hanuman (hanumanmate
rﬁgarﬁbdpya@); 3) Mesakarna's system, which is not later than the mid-
1. Ebeling 1973, p.18f. 2. So for example in wv.133f. I have followed

what appears to be the Orissan version, even where it varies from
NarPsS.
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16th century in origin. From somewhere Ebeling taken the idea that
“Hanuman's" work was written between the 5th and 12th centuries. This is
unlikely, but the raga-classification which the work (possibly the
Hanumatsamhita referred to by Kallinatha in the 15th century) could
originate not long after the time of SSR. éﬁrﬁgadeva does not refer to
a raga/ragini classification, but the system is found to have existed
just before this time, as it is referred to in the Jaina Aparajitaprccha
(12th century),<'® with almost exactly the same scheme as is used,
presumably in the same tradition, by the (also Jaina) 14th century
Sudhdkalada in his SangItopanisat-saroddhara (III.72ff).<=> One
possibly earlier source for this classificatory idea is the
Brhaddharmapurana, composed in Bengal.<=> This presents a story in
which Narayana tells Narada about six ragas, each of which has six
wives, each member of the scheme having one attendant. This text seems
to be the earliest available source for the iconographic idea behind the
dhyEnaélokas, namely the personification of the ragas, and perhaps even
for the dhyanas themselves, as a couple of ragas are described in
dhyana-like iconographic terms. The story is Vaisnava in setting, with
the apparent admixture of Tantric elements, and Sudhakalaéa's statement
(equivalent to v.123 here) of the sixteen-thousand GopI-created ragas
has of course preserved the Vaisnava context. Possibly the origins of
the system are to be sought in Bengal. éabhahkara's use of it testifies
to a Bengal or Eastern tradition. His work exerted influence both in the
Bastern regions and outside; many of the dhyanas for which SubhSD is the
first extant source are found in Damodara's Sangitadarpana, for
instance. Ebeling does not mention éﬁbhahkara's system or dhyanas,

1. cf. Lath 1980, p.41,46. 2. Sudhakalasa 1961. 3. See Lath

1980, p.39.
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because his survey does not take into account the Orissan palm leaf
illustrations of the Ragacitra; this work was completed in 1713 A.D. at
the court of the Gajapati king Divyasimha of Khurda, the scribe being a
native of Ganjam district.<'> The éﬁthD dhyanas are the main source for
the iconography in this ragamala, and this is another indication of
Subhankara‘'s influence in the Orissan saﬁthaéEstra.

The second system quoted by Purusottama is that of the
Pahcamasarasamhita, also an Eastern text. Unlike the Subhankara list,
this was picked up by O.C. Gangoly and included among his raga
schemes. “*> The published NarPSS Mss (see pp.93 and 102) show many
differences both from each other and from the forms we find in the
Narayana. As remarked above, I have tried to establish what was Puru-
sottama's understanding of the names.

Purusottama next cites the system in Mammata's SangTtaratnamala, a
text not known except through its citations in the Orissan sangita
literature. Gangoly noticed this passage in the Calcutta Ms of the
Narayana and includes the system of Mammata as Appendix 5, probably
wildly out of chronological sequence because he accepts for this purpose
the identification of this Mammata with the author of the KEVyaprakEéa

(11th century?); the improbability of the identification may be argued

1. Ragacitra 1966, intr. 2. Gangoly 1948. On p.36 Gangoly refers to
another work by "Subhankara" called Samganasagara. The manuscript he saw
was Asatic Soc., Calcutta, now catalogued as no. 1195 (vol.14 no.62).
Vithout seeing it I cannot be sure that it is unrelated to the Damodara,
but as Gangoly reports that it mentions the ragas Madhyamadi and
Sankarabharana, neither of which comes in the Damndara, I suspect it is
a different work and probably by a different author. The manuscript
(Fepal sam. 428 = 1308 A.D.) gives the work an early terminus ante quem,
and in Gangoly's decription there is no indication of a raga/ragini or a
dhyana system. On p.64 Gangoly wrongly assumes the Santhadamodara to be
later than, and based on, the SaigItadarpana of Damodara.
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from the presence of this post-éérﬁgadeva raga classification alone.

It will be seen that a number of spellings differ in my text from
those chosen by Gangoly (pp.181-82). Like him, however, I take amara
and todika (v.146) together, and perhaps the name is amara todI, but
this is not necessary simply in order to distinguish i1t from TodI, the
third raginl of Nata; that raginT is in fact Natika (or NatI), mistaken

in the Calcutta Ms., Gangoly's source, as Tadaka, which he has

interpreted as Todika.

147.-149, In having eight principal ragas the KaumudT preserves an old
systemn. So far we have dealt with the common formula of 36 = 6 x (1 +
5)<'>. Gangoly (p.179) shows a single system, namely the first of two
found in the SangIitamakarandaZ*, with the formula 32 = 8 x (1 + 3). It
1s not clear how that system was transmitted to the 'Daksinatyani-
bandha‘', which (here vv.148 and 149) has the same eight male ragas, but
it could have come directly from the Makaranda. The KaumudI system, if
indeed separate from this, removes the ‘uniqueness' of Narada's. The
only differences are the KaumudI's Saranga for Narada's Vahgala and
Bhupala for Nata. Neither completely convinces me of an independent
tradition. Vangala and Saranga are sufficiently close in spelling for
scribal confusion, and Vangala might in any case have been changed in
order to change the regional association. 1 suspect Bhupala as there is
1o distinction normally made betweem Bhupala and Bhupati, texts having
one or the other. In both of these eight-raga systems the presence of
the (usually feminine) Pad(h)amahjarT is puzzling as a male raga; but it
will be seen, as Purusottama is himself aware<®°., that there are several
1. See Powers 1980, p.476. 2. Narada 1920. pp.14-21 cover the ragas;

see vv.69-73. 3. See v.234 below.
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inconsistencies with the genders of ragas. I have accepted Pbganaﬁjarf
in the Kaumud] version as 'lectio difficilior' from the « Mss.
The KaumudT extract is expanded in GhanSSS with a list, undifferentiated
as to male and female, of thirty r3gas (which include some of those
listed under the eight), ending: Ity ete ragas tripéad udiritah 1144/
Then follows in an isolated hemistich a version of what we have here as
148. a: caturvigéati raga ye tesam tép striya Iritah /145/ The N8rayana
version, and its linking (as understood in the vrtti of 144.1) to 147 is
logically easier and more convincing.

BS treats 148.1 and a. as connected prose, but a. is an anustubh
hemistich and is contained in Bi. as such (the prose passages being

always translated and not quoted in Sanskrit).

150. If 150.1 and a./b. do indeed belong together, then the verse
hardly seems to describe a phala, except perhaps the avoidance of
promiscuity. The verse is taken from NarPSS (pp.91 and 101). Repeated
in the Orissan works, the GitPrak, Muktavall etc., it comes through the
Narayana and emerges garbled in the published GhanSSS (p.18). Extending
the simple male/female classification, this takes the notion of man/
wife, as is stated in the list above (the raginis being called priyah,
vallabhah, yositah, nayikah etc. to their ragas). But the doctrine could
be as old as the male/female distinction itself. The musical portion of
the ?12th century Aparajitaprccha (a vastu text) also states that it
would be like adultery to sing with a raga any but a ragini which has
sprung from that particular raga:<'’

yadragad yah samutpannd giyate tena tah saha |
yad anyathad misritam tad dugyate paradaravat |/ (slUtra 238.22)

1. cf. Lath 1980, 41,46, ; Bhuvanadeva 1950, p.613.
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The Muktavall (II.108-110) has an expanded version, attributed to
‘Bharata', in which the Gandharvas are said to curse the man who

confounds the raginis.

151. The logic of ata eva, "for this reason", is not immediately
obvious. The last three words of 151.b (nrpajnayam na disanam) are given
a whole &loka in the Muktavall and are termed dosapavada, “refutation of
the fault <in mixing rE@ist)". Haricandana applies the apavada to the
order of a king and to dance (which is presumably considered to need
more freedom in selection and sequence of ragas in the accompanying
songs) :

dosapavadam aha |

yam ragam alapet tattadraginim ca tatah param |

evam hi niyamo nasti nrpajnayam ca nartane |/
ato raganam ragininam ca stripumsvarupatvam kalpantarabhedena kalpani-
yam | kim ca dese dese .
The object bere is virodhaparihara, the removal of inconsistency. In
order to explain why an element in a ‘'canonical' €astra is not used now,
it is said to be the practice of another kalpa. But both the MuktavalT
and the Narayana are the works of putative royal authors, and in reality
written under royal commission; it is perhaps this fact that makes the
niyama irrelevant in view of the qrpéjﬁé-apav&da. Purusottama, however,
identifies the virodha, 'inconsistency', as the absence in the
authoritative Harinayaka's work of this rule on raginis; it is precisely
because royal command can override the restriction that it becomes
irrelevant and is not mentioned by Harinayaka. The a manuscripts of the
Narayana support laksyantara®, which raises a different argument; here

the issue is the diversity of existing practices and systems. Laksya is

often opposed in saﬁgitaééstra to laksana - as the "“object" to the
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“description". 1If the reading is correct here it means that there are
many systems in reality, and different authorities had different omnes in
mind. This is then elaborated by v.151, which also leads on to Purusot-
tama's statement that he is following the practical course of limiting

his account to what he has gathered from his own (local) traditionm.

152.-153. One implication here is that in Purusottama's experience the
raga/raginT classification is not used in his region or by the
authorities consulted, and the common listing is, as he says in 153.a,
threefold according to the division of heptatonic, hexatonic and
pentatonic. The ragas will now be dealt with in these three blocks.
Considering the elaborate treatment that the ragini systems are given in
the Narayana, including what is still to come in the copious
dhyﬁnaélokas, it is interesting to see that for musicians in the 17th
century, according to Purusottama, these systems were of no account.

The classification actually used concerns purely technical melodic
features. Was this perhaps always the case? The ragas and raginis in
structured sets of ‘'wives' etc. hardly seem to serve any musical
function; they seem to have more to do with the ordering of pictorial
{llustrations. On the other hand their frequent mention in
misicological treatises shows the wide currency of the idea behind these
i1lustrations. It is hard to know what Purusottama means by anubhuya
and what information the vainikas would have given him, unless he means
simply the list of names. The laksanas (given below) are clearly from

textual traditions, and in many cases ancient ones.
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154.-158. The list of 22 sampurnaragas preserves something of the
male/female distinction, as the males are given at the beginning (with
an extra five from Harinayaka at the end). The lists in all three
classes are identical with, and probably taken from, those in GitPrak V
(p.34). According to Panigrahi's apparatus the Harinayaka additioms
appear in one manuscript (without the ascription to Harinayaka).

ayurdharma® ... This is quoted, without attribution to Kohala, in
Narada's SangItamakaranda III. But the tone is reminiscent of
dharmaéastra, and is perhaps much older. If indeed from an ancient
source (and nothing disproves the connection with a 'Kohala' tradition)
the subject originally under consideration was not raga but sampurnatva
in Jati or Murchana.

The laksanas of all ragas now follow in the order of the lists. The
detail given follows the form of SSR and later texts. This normally '
includes i) the svaras which form graha, amSa and nyasa; ii) svaras
which are prominent (bahula) and weak (alpa), and in the case of sadava
and audava ragas the omitted notes; iii) the parent raga or jati; iv)
time and season of performance; v) rasa; vi) the range in tara and
mandra sth@nas. The laksanas are contained typically in single &lokas
which may omit some of these details. They are derived from the laksana
élokas associated with jati classification in the earlier dastra (see
note on v.98ff. above), but already re-applied to ragas by Matanga, as
encapsulated by Kallinatha (on SSR I11.30-32, Adyar ed. p.33): grahépé-
Edidaéhlaksaqalaksitasvaramgtrasaqmiveéhvi&ego ragah | Obviously there
is a mixture here of what could be relevant to contemporary musical

practice and what is only of historical concern; the latter is accepted

from tradition and is not normally in conflict with the main force of
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the definitions. The detail is insufficient to tell us about
characteristic melodic patterns, or about modified ('accidental') notes.
Ve may assume from evidence elsewhere that sadja was a regular tonic; in
pariccheda 2 it is said to be played by the ghana instrument accompany-
ing the song, and we may therefore dismiss the idea that jati is still
in operation as a practical tonal base.‘'® Otherwise there is little
evidence of the precise tonal system in use. It is outside the possible
scope of this thesis to discuss the practical relevance of each
ragalaksana verse. I shall however attempt to trace the definitions to
earlier works and relate them to other available sources, as I shall
also in the case of the dhydnaslokas. References, where appropriate, to
Fijenhuis's work on Somanatha's ragas will point to a large amount of

such comparative material.

/
159. Sriraga is the first of SSR's adhundprasiddha (currently used)
ragas (11.2.159). The definition here is similar, and different from
Pﬁrévadeva's for a raga of the same name., ¢=° §5@ja, "characterized by
§a§ja", is an economical way of stating that the svara sa serves various
functions. SSR confirms that the generating jati is SadjT (this being a
sadjagrama-jati), and adds that the range is from ga in mandra to ma in
tara. The GitPrak definition (V.9), which is worded differently, adds
that the performance time is evening, as is stated in other texts. The
times for performance of all ragas are given later by Purusottama.
1. J. Pani (1984) overlooks this objection, and also the conservatism of
many of the laksanaélokas, in his effort to show that the jati system
still operated here as a current practical classification. The jatis in
ancient times had varying "tonics", and could omit sa and pa. Ve shall
have to reconcile the presence of the tonic sa in the ghana instrument

with the descriptions below of two audava ragas, Gandhara and Mallara,
which are said to omit sa and pa. 2. cf. Nijenhuis 1976, p.76.
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160. The authorities referred to for the miirtis (‘icons') include two
texts not so far mentioned. The only likely Candrika I can find is a
work referred to by 'Raghunadtha', according to Kavi (p.693). By
Raghunatha he means the supposed author of the SangItasudha, c.1614,
actually by his minister GovindadTksita. If this is the same Candrika,
then the author was Bhattamadhava of Banaras, and the work was not later
than the 16th century. There is an Orissan SangTtarnavacandrika by one
Raghunatha Ratha. This Raghundtha was the author of the Natyamanorama,
1697,<'> which was derived from the Candrika. I believe this Candrika
must have been too late to be a source for the Narayana. N.M. Panigrahi
informed me that a manuscript has now surfaced in Orissa. This was not
available to me. The Kalankuranibandha, of which there is a manuscript
in Madras, is described by Raghavan<®” as an Oriya language version of
the Ragamalika from Damodara's SangTtadarpana, judging from the verse:

damodarena svagranthe yathokta ragamaliksd |
kalankurepna ca tatha kaviratnena bhasaya |/

'‘Damodara’ is of course the SangIitadamodara of Subhafkara and not, as
might be assumed, the Darpana of Damodara.
Purusottama takes his pick from these works and sometimes gives more

/
than one icon from among them. For Sriraga the dhyana is taken from

1. Raghundtha himself gives the date in the text as 23rd March 1697
(Raghunatha 1959, p.72), interpreted for me by K.N. Mahapatra. The
introduction to the published edition wrongly gives 1702. 2. Raghavan
1961, p.6. But the identification of this Kaviratna with asmadgurukavi-
ratnamiéra in the Narayana (below, v.545) is incorrect. Ve must also
assume a somewhat earlier date for the Darpana than c.1625, which
Nijenhuis (1977, p.26) suggests, if we have rightly placed Purugottama
in the 17th century. Damodara's father Laksmidhara was, according to
Vasudeva SastrT (Damodara 1952, p.1), the court poet to Tirumalairaya of
Vijayanagar (1570-73). He could therefore himself have been writing
before 1600, and this would allow time for his work, and the Kalankura-
nibandha, to have gained currency before Purusottama's assumed date.
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FarPSS (see pp.94, 103). For establishng readings I have examined these
verses in other texts where they occur, such as the published NarPSS,
the Natyamanorama of Raghunatha, the Sangitamuktdvalt etc. I have also
used Tag for this section, since he expressly quotes here from the
Narayana and sometimes his readings (and emendations) are supported by
other versions. The MuktavalY hardly ever refers to the Narayana by
name, and in these dhyanas refers to the 'Sara' as its source. But in
all cases I have considered the likelihood of finding an individual
version recorded by Purusottama, whether from an Orissan tradition or by
his own memory or emendation. Amidst the copious variants found in all
these sources I have taken the Narayana manuscript evidence as the first
guide to 1lts verions, seeking confirmation elsewhere. Many of the
murtis are quoted by Kavi in his Bharatakosa from the Sangitasarani, a
work by Purusottama's son Narayana, which appears to quote much from the
Sarigitanarayana. The work is discussed by Raghavan 1960, p.8.

Most verses, whether actually found with existing paintings or not,
seem suited to graphic representation; the typical dhyana depicts a
somewhat static image in a pose or 'frozen' situation which could be
painted, rather than a narrative, and the deities, nayikas or other
characters are normally described with some visual detail in their
clothing, ornamentation or other physical characteristics. Particularly
noticeable is the standard reference to the colour of the image. I am
not convinced by attempts to link this with the supposed colour
symbolism of the svaras, but the presence of such detail does suggest
the connection with the traditions of painting.

The NarPSS dhyana for érlraga differs from those mentioned by

Ebeling and the 'traditional' image found in other texts. 1In b. I have
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xept what I consider the original vilasivedo, though incorrect by the
more general standards of orthography, since ‘vedo is in all Mss. and I

believe represents the common spelling of the Oriya tatsama bes ( 6a%H.

161. This is from GitPrak V.10. Most manuscripts have nattah, and
this raga seems to be distinguished from nata (which comes later) and
natta, which is treated separately from natta in the Muktavall. The
description corresponds in part to that for natta in SSR 11.2.125 and
PardvSSS 1V.44-45, and also other older sources, but the tara notes
there are not the same. The natta mentioned by Kallinatha (Adyar SSR
vol.II p.144) is a different raga altogether. A closerresemblance may
be seen with the éuddhanatya in SrTERK I11.123, there classed as a raga
of the é}irégamela and also stated to be performed with gamakas. This
corresponds to other roughly contemporary descriptions and seems related
to the form described by Ramamatya (RamSM V.20) as natT.<'’

viéégas tu ... suggests that the range was an important
distinguishing characteristic (perhaps unlike é%Iraga in Purusottama's

view), as it is of other ragas to come (vaksyamAnaragesu).

162. Many murtis will be said to be from nibandhantara, “another
compilation®. The present verse is identified by the Muktavall (II.118)
as Kalankura's. The general conception of natta is a warrior<=>, but

the green colour is an unusual attribute.

1. ¢f. Nijenhuis 1976, pp. 59-60. 2. See Valdschmidt 1975, p.46.
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163.-164. karnatas tadvad ... and 165. revagupto ri® ... make up an
anugﬁubh &loka. The list continues here as in GitPrak V.11. Karnata,
"like natta", 1s therefore heptatonic and shares other other attributes
with natta, except that ni is graha etc. This agrees with the mela
scale Kannadagaula introduced by Ramamatya in the 16th century (RamSK
V.28). Somanatha gives the Karnata dhyana with Karnatagauda, and all
these names appear to apply to the same basic structure. Like many other
authors, Ramamatya says that the raga sometimes omits dhaivata in the

ascent (aroha). Interestingly, the GitPrak tradition (followed by
c.

Purusottama) is aware of this s@dava structure and includes it under the
sidava ragas below, as Karnatagauda. The murti is there said to be the
same as for Karnata, as are the rasa and performance time (known from
other sources to be evening).

The first mirti is one of the SubhSD set. Some of these figure in
Valdschmidt's “Second contribution to Ragamala iconography" (1972).
Vorking from several early inscribed ragamala paintings bearing the
verses and from the text of Damodara's Darpana (Simon's 1902 ed. - see
bibliography Damodara 1902) and Tagore's SangTtasarasangraha (Tag.),
though apparently not the published S%bhaﬁkara text, Waldschmidt
produces a 'critical edition'. As a record of variants this is
extremely useful, but I am unhappy with the concept of an Urtext in
these dhyanas. Even assuming that Subhankara had access to, or
composed, their 'original' versionm, their exact forms and wording became
quite fluid when dispersed over the many artists' traditions and sangita
texts. Vhat I have attempted to set up as the main text is what the
manuscripts suggest was Purusottama's received Orissan tradition - and

at times even this will be found elusive! I have therefore not stated
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in the apparatus all the variants found in other music texts and
paintings which quote these verses; but the present variants which I
have shown should be compared with others available, since our aim
should be to establish regional or school-based recensions; the abject
should be the same as with dhyanaélokas in traditions of religious
iconography, eventually to be able to trace the path of borrowings,
influences and regional afiliations. This must wait for a wider study.
Valdschmidt (1972) deals with the present murti in 163. as no. 16,
p.24.<'> The different, but slightly related, 164 is NarPSS pp.97, 106.
The o Mss. have, as does NarPSS.ii., sphuracchito®. 1 take Sitosnisa’
to be faulty orthography for sito°, and have adopted the reading of the
Northern § recension and Mi., though there is no certainty that
Purusottama did not write éito’, effectively following a Bengali trait

of pronunciation.

165.-166. The GitPrak laksana verse (V.12) is fuller:

revaguptas tatha sadje madhyamarsabhikodbhavah |
rigrahaméo madhyamdnto rase vire niyujyate /|

The MuktdvalT hemistich (II.121) seems to be a garbled version of the
same. marsabhasodbhavah, “born of ma, ri and sa", thus appears to mean
“from the madhyama and &rsabhi jatis, in the gaqjagréma", and this
accords with ééR's definition of this raga (II.2.100): gagjagréhe

revagupto madhyamarsabhikodbhavah etc. <=’

1. See also Waldschmidt 1975, p.92ff. 2. There is no
¥adhyamarsabhl jati. The group of ragas of which which revagupta is one
are commonly described by SSR as coming from certain jatis. The
commentaries are silent on the point, and I assume that the raga was
considered to have features of both jatis.
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Dhyanas for this raga are rare. The present one is ascribed by the
¥uktavall (I1.122) to the "Samhita", but it does not come in the
published NarPSS, the raganirnaya portion of which is apparently
complete. Haricandana may mean the same work which he sometimes calls

/
the Sivasamhit@. Purusottama's ascription may be to Kalankuranibandha.

167.-169. cf. GitPrak V.13. The vasanta described by KumbhSRaj.
I1.2.2.77, an evening raga, is also sampurna and has sa as graha etc.
This is a raganga (secondary raga) of Hindola, as in SSR 11.2.96 (where
it is not described separately from Hindola. According to Panigrahi all
of the ragas so far mentioned are taken from Harinayaka into the
GitPrak. It appears that the laksanas preserved here represent a very
old raga. 168. is the Subh. dhyana. (See Waldschmidt 1975, p.35f. and
1972, p.44f.) It is tempting to see pikaé}iyé (168.b, B and Mi.
reading) as a depiction of dark colour, the figure being commonly shown
as a dark youth, sometimes Krsna himself. The reading is however at odds
with the Orissan Mss and the other available versions, including the
published éﬁthD. The Narada verse (cf.NarPSS, p.95,104) is unambiguous
in its colouring, and clearly suited to a painting. Though a different
image, it also features the mango-shoot, which is a recurrent element,
presumably through the seasonal association of the raga, in the many

different dhyana traditioms. '’

170.-171. cf. GitPrak. V.16, from Harinayaka according to Panigrahi.

The dhyanas given for £uddhabhairava (wrongly labelled 'bhairava' at
1. See e.g. Ebeling pp. 116, 124, 140.
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this point in BS) and for the pentatonic bhairava which comes later, are
the same. The laksanas differ, however, and we are apparently dealing
with two different structures. The present definition is similar to SSR
[11.2.163 in having dha as apéa etc., but different in other detail;
éérﬁgadeva says the range in mandra and tara can be to sa or dha, and he
mentions no performance time. Kavl quotes a verse from the (?)13th
century Hammira's éfﬁgéraﬁara, apparently a corruption of the SSR verse,
and another from Moksadeva's SangTtasarakalika, which agrees in
content.'> Harinayaka thus seems to have given a different account of
the raga. Kavi's many definitions for bhairava‘Z” contain several which

look more like this guddhabhairava than the bhairava they are supposed
to be.

Kavi quotes this same murti (v.171) from the SangIitasarani.
Nibandhantara, the frequent ascription for mirtis which Purusottama
finds elsewhere than in Subh. or NarPSS., may perhaps be the
Kalankuranibandha. This murti differs completely from the usual icon,
which depicts éiva in his awesome (bhairava) aspect, sometimes being

supplicated. <=?

172.-173.  GitPrak V.17 (for v.172.b) reads: sakampamandragandharah
karune praharat param | - “in karuna rasa after the watch" (i.e. after
the last watch, of the day or the night, cf. v.178, 200 etc.) Kavi<<>
shows various forms under the heading of bangala, but what he quotes
from Matanga, as always without an exact reference, has the same jati-

ascription as this Harinayaka definition. Kumbh.SR II1.2.2.106f. gives

1. Kavi 1951, p.667. 2. ibid., p. 444. 3. cf. Valdschmidt 1975,
p.329ff. 4. Kavi 1951, pp.412-13.
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two different bangalas, both different from the present one. Other
authors, according to Kavi, include bangala among the gramardgas, and
these also give sa as graha etc. and kaisikT as the jati. I have not
been able to trace an ancient source which corresponds to all the detail
here, but the SSR's second bangala (I1.2.161) is clearly related.

The dhyanas are more consistent. The standard figure is a hermit
(and for the female Bhairavi a female ascetic) who sings samans or

performs a puja.'> For variants in this SubhSD verse as it comes in

other texts see Waldschmidt 1972, pp.8,9.

174.-175. GitPrak V.18-19:

sadj1jatisamutpannah sadjanyasagrahaméakah |

nitarah panibahulyo rase vire niyujyate /|

meghacchayagame geyah somarago matah satam |
Thus the tradition is consistent that pa and ni are frequent ('strong')
notes. The MuktavalT (II.41) has the same verse as Purusottama. SR
I1.2.165 says that the bahula notes are ni and ga, and other early
authors, from Matanga on, support this. <=’ Sérﬁgedeva says further that
ma comes in tara and madhya sthinas; this is interpreted by Simhabhupala
as meaning that the note ma is omitted in the mandra. Does the
Harindyaka verse in fact wish to say that ni comes only in the tara? If
so, the bahuvrihi nitara is incorrect. I have in such cases kept the
prima facie sense of the Sanskrit, here assuming "the range of the tara
is to ni."

Fo dhyana is mentioned by Ebeling or Valdschmidt. The Candrika
verse (see above, note on v.160) is a neat little composition involving
éiega. soma meaning both the lover and the moon.
é,ISee Valdschmidt 1975, p.375ff. To Waldschmidt's literary references

r

kantha's RK II.106 should be added. 2. See Kavi 1951, p.741.

_73_



pariccheda 1

176.-177.  Mukt. II.127 adds the extra line (after ‘mrapaficamah):
nitarah kamprabahulah karunadbhutahasyagah | In the corresponding
passage in GitPrak (11.19-20) it is hard to say whether this line
belongs with the definition of Amrapaficama or with the next raga,
kamoda, though Panigrahi's text (editorially?) labels the ragas clearly
enough:

andhrijatisamutpann  madhyamagramagocarah ||

gandhdramsagrahanyaso raga<h> syad amrapaficamah /| ityamrapa’

nitarah kampabahulah karunadbhutah@sagah ||/

sadfe sadjIbhavah sadjagrahamso nyasadhaivatah |

samasvaras ca kamodo mandragdndharabhusitah /| iti kamodah '~
Purusottama takes this detail into his definition of kamoda (see
v.178.2a), but éSR I1.2.168-69 mentions the somewhat unusual adbhutarasa,
as well as hasya (but without karuna) in connection with Kﬁrap&ﬁcama.‘z’
$sr agrees in giving ga as agéé etc., and adds that the raga is mandra-
madhyamodbhavah, “springs from the mandra and madhya sthanas", as
interpreted by Simhabhupala. Matanga and Nanyadeva are substantially in
agreement with this definition.<®*> Kavi quotes a verse from 'Jagadeka’
which, like many other passages he claims to have found in the Sangita-
cidamani (?12th century), are not in the printed text<4” or in any Ms.
that was available to its editor, D.K. Velankar. It would be

interesting to know the true provenance of the verse, since it confirms

the rasas as adbhuta and hasya and the modal function of ga, while un-

1. Panigrahi's ed. reads: ragasyad ...... *bahulah karunodbhuta-
hasagah. . . 2. I believe the rasa-ascription of ragas has to do with
the older association of particular musical structures with particular
junctures of the dramatic context in which they were performed. Rasa,
depending for its arousal on referential associations, can in music only
be concerned with texts in song or representation in dance. The
frequent use of rasas as defining characteristics of ragas is surely
another aspect of the dramaturgical heritage, the context in which
sangTtadastra was fostered in the Natyaéastra. 3. See Kavi's
quotations, p.54. 4. Jagadekamalla 1958, Sanskrit intr., p.6.
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/
like SSR it mentions the omission of ri and pa:

gandharamso ripatyaktah gandbaramsagrahanvitab [<1?
sanitaras ca purnaé ca mandrena parivarjitah [l
amrapancanmnanmyam rago Vismayahasyayob /
tatraiva means, I believe, not 'in the same source as the
laksanasloka' but rather the same text as the last murti, i.e. from the
'Candrika’. Here again no dhyana is mentioned by Ebeling or Wald-
schmidt, and the Candrika@ appears to be the repository of some rare

iconic verses. They suggest paintings, however, the colour depictions

being particularly vivid.

178.-180. The second of the murtis here is for the female kamodi or
¥amodaragT. Purusottama considers kamodi and Kamoda to be the same
musical structure. The identification of the two is stressed by
Haricandana, who has the present lakgapaéloka for Xamoda (Mukt II.129)
and a feminine version of the same for kamodi at II.61:

kamodI karune hasye nitara bahukampana |
sadjT jatigrahamsesu yamAd dhanyasamandraga |/

The GitPrak (Harinayaka) definition is close to SSR's for the second of
the two kamodas (dvitIyakamoda):

GitPrak V.21: sadje sadjfbbavab sadjagrabamso nyasadhaivatah |/
samasvaras ca kamodo mandragandharabhusitah |/

SSR. 1I1.2.167: sadje sadjlbbavab sadjagrahamsanyasasamyutah /
samasvaro 'nyah kamodo mandragandh@rasundarah |/

The time prescribed is *after the watch"; as prahara and yama can refer

to any watch of the day or night we have to assume that conventionally

1. I suspect a corruption in the first line in the repetition and faulty
sandhi ‘tyaktah gandharamsa*. Perhaps the original had something like

"tyakto gandharagrahananvitah, though this still leaves the nyasa
unmentioned.
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these words are used for a particular watch. Comparing the definitions
of various texts we find that the r3gas are conventionally prescribed
for evening or morning, and "after the last watch" seems to fit, meaning
sometimes the last of day and sometimes of night. Kavi¢'’> quotes a
verse from 'Bhattamadhava', i.e. the SangTtacandrika (which I have
suggested may be the 'Candrika’ referred to by Purusottama). This
describes another heptatonic kamoda, apparently a different structure
from the present one, but one that is “to be sung in the final watch"
(paééime yame), and S;Tkappha's Kamoda (RK II.165) is sung at the
beginning of night <nié§dau). If that is the meaning here, then the
direction is inconsistent with éﬁthD (see v.319 below), where kamoda is
said to be a morning raga. Kamodi or kKamoda is in fact more consistently
regarded as a morning raga, as in NarPSS (see v.323 below) and érfkaptha
RK 1I1.157 (pratyusakale geya). The Orissan tradition does not seem to
distinguish kamoda and kamodi at all strictly, and perhaps the
traditional laksanas of the two have been conflated. Such conflation is
clear in the dhyanas. The common ascetic figure can be male or female.
A grammatically “feminized" version of our murti is used (or composed?)
by Haricandana (I1.62). For variants inscribed in paintings see
Valdschmidt 1972, p.23f. The second murti is from NarPSS (pp.97.106).
This adds yet another branch to what Ebeling (p.114) calls the
“bewildering array of iconographies" for this raga. Far from the
ascetic, this lady is a model of joyful indulgence. Other dhyanas
collected by Ebeling and others<Z” show a lady, clad in yellow,

suffering the pangs of separation from her husband. The same image is

1. Kavi 1951, p.219. 2. See Ebeling 1973, caption on p.114 and
dhyana on p.118. WValdschmidt 1975, p.372f.
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also found applied to the raga kakubha‘’'>. NarPSSii. has a different

first pada in which the lady is playing with her companions. The Mukt.

reading is close to the BS version.

181.-182. GitPrak V.22 has §a§jadhaivati‘ in one Ms. and
ga@jamadhyamikodbbavap in another. Panigrahi emends to sadje
dhaivatikod®, "in the sadjagrama, born of dhaivatI jati", because the
éSR definition (I1.2.164) starts: §agje dhaivatikodbbﬁ%a@. I see no
good reason to change Purusottama's reading, as found in all Mss as well
as Mukt and GitPrak, rather than simply understand what original meaning
it represents, though this was possibly lost to Purusottama! GitPrak
does not mention a rasa, and this is also absent in éSR and KumbhSR
11.2.2.51, which between them cover all the other details given here.
DamSD II.231 (Tanjore ed.) has a differently worded lakgaga verse with
the same content, except that the rasa is éyﬁgara.

Like the other mirtis quoted so far from 'nibandhantara' (possibly
Kalankura), this is not found elsewhere, though the image of the dark,
cloud-like young man (even a personified megha, cloud) is familiar
enough. The celebration by music and dance of the advent of the rains
is also a common theme. <%’ According to Mallinatha on Kalidasa Ragh.
VIII.33, upavinayati means "singing (Before éiva) with the vina" (é1ivam
upavinayitum vY?ayopasamipe ga8tum. Other occurrences in Bana's
Kadambarl and in éfTharga's Naisadhacarita are cited by Bohtlingk, but
his translation, copied by Monier Villiams, is simply “play to someone

/
on the vina". 1 assume that Purusottama was unable to find a SubhSD

1. See also Nijenhuis 1976, p.41 and Valdschmidt 1975 p. 374. 2. cf,
Valdschmidt 1975, pp.45-51.
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dhyana. Normally he gives the available éubh. verse and then

. /
supplements, when he wishes, with another. The published text of Subh
also lacks a dhyana for Megha, and this raises an interesting question
over the origin of the three verses found by Waldschmidt.<'® None of the
three corresponds to Damodara's verse in DamSD I11.31, (Tanjore ed.

p.-45), which is also used by Haricandana (Mukt. II.42) but is unfortu-

nately not attributed to any named source.

183.-184. cf. GitPrak V.23 This corresponds in sense to SSR 11.2.158
and Parév.SSS. 1V.62. These early soﬁrces say nothing of rasa or
p;rformance time, however, and they state that pa and sa are sphurita
(SSR: prasphuratsadjapancamah), ga having tiripu (Parsv; SSR has
gandharatiripopetah ... dravidagaudo 'yam. Thus Harinayaka's sankula
corresponds to prasphurat or sphurita; this may mean simply "manifested"
(i.e. frequently used, equivalent to bahula). But the original meaning
was more likely a particular ornament, the sphurita, defined in SSR
I11.90, just as the tiripu gamaka is described immediately before it.
If this is the case, the ga was subject to an oscillation at a different
speed from that on sa and pa. On the basis of these other definitions
(see Kavi 1951, p.287) I had rejected the reading sadjamadhyama® of BS
etc. in a. The GitPrak confirms this decision.

gaudasya ... Though turuska® is the commmon form in sangita texts,

manuscript evidence suggests turaska® at this point (probably influenced

1. See Waldschmidt 1972, p.34 Though the majority of the dhyanas
examined in VWaldschmidt's 'Second Contribution' are ultimately from
ubhankara, a few are from other sources (including DamSD).
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by Oriya turaska), and this might have led to the § reading turanga“.

For the dhyana I can find no parallel, though the image has elements
in common with some of those found for gauda and gaudamallara.<'’
S1é1raméudhamz is probably intended to depict white colour. The verse
is borrowed by Mukt and of course by Narahari (as often, faultily

transmitted in Ragaratnakara, VaisSS p.17)

185.-187.  GitPrak V.24 (ending °méaisi varad] sumanohard). SR
II.2.85 and KumbhSR II.2.2.104 describe varati (one of two kinds, cf.
Nijenhuis 1976, p. 82f.) as derived from the raga bhinnapaficama, being
sung in srngararasa, and (unlike in our present definition) having dha
as apéa. For the switch to sa as apéa in other 16th century texts and
later sources, see Nijenhuis 1976, p.83. VWhere a time is specified for
varadi, varati or varalf, it is normally evening, and the prahara here
may therefore be the last one of day. However, Kavi quotes 'Bhatta-
madhava' (SangItacandrika) in a verse which corresponds in detail to
Sérﬁgadeva's and Kumbha's varatl, and adds: grisme prakprahare geya
sampﬁfyg kamage rase - "in the cold season, during the early watch and
in é%ﬁgararasa“. I find no account,other than what is said here to be
in the Kaumudi, of varati as a hexatonic raga. SSR II.2.130f. glves
definitions of six upangas, secondary formations, of varati, none of
them hexatonic.

The first mirti is SubhSD (p.37). Purusottama's version is the same

as the printed Subh. WValdschmidt 1972, p. 42 shows some variants which

resemble the version in DamSD. Bake translates vinodayantI as "“pushing
1. See Nijenhuis 1976, p.32; VWaldschmidt 1875, p.382f.
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back"“'”, and thus gives the image, followed by Nijenhuis (1976, p.84),
of the angry lady rejecting her lover. The image is rather that seen in
Ebeling, pp.85,246, where the girl turns her face away but continues to
fan the lover; "holding away" may be intended, but hardly in anger. The
second mirti is NarPSSi, p.96. This vaguely resembles the common image
of DedavaratI<=?, but the different murti in NarPSSii (p.105) is much

closer to that image in its portrayal of the girl's anguished searching

for her lover.

188.-190.  An ancient definition (for gurjarI) can be found in Par&vSSS
IV.30 and SSR I1.2.89, where the nyasa is clearly stated to be ma.
GitPrak V.25 has kvacin ganta in two Mss., but all Mss. have ‘anta and
not ‘EpéE. Tag. and Bi. have preserved at least this syllable of the
correct reading. Ghan. (Ragaratnakara, VaisSS p.18, v.92) has the verse
garbled at several points. In the view of the older writers, and as
repeated here, paﬁcamasé@ava is the raga from which gurjari is a second-
ary formation, but the vrtti shows that Purusottama fails to understand
paficamasadavat. The 'regional' varieties of gurjarT mentioned by SSr
(I1.2.235) and KumbhSR (II1.2.2.8) are four, distinguished by different
emphasis and ornamentation in the svaras. Daksina- and saurastra-
gurjarT are two of these. dadadhd gujjari proktd 1is obviously the
intriguing beginning of an anustubh in the Ratnamala, but unfortunately
Purusottama considers it of insufficient importance to repeat.

The first mirti, specifically meant for daksina ('Southern')
gujjari, is from éﬂthD (p.39). Valdschmidt's verse, put together from
1. See VWaldschmidt 1972, p.42, note 1. The anonymous translation used

by Ebeling 1973, p.124 is similar. 2. See Ebeling 1973, p.124;
¥ijenhuis 1976, p.84.(v.189), is from $ubhSD (p.39).
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inscriptions on paintings, shows some variants which may be compared
with our B readings. The reading Waldschmidt reports from 'E' (the 'Gem
Palace Ragamala', National Museum, New Delhi), “suteé@arébgh (statt
srutisvaranam?)" is now obviously a corruption of Sruteh sva®. Once
again the Orissan tradition shows a closer resemblance to the SubhSD
manuscripts than do the inscriptions in painted ragamdla sets. I cannot
quite accept Bake's translation of the verse as it appears in the

DamSD. ¢'> Tag. quotes the dhyana twice, the first time from ‘'Hanuman'
(i.e. as in the Darpana), the second from the Narayana, with the
variants indicated in my apparatus. The lady with the vina is a common
image of gurjarT/gujjari. The Narada dhyana (NarPSS pp.95, 104) is
reminiscent of the HindT verse of Lacchaman Das quoted by Ebeling
(p.134), but, as Ebeling himself comments, the idea is not very
different from several others; it is somewhat less distinctive, and less
graphic, than éubh's. The Natyamanorams, which follows the NarPSS for
all of its dhyﬁnaélokae, apparently used a manuscript or a tradition

more related to the Calcutta NarPSS texts than was Purusottama's.

191.-192. = GitPrak V.26. The early TodI defined by §sr 11.2.77

etc. 2> has ma in the three modal functions as here, and is an anga
(secondary formation) of the primary raga sadava. It is used, according
to these texts, in scenes (or song-texts?) of joy (harsel. The laksanas
in many other texts follow this tradition.<®>. The érigara and vira

rasas are obviously a later development, though they could be derived

1. “GurjarT ... produces all kinds of érutis and notes on her lute." See
Valdschmidt 1972, p.20. 2. cf. Nijenhuis 1976, p.77. 3. cf. Kavi
1951, p.257.
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from the notion of harsa. Damodara (DamSD II.211, Tanjore ed. p.36)
states that some give the note sa as graha etc.; thus by this time there
was a difference of opinion, probably representing an effort to
reconcile contemporary practice and the older Sastric definition. The
17th century Ahobala (Parijata v.386) describes what must have been a
contemporary structure, different from that of SSR etc.

The mirti is SubhSD. p.37. The complete agreement of our text, the
published Subh., the Muktivall and the Natyamanorama (II.41) argues for
a secure tradition, and the ‘critical' readings selected by Waldschmidt
(1972, p.41) should now be reconsidered. Valdschmidt's German
translation (1972, p.42) is, as often, superior to the English (1975,
p.279). Other dhyanas and illustrations normally add the details of a
lute, which the lady in this almost standard image carries while feeding
the deer.<’? In view of its difference from this standard icon, it is
surprising that the verse from the Paﬂcamasﬁrasamhita (pp. 95, 104) is

not also mentioned by Purusottama.

193.-195. GitPrak V.27. v.28 is the direction for seasonal
performance:
hareh éﬁyanam arabhya yévad'gurgéhmhotsavam /
parvatipritaye tavan malavasrir manohara ||
(cf. v.339 below).
GitPrak also mentions the améé in b., ga@janyﬁsagrabi@ééig& parvati’,
and this agrees with the ancient raga malavasri defined in SSR II.2.73,
an anga of malavakaisika. The latter ‘primary' raga is defined as

coming from the kaidiki jati, and this jati was defined above (v.115) as

(samsargaja> vikrta from five of the duddha jatis.
1. cf. Nijenhuis 1976, p.78f.; Waldschmidt 1975, p.279f.
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Assuming Purusottama understands that malavakaidika is a raga, then he
must be simply adding in information from traditional sources about its
origin. The information does not seem very relevant. According to
Panigrahi (Krsnadasa 1983, p.36, note 3) only the ragas up to varadi are
in Harinayaka's treatise. The other laksanas are not traced back beyond
the GitPrak.‘ Vhatever the source, it tells us the season for
performance, which is lacking in éSR; but the early texts added that the
tara and mandra svaras were sa. MalasT, Malavadri and Malagri are
considered different versions of the same name. Mukt. (II.46-47 and 74-
75) repeats the definition under two spellings, with the two different
dhyanas as found in the Narayana.

The first murti is éuthD p.38. The figure suggests that the lady
is consulting a flower-oracle. A particularly clear example from 17th
century Malwa is to be seen in Ebeling, p.39. The readings in 194.d.
are supported by Ragacitra (p.16) and éﬁbh. The NarPSS murti (see LD
ed. pp.92, 101) preserves the flower motive but dispenses with the tree
under which the nayika sits. This corresponds to the illustrations
shown by Waldschmidt 1975, p.261ff. The Manorama preserves readings
found in the Calcutta Mss of NarPSS.

malavasrir iyam ... might mean simply "Malavasr is also called

MalasI" (and similarly 203.1 below).

196.-197, GitPrak V.29. SSR, and a tradition going back to Matanga,
describe four saindhavis, of which the second (SSR I11.2.179) is "in
paﬁbama“, i.e. a bhasa of raga paﬁcama. Nijenhuis 1976, p.69 argues for
the development of later forms of Saindhavl from the third of

éékﬁgadeva's, which was considered a derivation from malavakaisika and
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had sa, not pa, in the three modal functions. "“With respect to the time
of performance," she writes, "all authors, ancient as well as modern,
agree that saindhavi could be performed at any time." This may apply to
the tradition of the third saindhavi, but is clearly not the case with
our raga here. The various definitions brought under the head of
saindhavl by Kavi 1951, p.739 show that the different forms persisted,
at least in éastra. This saindhavi is classed as a heptatonic raga, but
it is different from the heptatonic one in the Southern tradition
described by Tulajendra.<'’

There is no dhyana in éﬁbh., and this one is taken from NarPSS (see
pp.93, 102). Valdschmidt 1975, p.333ff. and Nijenhuis 1976, p.70
identify a prominent image of a lady clad in red and worshipping Siva.
The second type mentioned by Waldschmidt (after Gangoly) is slightly
different; the lady still holds the triébla, but is waiting impatiently
for her lover. Nijenhuis links the two as the ‘religious' and the
‘psychological' points of view. DamSD 1I.208 (Tanjore ed.) classes
saindhavi (appropriately for this image) as a ragini of Bhairava.
Certainly the two elements come together in, for instance, the HindT
doh@ of Lacchaman inscribed on the Amber ragamala (Ebeling 1973, p.138),
which confirms Nijehnhuis's diagnosis of anger following a quarrel (as
in the Kalah@ntaritd Nayika). If indeed our present sindhuda (or
sindhuja?) is the same raga, then the NarPSS shows a quite different

image, in colour and in mental state.

198. Krsnadatta is Krsnadasa, otherwise referred to by the Narayana
as the GItaprakadakara. Prajnanananda is mistaken in separating these

1. See Nijenhuis 1976, p.70.
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two (Ghan., intr. p.7f.).¢'> It is admittedly remarkable that the true
name of the GTtaprakaéa author was not consistently recorded. I find it
hard to explain the name Krsnadatta as a mere scribal error while the

manuscripts are unanimous.

The rasa, ny@sa and améa correspond to devakrti in SSR II.2.129,
Parév.SSS I1.75 (p.91) etc. but that older structure is defined as
pentatonic and having dha as graha. As for performance time, only
Tulaja's SangTtasaramrta (TulSS p.100) agrees that the raga can be
performed at all times (sada), as the reference in VenkCPP (appendix,
28.3) appears to be to mahurT raga and not devakriya.<Z> But VenkCPP
(app.29.3) does state that the raga duddhavasanta is sarvakalika (and is
heptatonic). Mukt. has a different line for 198.b.: sampurna sarvakale
val geyeyam rtusatkake |

The éuthD (p.40) murti is not found in the series described by
Valdschmidt (1972). Few paintings seem to have been produced, or found,

for this raga, though dhyanas are common enough in texts.<®?

200.-201. cf. GitPrak V.31. The laksanas resemble the first of SSR's
two ramakrti definitions, 1I.2.127, the second (II.2.144) being a quite
different structure. RamSM V.23 agrees substantially with the present
definition. VenkCPP V.51 briefly mentions a heptatonic ramakriya, and
the verses cited by Kavi 1951, pp.548-49 are divided between the two
traditions as shown in SSR's verses. The difference in traditions is in
fact reported by DamSD II.225,226, which mentions also that some regard

it as a pentatonic raga omitting ri and dha. Kavi's verse cited

1. See also Panigrahi in Krsnadasa 1983, intr., p.8f. 2. Nijenhuis
1976, p.27 may have misread these verses. 3. See Nijenhuis 1976,
p.28).
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from 'Matanga' (not, I believe, in the published MBrhd) and the SR
definition confirm that sa and ri are bahula notes, though the compound
gaqjargabhaghanarambha is slightly odd. 1 take prahara in 200.a to mean
the early watch of day or the last of night.

The murti is SubhSD (p.40). The angry lady with the lover falling
at her feet appears in many illustrations, and is perhaps the commonest
figure for ramakiri.<'> The dhyadna of Somanatha (translated by
Nijenhuis 1976, p.17) does not immediately bring this nayika to mind,
and seems more in the vein of Sudhakalada's dhyana. So also is the

NarPSS (pp.93,102) dhyana, surprisingly omitted by Purusottama despite

/
its difference from Subh.

202.-203. GitPrak V.32. The verse is almost identical with SSR
I1.2.115, which reads for b.: gamandra cotsave geya tajjﬁéib
prathamamanfar? | The GitPrak (Harinayaka?) tradition has perhaps
inserted the rasa and time (as opposed to occasion, utsava) reference to
fit in with the common form of definition. The prescription of morning
performance seems rare. ‘*> The ‘modal' description in éSR, following
the form for jati-laksanas, indicates that certain phrases could be led
to dha in the tara sthana and others to ri. VWhen tara is mentioned
there is usually also a direction for mandra, as in éSR and removed in
the present verse.

The murti, wrongly attributed in Mukt (II.23) to the Naradasamhita,
1. See Waldschmidt 1972, p.38; 1975, pp.215-222, 233-236; Ebeling

1973, pp.52,53,60 etc. 2. See other laksanadlokas in Kavi 1951, p.347
(pata®, patha®) 387ff.
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is SubhSD (p.39). This is the commonest image for patamaﬁjarf“’,
except that often the lady is comforted by two companions. Here again
the Naradasamhita (pp.95,104) has a quite different icon.

Later texts, except when imitating or quoting early sources like
KumbhSR and éSR, refer to patamaﬁjarf, pa@hamaﬁjafT, or pathamdﬁjari}

hence the need to identify the old and the new names.

204.-206. GitPrak V.33. As no nata is defined by Purusottama, and
only natta has been mentioned so far, the reference must be to natta.
(Mukt II.137 in fact reads nattavad.) In v.161 natta was said to be
like ériraga in that it was characterized by sadja in its jati etc. SSR
11.2.125 has nattd (fem.) as a derivation from pifijarT (a bhasa of
hindola); this too has sa in the three modal functiomns.

The performance time for nattd (fem.) is consistently given as
night<=>, though there is some difference of opinion in the application
of rasa.

The mirti for the female natta would have to be different from the
warrior nata/na@@a. But, as far as I can tell, the present one,
probably taken from Kalankura (and quoted by Kavi from the Sarani, which
simply means indirectly from the Narayana), is unique. To my knowledge

no painting of this raga has been published.

206.-207. This differs from SSR I11.2.114 and Parsv.SSS IV.35f. only
in having sa instead of ma, as mandra and in adding karuna rasa (the

older texts mentioning vipralambha, i.e. éyﬁgﬁra, only).

1. See Waldschmidt 1975, p.228ff., 240-245. 2. See Kavi 1651,
pp. 305, 306.
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The murti, though said to be in 'another compilation', which
elsewhere always means other than éubh, Narada etc., and perhaps refers
to Kalankura, is however in éuthD, p.39. Some variants are noted in my
apparatus and more will be found from other sources in VWaldschmidt 1972,
p-47. The theme and illustrations of it are described by Waldschmidt

1975, p.138f. and 153f. The content of NarPSS (pp.93,105) corresponds,

though the wording is quite different.

208.-209. This is the last of Krsnaddsa's sampurna ragas (GitPrak
V.35), starting: gaudil gé@éagrabanyééé’jgtg malava® The definition
corresponds to the second (dvitiya) gaudi of SSR I1.2.184 etc. <!’ GaudT
and gaur are often found as interchangeable names for the same
structure. The mUrti, unusually in Kryé meter, shows one of a great
variety of types (as indicated in Valdschmidt 1975, p.274f., Nijenhuis

1976, p.33, Ebeling 1973, p.60,76,110,142 etc.).

211.A.-210. As stated in v.157, five further sampurnas are given. These
are the ones that Purusottama did not find defined (though one
manuscript lists them) in GitPrak, but drew nevertheless from the
SangTtasara (of Harindyaka?).<*> Each has only a hemistich for the
laksanas. I have assumed that in the original text these were combined
into anustubh Slokas and I have numbered the verses accordingly. All
except Bhipati are among the additional ragas described by Kallinatha

(Adyar ed. SSR vol.2, p.144,145) but not in the main $SR text. The

1. For the two types of gaudl in earlier texts see Nijenhuis 1976, p.33.
2. If this Sara is indeed by Harinayaka, Krsnadasa has been selective in
his treatment, for he clearly acknowledges Harinayaka as a source.
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/
‘Sara’ has here recorded some post-SSR tradition. Three of the five

mirtis are drawn from the <(Sangita>ratnamala of Mammata.

The murti is éuthD p-36. In sense, but not syntax, I agree with
the translation used by Ebeling, p.120. Waldschmidt chooses, against
most of his manuscript evidence (and ours as well), an easier reading
‘nibaddhabahuh, “"his arms clasping the horse's neck". Another possible
meaning of °ragah is that the warrior's passion/desire is directed at
controlling his horse; and raga perhaps carries the second meaning of
(msical) raga too: "the raga bound to the horse's back". The image is
common; a particularly vivid depiction in an 18th century Lucknow
painting is shown by Waldschmidt 1975, p.105.¢<'?

211.B.-212. 'Born of dhaivata' appears to mean that dha has the three
important modal functions. These are confirmed by Kallinatha's account
(Adyar ed. éSR, vol.2, p.145), in which dha is graha and amga. SrikRK
II.135, though stating that the raga omits ga (and is therefore not
sampurna), gives dha all three modal functions and confirms that the
raga can be sung at all times, sarvada.

The murti, in Malini metre, may be added to the two cited by Kavi
from éffkagtha and the Ragasagara.<=> The literal meaning of the name
is worked into the image, as also in éfikappha's verse (RK. II.136). No
paintings of this raga are listed in the main reference works.
214.A.-213. Among the earlier texts, Kumbha (SR II1.2.2.61) and
Kallinatha (Adyar ed. SSR vol.2, p.144) describe different structures
under the name nattanarayapa. Kumbha's has dha in the modal functionms
as here. Later traditions are divided, as can be seen in the verses in

Kavi 1951, p.305. For the wide differences in opinion on performance
1. For parallel verses see Nijenhuis 1976, p.60. 2. Kavi 1951, p.192.
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time see Nijenhuis 1976, p.62.

The murti is intriguing. So far as I can find, natanarayana is
nowhere else in dhyanas said to be dressed as a woman, though the theme
of dancing is found in Somanatha's dhyana‘'® and in Deccani paintings<=’
On the spelling vesa® see note on v. 160 above. The Mi. and two
'Northern' copyists have ‘corrected' to “vesa® Mukt II.55 keeps ‘veda .
I take the unconventional phrase bhramim adha to mean “making a whirl
around", and the type of dance is apparently like that of the Orissan

gotipuas, who accompany their own dance with song.

214.B.-215. For the early definition of this raga we must ignore
bhipalT, a hexatonic raga mentioned by KumbhSR I1.2.3.68 and the bhupalT
said by Kallindtha to be the same as dombakrT (Adyar ed. SSR vol.Z,
p.17), and bhﬁpéla as found in the Southern tradition of RamSM V.36 and
TulSS p.109, these last being pentatonic like the modern Hindustani
bhip(ali). I cannot find any parallel for the laksanas or the dhyana
here. Narahari's Ragaratndkara (VaisSS p.25) agrees with the Muktavall
readings Svetad camara® (but with the variant in one Ms
carucamaradvaya ®) and éyEmacohatrEdhyo. On the assumption that the
verse contains the usual colour symbolism, and that chowries are
properly described as white, I have kept é&émaé (as in Biii.,Mi and §)

as an epithet of the king (the Bhupati).

216.-217. Here again the laksanas have little in common with other

avallable descriptions of é%bkarabharapa (e.g. in Nijenhuis 1976, pp.70-
1. cf. Nijenhuis 1976, p.62. 2. See Gangoly 1966, pl. LXXIX A,B and
pl. CV, B and D; also Ebeling 1973, p.237, in a Rajasthani painting from

Sirohi. Gangoly tries to emend the text he finds in Tag's version of
the mirti, and the complex of corruptions leads him into difficulty.
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71; Kavi 1951, p.652). Some other dhyanas show the éiva motive, also
to be seen in some paintings, e.g. Ebeling's Bundi/Kotah example
(p.193). For udita = udita see ériharga's Naisadhacarita 1i.83,
vi.52,74. Sada (v,216) is elsewhere glossed as sarvesu kalesu /

samayesu, and this is how I have understood it here.

218. This traditional nirukti sees sadava as a vrddhi derivative of
sat.<'> This would not be possible according to strict philological
rules, but Fox Strangways suggests<#> that the word is an analogical
formation after audava (this being itself of obscure origin); in this
case the word may have been coined in the usage of musicians at a very

early stage, and may indeed reflect a perceived connection with sat.

210.-222. For karndtagaudas ca GitPrak V.5 has karnatabangalas ca.
Vhen the ragas come to be defined in that text karnatabangala (as well
as a hemistich on takka raga) is indeed included in an extra verse from
the Ratnamala (as repeated here, vv.226-227), but karnatagauda is the
second in the main list. I suspect that the list, which comes from
Harinayaka (cf. 220.b.), has been slightly tampered with by
Krsnadasa, ¢=’but is preserved intact by Purusottama, followed by
Narahari (Ragaratnakara, VaisSS p.26). Narahari again follows in listing
the extra eight from the Sangitasara. Though the text could mean
deégkhy8éavarT in 219.b. (as printed in GitPrak V.5), the rdga is later
(v.239) referred to as éavar, not asavarT.

The spelling hufichikd (v.220.a.) is perhaps the commonest, being
1. cf. satsvaram sadavam 1ti (MBrhd.) etc. Nijenhuis 1970, p.205.

2. 1914, p.122. 3. GitPrak V.6 conceals Harinayaka's authorship:
ityadyah sadavah proktdh] ragah grutimanoharah |
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found in the weight of Mss in the description of this raga (v.247) and
GitPrak V.6 (v.1. hhﬁkyté, which is not a raga at all). In pronuncia-
tion there would be little to distinguish this from huficikd , which is
also found in Narahari's version (Ragaratn@kara and Bhaktiratnakara,
VaisSS pp.26,202), but hufijikd of BS is unlikely.

The manuscripts punctuate: I1ti / sadavaganane phalam aha .
ganana would here have to be equivalent to, or a technical term for,
gana (which is specifically referred to in v.222), the reward being not
that of 'enumeration' but of singing, as above, v.158.1. My punctuation
follows that in the published Narahari Ragaratnakara and Bhaktiratnakara
(VaisSS pp.26,102), which preserves the °‘ganane of all the Mss and also
makes sense.'> The passage is found, as a continuation from the
sampurnaganaphala, in Narada's Sangitamakaranda III in a slightly
different form:

sangramarupalavanyaviraham gunakirtanam |/
sadavena pragatavyam laksanam gaditam yatha /18111

in which ‘viraham may be a corruption of virata (which would make the
whole of the first line a single compound). v.222.a. would also be more
comfortably translated if a single compound starting sangrama-

viratarupa*, but I have kept the unanimous reading of the Mss.

223.-224. GitPrak V.36. SSR 11.2.92 gives gauda as an anga
(secondary formation) of the raga takka, having, as here, ni in the
three functions and omitting pa; ParsvSSS IV.26 adds that it is sung in
vira rasa, and KumbhSR I1.2.2.75 prescribes karuna rasa and performance

in the rainy season. The detail not taken here ultimately from SSR (and

1. Though the passage is identical in these two works, the HindT
translations in the edition (VaisSS) differ.
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probably more directly from Harinayaka) into the GitPrak appears to be
an Eastern tradition.

Dhyanas are uncommon for gauda. Somanatha‘'> has an image of a
pleasantly adorned young man wearing a garland. Mesakarna (or Ksema-
karna) has a éErdﬁlavika@ita dhyanaéloka depicting a young man clad in
white and performing a puja, as here, but the puja is to Visnu:

.. gaudo vedayutah svarajﬁbtarugap érfvigpupﬁjékatap /1<% The white
dress and religious disposition of the subject are common elements in

all the available dhyanas.

225. GitPrak V.38-39 reads, impossibly for a sadava raga (and
therefore to be corrected on the basis of our reading):
nisidamsagrahanyasah sadjapaficamavarjitah | ParévSSS IV.60 and SSR
11.2.156 describe a sampurna karnatagauda with sa in the three modal
functions. KumbhSR II.2.2.167 is the only early source that gives ni as
in the present laksanas, but Kumbha's too is sampurna. In this respect
it 1s interesting to see that Kallinatha reports a conflict between
theory and practice, nisadda being the note actually found to perform
these functions: karnatagaudasya laksane sadjagrahamsatvoktau laksye
nigédagrahE@éétvam / The Harinayaka tradition, in which pa is omitted,
seems unusual, though from the 17th century some other authors describe
other hexatonic and pentatonic structures. <=’

Purusottama is not alone in bringing together karnata and karnata-
gauda for the murti. (Kar@é?a was described above, vv.163,164.) 1 have
found only one independent dhyanaéloka for karnatagauda, in the Mukt.
(I1.158); the icon is of a handsome figure with long ears, radiant, with
1. See Nijenhuis 1976 p.32. 2. Text from Bodleian Ms VWilson 303®.

See Aufrecht 1864, p.201. 3. Nijenhuis 1976, p.42
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large eyes, ruddy in complexion (or perhaps in clothing), and carrying a
string of puskara-seeds. It is of course strange that two different
ragas, one heptatonic and one hexatonic, should be perceived to have the
same murti. I take this as further evidence that the dhyana system is

not closely related to musical content.

226.-227. As already remarked, K{gpadasa had to adjust his list of
gﬁ@avas (Panigrahi ed. p. 34) to account for the inclusion of
kargé?avaﬁgﬁla. In doing so he excluded karpé@agau@a from his list,
though the laksanas are given at GitPrak V.38f.

The reading sagjapaﬂbamavarjita@, impossible for a sadava raga, is
also in GitPrak V.37, and may be a pre-Narayana corruption. I would
like to assume that Bii preserves part of the correct reading, merely
having lost the visarga. Another possible emendation, which would
require more change in the text, would be: gEhdhEré@é&grabo nyasasadjah
paﬂbamavarjitap / This would have the advantage of putting the laksanas
in line with éSR and some other early accounts.<'’ In any case éSR
I1.2.126 speaks of the omission of pa only, as well as the é}ﬁgﬁra racsa,
and ga as agéé, though sa is 'anta‘', i.e. nyasa. KumbhSR I1.2.2.96 has
sa in all the modal functions. Both these eay:ly sources say that the
raga is an anga (secondary formation) from vegaranjini, this being a
bhasa of takka raga (listed by Kallinatha, Adyar ed. SSR vol. 2, p.134).

Vhat is ascribed here to Mammata is in the GitPrak said to be from
the Ratnamala (cf. note on v.140, p.59 above). This definition of takka
has little to do with the primary raga takka of $SR and other early
tets, and it is at present hard to know its origin or what part of
1. Kavi 1951 p.118 quotes an identical description from Hari<pala?),

probably even earlier than SSR.

_94_



pariccheda 1

¥ammata's classification included 'neuter’ ragas.

208.-220,  GitPrak V.30-40 differs only in b.: rsabhamsagrahs pratar® .
This suggests an affinity with éSR.2.102, rigrahamsanyasa, and although
no Narayana Ms contains rinyasa°® I have taken Bi/6 vinyasa® to stem from
a corruption of this original reading. Other details preserved from SSR
are the rasa karuna (to which $&nta is added), the proliferation of ma
and ni (to which §SR adds sa) and the derivation from the primary raga
revagupta.

This murti is said by Haricandana to be from 'Kohala' (Mukt.
11.162). It differs from the few others available for degi; the HindT
dhyanas of Paida and Harivallabha (the latter following the Sanskrit of
DamSD) have the young girl of fair complexion attempting to wake her
sleeping lover in her desire for umnion.“'’ Kavi, p. 283, cites a further

and different dhydna from the 'Ragasagara'.

230.-231. The laksanas are the same as given for dhannasi/dhannasika
by SSR 11.2.99 and ParévSSS IV.27-28, though SSR adds that ga and pa are
alpa (infrequent) svaras and Parsv. says the same for ga and ma.

Perhaps one or other of these texts is corrupt and the intended meanings
are the same. Both these early sources associate dhannasI with vira
rasa, as do other later texts‘=>, and this may be the meaning of vifaye.
The Oriya translator of Mukt takes it to mean 'in descriptions of
victory', and there is a prabandha called vijaya, in which victory is

the subject of the song text.<®> Though a rasa is far more commonly

1. cf. Ebeling pp. 130, 137,140, 147. 2. See Kavi 1951, p.293f., under
dhany&sT, dbanydsrl etc. Nijenhuis 1976, p.28f. 3. See SSR IV.277.
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mentioned in Purusottama's (Harindyaka's) system than an ‘occasion',
there are several ragas said to be sung mafgale, 'on auspicious
occasions', utsave, 'during festivities' etc. 'Born of Suddha°’ means,
as the older authorities show, an anga of the primary raga suddha°’,
probably with the same svaras.

The murti is éﬁthD (p.38). Variants in other texts are given by
Valdschmidt 1972, p.13. The icon is the commonest for this raga and
occurs in many paintings and dhyanas.<'’ The colour comparison with

dirva grass is used also by Somandtha's dhyana (SomRV V.177).

232.-234. Clearly Purusottama believes that kol&8hala and kolahala are
the same raga; one or other name may still have been in use in his time,
or perhaps he was simply confronted by the two forms in his two
different sources, one for the laksanas and one for the murti,
irrespective of current usage. In fact SSR and KumbhSR clearly
distinguish the two ragas, kolahala being a heptatonic anga of takka
(SSR 11.2.93), kolahala a hexatonic bhasa (II.2.143f), also of takka.
The latter is already described by Matanga (MBrhd p.112), who says that
some authorities treat it as a pentatonic raga; Kumbha, as quoted in
Kavi's Koda (p.152) ascribes this latter view to the tradition of
Yastika. Purusottama's laksanas are almost consistent with SSR's for
Kolahala. The only difference is that SSR glves sa as apéa (without
mentioning nyasa). GitPrak V.42 reads gahina (an easy corruption in
Oriya script: 81 ga for §| pa), as does Bii for our text. The

classification of takkakula goes back to Matanga's bhasas, which are

1. c¢f. Valdschmidt 1975, p.264f.
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listed under their parent ragas. Haricandana turns the whole verse into
a masculine (Mukt II.155), presumably to be consistent with the murti:
sadjanyasagrahah kolahalas takka® etc. 1 believe no other dhyana is yet
known for kolahala or kolahala. A single illustration in the oldest
known collection of paintings shows kolahala (fem.); as is the case with
all of this set, however, none of the features are matched by later

sources. ¢1?

235.-236.  Vallall is not mentioned among the bhasasof hindola in
MBrhd, éSR or Kumbh. But vallata is so described at éSR 11.2.147, where
it appears as an upanga of hindola.<*” According to Kavi 1951, p.591, a
similar definition comes in Somaraja's Sangitaratnavall, which he
believes to be an early text (12th century). The laksanas correspond.
KumbhSR, however, dismisses this upéhga, together with devala, as no
longer current: (IL.2.2. 19«)

vallatika ca devala ityupangayugam maya |
laksyamargaprasiddhatvad atra granthe na laksitam [/

I can find no other murti for this raga, and the Orissan texts are
the only source so far revealed for this one (from Kalankura?). Though
other mirtis before this may have referred to specific nayikas, this is
the first to do so explicitly. In some of the ré@ga/raginT lists the
female forms are said to be nayikas of the principal ragas. As Ebeling
(p.48) points out, several common icons are clearly reminiscent of this
classification of dramatic heroines. The praudha is, according to H.H.
Wilson's Sanskrit dictionary, “a woman whose feelings are violent or
impetuous". Vilson must have taken this from an informed Indian koda
1. S.M. Nawab, referred to by Ebeling pp.150,151. The 'Kolahasa‘' on

p.-151 is a printing error, not meaning the raga kollahdsa (as in Ahobala
SP v.377 etc.) 2. cf. bhallatiki in ParévSSS IV.72.
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or other source on dramaturgy or poetics. The praudha (often called
pragalbha) is the third kind of svakiya (‘'devoted to her own lord')
nayika - i.e. the impetuous one, highly experienced in love-making
etc.<'> The defiant posture here is secondary, and not essential to

her praudhatva.

237.-238. Another ambiguity of gender is found here. The old raga as
given by éSR I1.105 is deéﬁkhyg; there the laksanas, and the derivation
from the primary raga gandharapafcama, correspond, though no perform-
ance time or rasas are mentioned. The raga, though clearly sadava in
his definition, is listed by Haricandana (and presumably by some other
source which he draws on apart from the Narayana) among the sampirnas,
with the rasas é;ﬁgﬁra and vira prescribed. There is in fact an
ambivalence reported already by ParévSSS IV.32, where the raga is said
to be sampurna when played on the flute (vayéé). Kavi (p.281) quotes
Hari<pala, another early source?> in a similar statement: sampurna
vapsavadane ... sadave punah | A guide for playing <an alapti> in
deéékhya on the flute is given by $sR VI.713f., but I cannot see from
this whether the note ri, which would be termed the ‘'seventh' (ga being
the tonic), is prescribed or not.

Surviving paintings and dhyanas are all of the masculine deéakhya
when the name takes the Sanskrit spelling. Ahobala (SP v.371) describes
a '‘morning' raga of this name, in which the avaroha is pentatonic. It
is at least possible that originally the dhyanas that developed for
deéskhya (masc.) were unconnected with the old raga dedakhya (fem.) The

standard subject of the icons is the demonstration of physical prowess
1. See R. Schmidt 1902, p.258f., 264-266. Coomaraswamy 1916, pp.45-46.
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by wrestlers and gymnasts. Illustrations are given by Waldschmidt 1975,
pp.101-102 and Ebeling, pp.63,65. A quite different female icon for the
vernacular spelling ‘dedakh' (one of the many dialectal variants of the

name) is described in other traditions.<'? Waldschmidt's alternative

readings for this verse (1972, p.12f.) show versions in which the colour

is white ‘'like the moon'.

236,240, The laksanas correspond exactly, even in most of the
wording, to those of savarT in SSR 11.2.111, stated there to be a
derivative of the raga kakubha. Nijenhuis (1976, p.14-15) describes a
divergence of traditions after éSR, but Harinayaka remains close to the
early definition. Purusottama later (v.304) describes a sahkirnpa raga
asavarl, and there he must be following a different tradition, if indeed
asavari, savari and saverl are to be equated.

There is no dhydna for gavari in SubhSD. The present vasantatilaka
verse, however, is shared, at least in large part, by DamSD and the
inscribed texts edited by Valdschmidt 1972 (p.7f.) The female snake-
charmer figure is common in the Rajput and 'Popular Mughal' paintings
described by Waldschmidt 1975, p.283f. and Ebeling p.117 etc. The name
SabarT suggests an originally perceived connection with the Sabara or
éévara tribals, also elsewhere associated with snake-charming<=> Some
of the paintings seem to feature a tribal girl, while others have
ignored or forgotten the connection and simply taken the word as a name;
in the version asavari the connection could easily be lost. Waldschmidt

translates gajamauktika® literally as “"aus Perlen(, die) der

1. See Ebeling pp.82,138 etc. 2. See Vogel 1926, p.176f.
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Elefanten(stirn) entstammen." As concerns traditional elephantology
(3ajaé55tra) this is quite correct, as elephants are popularly
considered to have pearls in their heads. If the image is more
‘concrete', it is possible that the word here stands here merely for

“excellent pearls" (as in Bake's translation cited by VWaldschmidt).

241.-242. The laksanas are as given for khambhaiti by SSR I1.2.138.
SimhabhUpala there appears to misunderstand tadamsantd and takes it to
mean the most recently mentioned svara in this verse, namely nisada; it
in fact means 'the same (as for bhucchT in the previous verse)".
KambhatT in ParévSSS IV.58f. also corresponds, but Brhaspati's reading:
dhaméanyasasavarjitd | should be changed to dhamsanyasa pavarjita !

It is strange that Purusottama should say the murti is found
tatraiva, which ought to mean 'in the same source (as in the preceding
case', since the verse is from SubhSD (p.40>. 1 have followed Subh. for
the reading °vedi, and this is confirmed by most of Waldschmidt's
sources (1972, p.26). But it is possible that the same verse appeared
in more than one of Purusottama's sources; the icon of the lady engaged
in Brahma-worship is common¢'?, though there are some totally different
traditions, as is shown in DamSD's verse (quoted by Waldschmidt 1972, ad

loc.).

243.-244. This ancient form is described (as a bhasa of the raga
malavakaisika) already by MBrhd pp.114-115. GitPrak V.46-47 reads

- £ ~ -
taramadhya, as here (but pramade for vijaye). SSR II1.2.188 has taramapa

1. cf. Waldschmidt 1975, p.340f.; Ebeling pp.60,116,120,146.
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harge dhavarjita. It is hard to determine Purusottama's reading, as Bi
and Mukt have taramapzd as in SSR. Krsnadasa's pramade is closer to the
meaning of ésrﬁgadeva‘s tradition, which is shared by ParsvSSS 1V.23,
é%ﬁgﬁre, and KumbhSR II.2.1.969f., harsadau. As the context is so
consistently that of é}hgara, vijaya appears aberrant; perhaps a
corruption entered under the influence of some such word as viniyujyate
or viniyojita (as in Kumbha).

Both mugdha and praudha (see v.236) are types of nayiki. The former
is a young woman new to love-making; I therefore assume the word in b.
is non-technical, though it is hard to abandon the normal meaning
'young' or 'innocent'. Mukt's reading dhira (II.166), 'bold' or
'steadfast', though unfortunately unsupported by any Narayana
manuscript, gives better sense with praudha, the more mature and
experienced nayika. This dhyanaéloka stands alone for harsapur, at

least among the available texts.

245.-246. There are differing traditions for mallari, some hexatonic
and some pentatonic. Here the connection with $SR I1.2.154 is clear;
durdine is added, and I take this to be equivalent to varse, as is the
conventional direction for the performance of mallara, mallarY, and
megha or megha-mallara.<'®> The Gopagovinda, known only in a few
references in the Narayana and the Népyamanorama of Raghunatha, must
have been an imitation of the Gitagovinda; many such works were composed
in Orissa. ¢<2?

The linking of madhavadi (or ¢rTmAdhavadi) and mall3ra in dhyana

l. See Nijenhuis 1976, p.53. 2. cf. B. Rath 1984, pp.24-25.
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traditions is seen also in a case examined by Waldschmidt (1972, pp.33-
34), though dhyanas are found in other traditions for mallari itself,
for example in DamSD and Sr1kRK.<'> There may be a clue here as to the
affiliations of Purusottama's collected dhyana sources. The variant for
246.c shows that he had access to more than one version of these verses.
The present verse, though curiously and incorrectly ascribed to NarPSS

by Haricandana in the Muktavali, is from SubhSD (p.38).

247.-248.  Hufichika is the last of the sadava ragas described by
K;gpadﬁsa at GitPrak V.48. The definition there is, surprisingly,
different from Purusottama's, though closely related to it:

dhaivataméagrahanyasa pahina hUfichikd mata |
andolitasama yamadvayad irdhvam ca giyate ||

The raga is not found in éSR, at least not under this name, or in any
other early source, and we must await the evidence of further
descriptions in other later texts to confirm the readings here.

The murti, erotic in imagery like many of those taken from the
'nibandhantara', is ascribed by Haricandana (Mukt II.168) to 'Kohala'.

I cannot find any other dhyana outside the Orissan works.

249.A.-250. There now follow the eight sadava ragas not included in the
Harindyaka list used by Krsnadasa. Several of these, unlike the
majority of the Harinayaka laksanas, differ markedly from the
definitions in SSR and the other early sources, and some appear to be
taken from much later traditionm.

ékaappHT is an ancient form classed by Matanga (MBrhd. p.126) as a

1. ¢f. Nijenhuis 1976, p.53.
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vibhdsa of the primary raga bhinnasadja; this is different from a form
of the same name which is a bhasa of the raga vesarasadava. Matanga's
laksana verse and notated example show the omission of pa, not ga;
Kallinatha follows this model (Adyar ed. SSR vol.II p.141), but later
tradition may have accepted the omission of ga as (at least in the
printed text) in ParsvSSS 1V.48. Our manuscript Mi. may have been
‘corrected' by a learned copyist in accordance with Matanga or
Kallinatha; otherwise the Narayana Mss, as well as the same verses
copied in the MuktavalT and in the Narahari works, have garahita. Kavi
(p.670) cites a laksana verse supposedly from the Sangitacldamani of
Jagadeka and picked up by Velankar in a footnote to his Baroda edition
(Jagadekamalla 1958, p.%0). The verse is in fact the same as
Parévadeva's, and I suspect that Kavi's references were confused. In
the plain list of extra sadavas from the 'SangTtasara' (above, v.221),
the name of the raga appeared as the masculine éfikappha. This form
appears also in the printed text of the Cﬁgémapi (Jagadeka, ibid. p.90),
above a notated example which shows no particular omitted svara.

I know of no illustration to confirm my interpretation of the
mirti, which may suggest a scene after love-making. Alternatively, but
not so naturally with the genitive kantasya, this may be a girl drying
her hair for her lover, perhaps an abhisarika nayika who goes out to

meet her partner.

249.B.-251. I can find no early mention of a rag bhaull. In the
Southern system Ramamatya (RamSM 5.31) and VenkCP (appendix 15.16) have
baulI, in both cases a sddava raga. Ramamatya's omits pa and is sung in

the morning, but ma, not sa, is graha etc. Kavi (p.447) cites from
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another work a description of bhaull which is, like these baulis,
considered a janya of malavagaula. This is also sadava and omits ma,
like Venkatamakhin's. It is of course possible that Purusottama has
supplemented his traditional list (taken from Krsnadasa) with a few
ragas from the emergent South Indian system, performers and
theoreticians of which were geographically not far separated and
probably travelled anyway; in Ganjam district it is quite likely that
musical cultures met then as they still do now. Furthermore Purusottama
several times refers to a 'Southern' work, the daksinatyanibandha, and
in the second pariccheda stresses the importance of the Southern
tradition of instrumental playing (v.66).

I cannot find any other dhyana or illustration for this raga.

252.A.-253. Again, there is no early definition of tara. Haricandana
(Mukt II.57) labels this as taramani, and according to Kavi's quotation
(p.247) from the SangTtasarani the author there equates the subject of
the dhyana with the heptatonic taramani (arama’ presumably being a
scribal error which leaves the verse without the regular raga-name):
lyam eva erEmapip sampurnaragah | Otherwise the Sarani verse confirms
the readings I have settled on for 253.b. Mara is Kamadeva, Marangana

his wife, Rati.

252.B.-254. The extra note after 254.d in BS must be editorial; the same
clarification, equating the malavagauda of the 1ak$apaéloka and salaga

of the dhyana, is found in Mukt's ‘correction' of 252.B. (see apparatus,
and cf. Mi.). The somewhat earlier SrikRK (2.87) states that sometimes

(or perhaps "“in some accounts", kvacit) malavagauda is pentatonic and
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omits ri and pa. KumbhSR II.2.2.16*confirms the equation of this
pentatonic malavagauda and ‘salanka'. The present definition does not
match these accounts, $sr gives the outline of an @lapti for the flute
in the raga turugkagauda (VI.868f.) and states that malavagauda is the
popular name for this same raga.<'® It is not clear to me from this
description whether the note pa was intended to be omitted, as it is
only for the first few notes that the melodic treatment is detailed; but
in the raga chapter $SR 11.2.157 definitely states that turuskagauda is
pentatonic (omitting ri and pa).

The mirti is found applied in some sources to the raga saranga. <=’
But the éﬁbh verse reads Salaka (presumably a dialectal or regional
variant of salaga. Waldschmidt (1975 p.75) translates: “Salaka .
passes his time in playing the vina while apprehending an exposition in
connection with (the teaching of) Narada." There is in my view no need
to interpose another character between Narada and the young Brahmin,
though Waldschmidt is obviously influenced by paintings in which more
characters appear; the Ragacitra depiction features the young musician
alone with Narada himself.<=> The meaning of katha is not clear,
however, and may mean a 'discourse (about musical technique)' or that

Farada is relating anecdotes.

255.A.-257. The definition differs from those given for the bhasa abhiri
by Kallin&tha and other earlier sources. ‘4’ The modern Karnatak
structure, pentatonic in the ascent, is suggested in sources such as

Govinda's SangrahacUdamani and a verse quoted by Kavi from 'Jagadeka’.

* p.420.
1. Kallinatha gives the same information in his commentary on $sRr
I1.2.15. 2. See Waldschmidt 1972, p.121 and 1975, p.73f.
3. Ragacitra p.34. 4., See Nijenhuis 1976, pp.1l.12.
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One of the omitted notes in that verse¢'’ is ri. I find no other
evidence for a hexatonic abhirI outside the Orissan tradition.

There is some overlap between the dhyana and that given above for
4abarT; and in other icons the subjects are even more similar, as abhiri
or ahirT is often a snake-charmer.<®> In Mesakarna's system the raga is
linked with a snake; this must originate in an etymological link (ahi =
snake). I suggest that the variant names abhiri/abhIrika and ahir1 etc.
give rise to two originally separate iconic ideas, that of the Abhira
miden and that of the snake or snake-charmer. The available dhyanas
opt for one or other of these, even though there are mutual influences
as in Kalankura's verse. The alternative from 'nibandhantara‘' is

closely connected with the AbhIira milk-maid motive.

255.B.-258. Like the ancient abhiri, madhukarl is listed and defined by
¥atanga (MBrhd. p.118) among the vibhasas of the raga kakubha. There is
10 relation in either case with the structures described by Purusottama
here. In Kumbha's laksanas, however, (Kumbh.SR II.2.3.22) dha is
mentioned as graha and apéa, though the raga is heptatonic. Only in the
definition quoted by Kavi (p.462) from 'Hari' is there a strong
similarity with the present laksanas.

The murti is one of only two arya verses in the SubhSD series. I
have found no parallel for it. As in many other ragamala icons, the
imagery is obviously connected with the name of the raga; in Mesakarmna's

system the rEgaputras madhu and madhava are also associated with

beesg, ¢=2
1. See Jagadekamalla 1958, p.77 fint. 2. cf. Waldschmidt 1975, p.282
note 1; Ebeling p.283. 3. See Ebeling, p.72.
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259.-260. These laksanas have nothing in common with those given by
KumbhSR I1.2.3.28 and KallinZtha (SSR vol.II p.146) for the bhasanga
chEyE, where the note ma is an important one. Verses ascribed by Kavi
(p.220) to Jagadekamalla and to ‘Hari' are nearer to Kumbha than our
present verse, both omitting sa, but Jagadeka agrees in giving é;ﬁgéra
as the rasa (not mentioned by KallinZtha).

Here again the dhyana is a play on the meaning of the name itself,
‘shade'. The version taken from the SangItasarani (Kavi p.220) shows
some variants; in that text saurT is said to be another name for chaya,

and evening is said to be the correct performance time.

261.-262. Nilotpala in this description corresponds in some
details with Kumbha's and Kallinatha's laksanas for the bha@sanga
nilotpalI. KumbhSR II.2.391 gives a sadava structure omitting ga and
sung in bhayanaka rasa, but with sa as final etc. Kallinatha's (p.146)
is pentatonic, omitting ni and ga, but with dha as the important modal
note, as is probably the meaning of dhaivataja in our verse (rather than
a jati-ascription). Kavi (p.339) gives a 'Jagadeka' verse on
nilotpalini which neatly corresponds, having dha as a@éa etc., ga
omitted, and bhayanaka and bibhatsa rasas prescribed. The rihTna in
most of the manuscripts is easily explained as a corruption in Oriya
script (gasl to ra & , 'corrected' to ri in Bi).

The rather unusual rasas prescribed for this raginT match the murti
of an awesome DevT figure. The manuscripts all read °‘kbarpare, though
‘kharparau would be correct. I have left this as the author's probable

version.

- 107 -



pariccheda 1

Tag, it should be noted, copies on p.100 the text of 8 (from C or a

related Ms) and consequently conflates chaya and nTlotpala.

263.-265. The main list (to 264.e) is straight from GitPrak V.7-8 (and
ultimately from Harinayaka). One of the GitPrak manuscripts contains
the supplementary list of four audavas (v.265), without their laksanas;
so also is the case with the samplrnas and sadavas. The extra lists are
therefore assumed by Panigrahi to be spurious - presumably an accretion
after Krsnadasa's time. As before, the grouping shows males before
females and suggests an attempt to keep a raga/ragini classification
within that of the sampUrna-sadava-audava arrangement.

The o reading goptakrtis (263.b) arises from a confusion of the
Oriya-script syllables nda % and pta g . Tag (see apparatus) fails to
understand saindhavidvitayam in 264.d. One saindhavi has already been
given above among the sampUrna ra@gas. (Cf. note on vv.196,197.) Two,
both pentatonic, are to follow.

vyadhinade ... This is the continuatin of the ganaphala passage
found in the Sangitamakaranda chapter III (see vv.158 and 222 above).
Our reading "nAde confirms Telang's emendation to the single manuscript
he had of this work. Certain other differences and two additional lines
can be seen in the passage:

bhayadoka vinasane |/
qyadhidarzdnyasantape visamagrahamocane /|

kamadambaranase ca mangalam visasamhrte |
audavena pragatavyam gramasantyartbakarmanl [1<1?

1. Telang does not correct the text but states the correct reading in a
footnote (Narada 1920, p.20). I cannot see the need for his emendation
mangale. 1t is surely mangalam, an ‘auspicious incantation', that is to
be sung (pragdtavyam in the pentatonic mode.
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267.-268. There now follow the laksanas, corresponding for the most
part to GitPrak V.49-64, and a selection of dhyanas from the various
sources already described. DamSD (Tanj. ed. p.33, v.199), in defining
the (female) madhyamadi, reports a difference of opinion; some consider
it a sampurna, some an audava with ri and dha omitted; ma is given as
graha etc. Kumbha's ainga madhyamadi (I1.2.231f.) is sampurpa, and
ParsvSSS IV.11-12, which shares some features with the present
definition, does not mention any omission of notes. It is only with the
later texts, RamSM (V.55) and TulSS (p.77) that we find consistent
agreement with Purusottama's laksanas including the audava omissions.
Evening and the end of day are commonly given as the performing time for
this raga.

DamSD has a female murti for madhyamaddi, in accordance with the
laksana verse. The present malini verse murti apparently stands alone

for a masculine raga of this name.

269.-270. GitPrak V.50-51 expresses similar content in different
words:
mallarah sapahTno 'yam samjatah paficamanvaye ||/
dhaivatdméagrahanydso gamandras tarasaptamah |
svavanchitarase geyas toyasyagamane budhaih [/
The definition is close to dSR 11.2.155 and KumbhSR 11.2.2152; malhara
is an upanga of andhalT, which is a vibh&@sd of the primary rdga palicama
or duddhapaficama. Later forms of pentatonic malhara or malharI seem
more closely related to that defined by Parsv. IV.59-60, in which ga and

ni are omitted.<'” If the ragas described by Purusottama were still

current in his time, we might have to argue that a jati-based system was
1. cf. Nijenhuis 1976, p.53.
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still in use; only if some note other than sa were the 'tonic' could sa
be omitted. And yet we know that sa was treated as a tonic, even
perhaps a tonic drone, since the karat@la sounded this note throughout ,
along with the tala, at least in certain compositions (see II.136). The
omission of the note in this raga and in raga gandhara (see v.291 below)
must be explained. I believe there are two possibilities. First, the
entire system could be a mere exercise in dastric knowledge, the object
being to define the ragas, or some of them, passed down from much
earlier texts witout necessary connection with current practice.
Alternatively, the definition of the raga does relate to practice, but
‘omission' of the notes in question was not total; the note was simply
passed over and underplayed, like the pa and sa in many renderings of
the modern Hindusthani raga yaman, where both notes are however in the
drone and are used in certain configurations. In this connection it is
interesting to see that in Kumbha's notated example of malhara
(I1.2.2.153), where the tonality is clearly based on dha as amsa etc.,
the 'omitted' note sa is not entirely absent. It may also be pertinent
to note that the standard form of definition in SSR and the other early
texts does not distinguish aroha and avaroha in the omission of notes;
'omission' may in some cases have been applied only in one or the other.
I prefer the first of these possible explanations. It is clear from
numerous references that the Eastern musical system was not entirely
separate from the practice and theory of other parts of India, though we
shall find that some peculiarly Eastern forms are dealt with - part of
the tala chapter, for instance, and some of the compositional structures
mentioned in the first pariccheda and exemplified in the fourth. It is

clear also that r&ga structures had undergone considerable changes
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between the 13th and the 17th centuries, and several forms more recent
than éﬁrﬁgadeva are dealt with in Purusottama's sources. But one of
Purugottama’s tasks is to relay the dastra as he has received it in his
tradition; like many other authors, he stresses the notion of a pure
tradition (cf. v.18). This we have seen in his repetition of elements
from the ancient theory of svara, and the raga section is similarly an
encapsulation of learned theory (in which the dhyénaélokas are presented
as a further aspect). We shall find similar juxtapositions of
traditional and more contemporary material in other sections.
Considering the available dhyanas for mallara and the female
mallari/mallarika etc., we find two main themes figuring in both - the
ascetic, and the lady suffering the anguish of separation from her
lover.<'> The present mirti represents the ascetic¢Z®, and a dhyana in
NarPSS (pp.93,102) illustrates the lover. Ebeling (p.136) refers to an
intriguing feminine version of what looks like a very similar dhyana in

Hindl from an Amber ragamala set.

a71.-273. The wording is again different from GitPrak (V.52), but the
laksanas are the same. Dedapala of this Eastern tradition resembles
closely in its laksanas the desavAlagauda of other texts, except that
some of these give sa, not ni, as the apéé etc.<#*> These follow

Par&vSSS IV.88. The other early descriptions, however, in éSR

1. cf. Nijenhuis 1976, p.53f. I believe that Somanatha's equation
(V.182, autocommentary) of the masculine mallari and megha arises from
an earlier confusion of mallara and meghamallara, and is not standard.
For Somanatha's dhyana and comparisons with Sudhakalasa see Nijenhuis,
ibid. 2. For slight variants see Kavi p.477 (from the Sarani) and,
from inscribed texts, Valdschmidt 1972, p.33. 3. Kavi, p.280, from
'Jagadeka', Bhattamadhava and Moksadeva.
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(11.2.156) and Kumbh II.2.2.139, state that ni is the modal note and
refer to the raga as dedavala, though it is clearly classed as a variety
of gauda. This is not the only time that the Eastern texts follow the
SSR tradition in preference to that represented in PargvSSsS.

There being no mirti for dedav@la available, Purusottama has settled
for dedakarT and equated the two. Certainly the desakari described by
DamSD (Tanj. ed. p.46, v.264) has different laksanas from those of our
deéhpéla. As SubhSD lacks both deéapﬁla and dedakar the verse is drawn
from NarPSS (pp.96,105). Narada's verse shares the theme of the
experienced lover with Damodara's in the Darpana, which has inspired
some paintings and the HindI version of Paida, <'” but this particular
scene is peculiar to Narada. As for all his dhyanas, Raghunatha uses
Narada's here for dedakari in the Natyamanorama I1.50; his text has the
same readings as ours, showing again a shift from the Bengali manuscript
versions. The reading °manam api darpa’ of BS etc. shows an original
scribal misreading of ni & as pi g . For nirTksamana as against
nirTksyama * there is confirmation .in Natyamanorama, Tag., NarPSS, Mukt.
and Mi. The pronunciation, influenced by Oriya, was probably then, as
now, identical.

Keddra and the raginT kedarT appear in some dhyanas as lovers
suffering the pangs of loneliness.‘*” The other main theme found for
keddra is the ascetic, often playing a vin&; Waldschmidt 1975 p.365ff.

gives several illustrations of this theme.

274.-275. Once again the content and positioning of the definition

v

1. See Ebeling p.142. 2. See also Nijenhuis 1976 p.44; Valdschmidt
1972, p.25 and 1975, p.365; Ebeling p.62,119 etc.
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correspond to GitPrak (V.53-54), but not the exact wording. Krsnadasa
adds that the rasa is éyﬁgara. The closest resemblances are with the
riga termed in other treatises mdlavagauda or malavagaula (though
Purusottama has already equated malavagauda with the hexatonic
salagagauda in v.252.b.-254). éSR VI.868 and Kallindtha (on SSR
11.2.15) tell us that malavagauda was a popular name for turuskagauda.
Turuskagauda is defined at $SR 11.2.157 also as omiting ri and pa and
having ni as a@éé etc. The fact that Purusottama deals separately with
this name below (v.291-292) may be put down to the confusion resulting
from use of more than one source - the raga is one of the extra list
from the 'Sara' - and to the existence of a separate dhyana which he
found in connection with this riga. Malavagauda is the name used by
SrTKRK 11.86f, RamSM V.40f. (which confirms evening as performance time)
etc. <'?

Somanatha, who in his autocommentary on RV V.202 explicitly equates
mAlava and mAlavagauda, has a differently worded dhy@na (V.202) with the
same image and details as the present murti, which is SubhSD (p.36) and
also, in a rare coincidence, NarPSS (pp.92,101). NarPSSii has the
variant form: ...ébkadyutip sadgunavan pramattah | sangita-
éﬁétrﬁnur&ta(@) pradose maladharo malava esa ragah 1/ Though no
manuscript of the Nard@yana, or of any closely related text, supports a
change of c¢., Valdschmidt's readings from a ragamzla inscription:
sahketadaldm ("to the chamber of appointment") is an attractive
possibility and accords well with many of the available illustra-

tions. ¢2> But in this almost standard dhyana the mention of the music-

1. cf. Nijenhuis 1976, pp.50-51. 2. Valdschmidt 1972, p.111f.; 1975
p. 170£f.
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room is common. ¢'”?

276.-277. GitPrak V.55. Hindola is one of the primary (grama-)ragas
in Matanga's system. The early references in MBrhd (p.96), SSR 11.2.93-
95 show an audava omitting ri and dha. Both of these texts show what is
meant by adhaivatyarsabhTjatah; the raga was considered the product of
all the svaranama jatis except dhaivatT and arsabhi. Though it
preserves several features of this ancient réga,?ﬂ%usottama‘s definition
shows a more recent influence in the omission of ri and pa; these are
these omitted notes in the standard definition of the later accounts. <=’
As Nijenhuis shows, there are two principal traditions concerning the
performing time, and Purusottama's definition is in agreement with his
contemporary or near-contemporary Southern authorities Ramamatya,
Venkatamakhin, Somanatha and Tulaja.

The dhyana appears both in SubhSD (p.37), which was Purusottama's
source, and DamSD (Tanjore ed. p.38: a. has ‘dyutikdmayukto in that
texts). The figure, connected with the name of the raga (= 'swing'), is
one of the most stable of all rdga motives.<=> The male figure is
sometimes alone but more usually in the company of a group of girls; his
colour varies with regional traditions. Waldschmidt (19872 p.21) and
Bake are reluctant to translate kharvah as it stands - i.e. as an
epithet of the main subject - and try to take it as a metrical expedient
meaning kharvakapotadyuti® ("his colour that of a miniature dove"). One
of Waldschmidt's inscribed texts does read kharvakapoladyuti®. 1 agree
it is odd to describe the young man (or god) as 'small' or 'dwarfish'.

1. See also Nijenhuis 1976, p.51. 2. Cf. Nijenhuis 1976, p.36.

3. See Valdschmidt 1972, p.21; 1975, p.41ff. ,62ff.; Nijenhuis 1976,
p-37; Ebeling p.58 etc.
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278.-280. The laksanas are GitPrak V.56-57. The main elements of this
definition of Bhairava are as seen in Matanga's description of the
parent-raga bhinnasadja (MBrhd. p.38). In SSR 11.2.82 (cf. Parsvsss
[V.18) the definition is juxtaposed to that of bhinnasadja, from which
it is 'born' (v.81). Nijenhuis (1976, p.18) points out that Somanatha
and some more recent authors describe a sampurna bhairava, but perhaps
the historical link here is with éérhgadeva's Suddhabhairava (I11.2.163).

The early sources for bhairavi class it as an upéﬁga of bhairava,
and the structures are therefore similar, though SSR 11.2.140 and
ParsvSSS II. 73-74 have a sampurna bhairavi in mind. DamSD (Tanj. ed.
p.33 v.201) reports a divergence of opinion; some consider it a sampurna
with ma as graha etc., while others say it is like bhairava in its
svaras (presumably employing them somewhat differently): kecid enam (sc.
bhairavim) bhairavavat svarair jheya vicaksanaih | It is more likely a
divergence of Sastric, than of current practical, opinion that we are to
understand here.

bhairavi kaudikT ... (SubhSD p.35) There is in few cases any
obvious technical (as opposed to pictorial/classificatory’ reason for
linking raginTs with their male raga. There are several dhyanas for
bhairava, but as neither SubhSD nor NArPSS have one, Purusottama selects
bhairavi instead and justifies the juxtaposition by equating the two
ragas. His defence of this is based on Subh's raga/ragini class in
which the two are related. But perhaps the equation mentioned by DamSD
(see above) does underly the statement.

Of the available dhyanas for bhairavl some have a theme related to
that of to bhairava. Bhairava is typically the deity Bhairava (Siva) in

one manifestation or another, and bhairavi the female devotee as here.
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mandape in the first line is unmetrical but is in all sources for this
verse. ‘'’ The nAyika is interpreted in several paintings as clapping
the rhythm with her hands or an instrument (small cymbals), accompanying

her 'bhajan' as she reveres the éivaliﬁga.“ﬁb

281.-282. Nagadhvani is listed by SSR 11.2.12 among the 'current'
(adhunaprasiddha) ragangas, and defined at I1I.2.119; here and in KumbhSR
11.2.3.35 it is classed as an afga of the takkardga bhasa vegaranjT;
these sources mention the vira rasa, and sa as the modal note<®* (pa in
an alternative view). The omitted notes are not mentioned but are to be
understood from the definition of vegaradjT itself (II.2.1.751); they
are pa and dha, as stated for nEgadhvani by éSR. This account is
substantially the same as Bhattamadhava's, Jagadeka's and others quoted
in Kavi p.313. Bhattamadhava's sarvada agrees with GitPrak V.58 virarase
sada. Our unambiguous reading ridhavivarjitah differs from the
traditions observable elsewhere.

To judge from the published sources, dhyanas and illustrations of

ndgadhvani must be rare; I find no others under this name. The present

mirti is clearly suitable for a caption to a pictorial representation.

283.-284. GitPrak V.58f. Haricandana's Mukt II.85, though agreeing

essentially with these laksanas, is a different verse, but an editor's

1. See Waldschmidt 1972 p.11. 2. Valdschmidt 1975, p.329-332 etc.,
Ebeling pp.33,35 etc. VWaldschmidt (1972) neatly tidies up the syntax of
¢., but without much manuscript evidence, into talaprabhede

7/
pratibaddagite and translates: " ...eine saubere (Frau), die ... Sahkara
mit Lotusbliten verehrt unter begleitendem Gesang (und) Takt-

schlagen durch Handeklatschen." 3. I take saviratigraham amsasadfam

(in the printed text) to be an error for 'grabapﬁpéagagjam
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footnote states that the Harinayaka reading rums:

esa sadjagrahanyas<a> gondakrir mapavistrta |/ (cf. GitPrak)
ridhahTnd dinadau ca gata°® ... I/

The essential svara-laksanas here are the same as in the early
definitions of Gaudakrti in SSR 11.2.128, Gaudakriya in KumbhSR I1.2.4.6
and Gundakrti in Parév IV.29. The rasas vary, Parsvadeva giving h¥sya
and é;ﬁgﬁra, and Kumbha vira and adbhuta; hence probably the very
difference in +traditions was perceived to show that any rasa was
possible. As Nijenhuis's references show (1976, pp.34), the later
structure of Gundakriya etc. changed. As is normal, Purusottama's
tradition preserves the older definition.

Vhen appearing as a female, Gondakrti, Gaudakriya etc. are commonly
depicted as the young girl waiting for her lover. Though the Orissan
‘'recension' has her simply sitting or lying on the bed of flowers<'’,
other traditions show her preparing this bed for her lover's arrival.
This would be consistent with the reading apadayantl mrdupuspatalpam
which VWaldschmidt finds in some inscribed texts (1972 p.16) and can be

seen in Ebeling's p.97 etc.

285.-286. éfﬁgﬁravf° ... dinaddike is lacking in GitPrak V.59-60, but
the line is in the MuktavalT (II.44) in a slightly different version.
Narahari's Ragaratndkara (VaisSS p.41) reads, corruptly, din@ntake.

Vira rasa, without é;ﬁgﬁra, is mentioned by Parsv.SSS 1IV.42. é}ﬁgﬁra is
the rasa given by Kumbha in connection with the second lalita, a quite
different raga. Perhaps the two definitions are conflated in the later

égstric tradition. The performance time is the same as is given by

1. See the illustration in Ragacitra p.28.
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other later authors.<'?

The mirti again presents a confusion between the masculine (lalita)
and feminine (lalitad). The evidence for the confusion is neatly summed
up by comparing DamSD (Tanjore ed. p.40), where the female has a dhyana
obviously closely related to the wording in the present one, though the
subject is also related to the theme of the khandita nayika and the
satha nayaka as found in some dhydnas for lalita. Though Subh has no
dhyana for lalita Purusottama could have drawn one from NarPSS
(pp.95,104). That he settled for a different raga is further
indication that the musical content is of secondary importance. For
parallels and illustrations of the present dhyana see Valdschmidt 1972
p.27, 1975 p.226f., Nijenhuis 1976 p.46f., Ebeling p.43, 120 etc. For

the spelling ‘veéo see note on v. 160 (p.68) above.

287. GitPrak. V.60. Haricandana, who has a dhyana for 'haugavatogi‘,
equates this with chayatodl in his first laksana line: parityakta
haudaviyam chayatodI manorama |

§§R I1.2.134 and KumbhSR II1.2.2.133 tell us that this raga is simply
todT with the omission of ri and pa. Neither of these early definitions
tells us as much as Harindyaka, but Kavi's quotation from Hari<pala?>
confirms that ma is graha etc. <=’ éSR'S todT (II1.2.77) does, however,
show the derivation from the raga sadava and is said to have some
kampita. A further indication that the icons have little musical
significance is seen in the statement that the two ragas, one pentatonic

and one sampurna, have the same murti. What is meant is simply that

1. See Nijenhuis 1976, p.47 and 48 (note 12). 2. Kavi 1951 p.219.
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purusottama finds no dhyana for chayatodi.

288. GitPrak. V.61f. (b. reads there: dhaméanyasagraha veldvall ca
ripavarjita 1). SSR 11.2.140 mentions pratapapurva <velavali> as an
upanga of velavalT, which is itself an anga (described at II.2.114) of
kakubha; velavalT has dha as graha etc., and éé%ﬁgadeva's pratapa’ is an

audava omitting ri and pa.'’

260.-200.  GitPrak V.62f. SSR II.2.177ff. lists four saindhavis. The
first of the audavas here corresponds to ééfﬁgadeva's third saindhavi
(I1.2.180), which confirms our reading nigavarjita. (nipa® in one of the
GitPrak Mss and our Bii is a confusion of pa € and ga ® ). What is
here called the “second" saindhavy is éSR's fourth (I1.2.182), where for
érngire égrﬁgadeva has uddipane.

In both cases, prat@paveldvall and the saindhavis, Purugottama again
groups ragas under single mirtis. It is particularly hard to imagine
how two pentatonic ragas, omitting different svaras, could ever be
thought to embody the same 'mood', though it is true that all the
saindhavis are said to be appropriate for performance in é;ﬁgﬁra rasa).
The actual similarities are of course merely in the scalar and modal
structures. In other words, there are sound technical reasons for
classing them together, and for regarding them as variants of a single
structure. If the ragamala dhyanas are a serious classificatory system,
they may be seen to perform a function similar to the names of the

ragas - more mnemonic than aesthetically definitive.

1. For parallel definitions in later traditions see Nijenhuis 1976,
p.88; Kavi 1951, p.284
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201.-292. The next four audavas, contained in two upajati stanzas, are
not included by Kygpadésa and are taken directly from the 'Sara' (cf.
v.265). Turugkagauda is described by SSR 11.2.157, PargvSSS IV.63f. and
KumbhSR I11.2.2.162. These authors mention in addition that ga is a
bahula note. Kumbha states that the rasa is karuna. His notated
example clearly shows that ri and pa are indeed omitted, but curiously a
didactic composition in the 'gIitaparTksana' chapter (II.4.1, p.529),
though said to be turugkagauda, is clearly sampurna.

I cannot find any other dhyana or illustration for this raga. The
verse suggests a stereotype image of a Turuska (Turkish) warrior. 1In a.

Tag is obviously striving to make sense of the B reading.

291.c.-293. The Muktavali (II.195) compresses the svara-details into an
anustubh half-élcka. No such audava raga is mentioned in SSR or
KumbhSR; but the bhasa gandharT described by KumbhSR 1I.2.1.1016 may be
historically connected, as this is associated with karuna rasa, has ma
as final, and shows in the notated example a sadava structure omitting
pa (though this is not mentioned among the laksanas). There is a
possible link with the devagandhara/devagandhari which is described in
some later accounts and appears in the modern HindustanT system as a
raga omitting ri and dha in the ascent, perhaps equivalent to sa and pa
in the older tonal system. <"’

Several illustrations and other dhyanas on the theme of the ascetic
are available for devagandha@ra.<#*> The female gandharT or devagandharl

commonly has the related icon of a female ascetic; this theme is already

1. See Nijenhuis 1976 p. 25f. 2. ibid., p.26; Valdschmidt 1972, p.15;
1975, p.387ff.; Ebeling p.62,72 etc.
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supported by Kumbha's definition of the bhasa (see above) as tapasvisu

prayoktavya.

204.a.-295. Pulindl is already defined by Matanga (MBrhd. p.127) as a
bhasd of the primary raga bhinnasadja.<'” This is restated by
Kallinatha (Adyar ed. SSR vol. II p.140). The svaras are not quite the
same, as sa is said to be final and dha initial and dominant; but the
structure is an audava similar to that described in our text. Matanga,
in an interesting association of a melody with a regional tradition (or
origin?), tells us that the bhasa is sung by the Pulinda tribals.
sadjabhava is, to my mind, ambiguous; it may refer to the parent raga
bhinnasadja, or to the jati, qa@jodfoyavaﬁf, which was the ‘parent' of
that raga, or perhaps to the sadjagrama, in which the raga and the jati
lie.

I can find no other dhyana for this raga, The kandolaving, an
instrument associated with capgalas, perhaps shows that the figure here

is a tribal musician.

204.c.-296. A rarely performed Hindusthani raga megharaﬁjaﬁi (used for
example by the late Amir Khan) and a Karnatak megharaﬁji (janya 16 of
the 15th mela) both preserve the audava structure mentioned here - pa
and dha being omitted. The performance time given now for the Hindu-
sthanT raga is the fourth prahara at night, and the scale is that of the
bhairava thath (with flat second and sixth). No raga of this name

appears in the early sources, but there is a similar structure under a

1. c¢f. KumbhSR II.2.3.77.
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different name, vegarafijT; this is in MBrhd (p.108) a sadava, but for
SSR 11.2.118 it is an audava omitting dha and pa. A bhasa of the primary
raga takka, it therefore lies in the sadjagrama. This could be the
origin of the laksana sadjabhava, but it may be that the use of sa in
the modal functions is meant. The charming dhyana is, I believe, the

only one so far available for megharahjT.

297. = GitPrak V.64. Several of Kumbha's bhasas are described as
sankirna, 'blendings' of two or more structures. The sankirna category
is referred by Kallinatha (Adyar ed. SSR vol. II p.132f.) to the earlier
author Umdpati (who had a threefold classification, Suddha, chayalaga
and sankirna). Its antecedent may be seen in the class of mixed forms
already mentioned by Dattila.<'”? The 'hybrid' forms themselves were
seen in the early literature as combining features of different jatis; 1
have suggested that jati eventually gave way to raga as the
clagssificatory principle, even when the jatis were still referred to in
dastric lore. Just as the number of musically viable sankara-jatis was
limited from the mathematically possible total, so in the case of the
ragas; Harinayaka further limits the list to those he considers

attractive.

298.-299, The Harinayaka definitions are a series of anustubh half-
$lokas quoted by GitPrak V.64-70 and in a footnote to Haricandana's
Muktavall (p.73). The present list uses many of these but has adapted

7
others to lyric metres, as in this SalinT verse.

1. On the nature of '‘mixing' as perceived in the early texts see Lath
1978, p.122f. and 299.
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Pauravi is the name of a murchana in earlier literature.<'’ As a
raga it appears in Somanatha's Ragavibodha (which is thought by
Fijenhuis, 1976, p.64, to be the only text to mention it). If my
interpretation of apé?bhyﬁhras a non-technical word is correct, and it
is not the apéas (dominant notes) that are somehow combined, we can make
some sense 0f the definition, alongside Somanatha's (SomRV IV.12), which
says that ri and pa are rare. In mallari pa has been said already to be
varjita, and deéékhyE as given in éSR 11.2.105 has ri omitted.

For the explanation of kalyanT (GitPrak V.68) or mahjukalyanT I can
find no parallel, but if the name stands for the raga kalyanI described
by VenkCP V. 107, then in the aroha ma and ni were omitted. From the
definitions of the three ingredient ragas given by Purusottama himself
it is hard to know what was the type of 'combination' or ‘'mixture' that
he has in mind. Perhaps the mafju° is connected with the Southern meca’
in mecakalyani, a variant name devised for the purposes of the
Katapayadi classification. Certainly there is no ancient form under the
name kalyani, and a Southern ingredient is again possible.

The Ragasa@gara (perhaps a Southern work, as the manuscripts are at
Tanjore and Madras) contains a dhyana for kalyanT which is quoted by
Kavi (1951 p.124), and there is one cited by Nijenhuis (1976, p.39)
from Nérada's-CatvEripéécchataréganirﬁpapa. The Eastern tradition
produces one in the Natyamanorama which depicts a lady doing homage to a
king. In the NarPSSi a fragment of what appears to be a kalyanT dhyana
survives as the last of the series, after kamoda (p.97). In the

equivalent position in NarPSSii is a dhyana which seems not to contain a

name, and although the verse differs from that in the first manuscript,
/
1. e.g. SSR II.Z2.83.

~-123-



pariccheda 1

I suggest we read kalyanaragil for kasyanuragi. This then gives us a
variation within the Eastern tradition, further enhanced by Purusot-
tama's verse from a yet unidentified source. The é&liﬂf verse
construction in this depiction of Radha is unusual among the mirtis, not
only in its higher poetic quality, with its series of purvakriyas giving
a harmonious sound pattern, but also in the dramatic sequence, quite
different from the 'painterly', static images we normally find. I

believe no illustrations of the raga are yet known.

300.-304. In GitPrak V.67 it is the raga mAravi that is said to be
derived from todI and dhannasi. The ragas here are all later
appearances in the treatises than those in the main lists above, for
most of which Harinadyaka had adopted definitions in the éafﬁgadeva
tradition. There is unfortunately not sufficient detail in the
definitions already given of the constituent ragas to be at all certain
of how they are 'combined' in the sahkfrpas. I have accepted the
saranga (masculine) of the label and as in Bi<(Bii> as the commoner form
found in treatises up to the time of the Narayana. Narahari also reads
saranga when copying for his Ragaratnakara (see VaisSS p.45). The
context here is admittedly of feminine forms, but the male/female
classification is not strictly followed by Purusottama. GaurT is
described in more detail at Mukt. II.83, as having ni as graha and a@éa,
frequent pa, and being performable in the evening. The same text has a
dhyana, somewhat similar in theme (puja-performance) to éubh's for
gaudI. In modern Hindustha@nI practice too gaur1 has a similar scale to
that of €riraga. For vallavl (the only occurrence of this raga that I

can find so far), the ingredient must be &avarT rather than asavarT, as
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the latter is itself defined as a sankirna in v.304. If we are to find
any modern survival of the mukhavary definition it may be in the
Karnatic mukhari, where the scale is certainly similar to that of
saindhavi and (Karnatic) todi.

The murti of mukhavarl is quite similar to Somanatha's and

/
Srikantha's (see Nijenhuis 1976, p.58)

305.-317.  There now follows in the 6 manuscripts a series of extra
mirti verses, most of them unattested elsewhere. These are of potential
interest in the study of ragamala iconography, and I have edited them
here although they are likely to be later additions to the text.
Narahari did not find them, if we can judge from his Ragaratnakara
(which elsewhere follows the Narayana closely). Nor are they included
in the Orissan manuscript of the Narayana transcribed for Daniélou.
The last four (vv.314-317) are in BS, including a repeat, with some
variants, of the dhy@na already given above at v.171. I have kept these
in place here, despite their uncertain status, as a possible insertion
fom another nibandha. Certainly they are treated as a unit in Biv.,
being numbered as a series (v.305 is no.1).

I assume that as naranigauda is the first of this discrete series of
dhyana verses it was not preceded by a lakganaéloka. murtis tu must
therefore have introduced a dhyana for ramakeli, now lost, or was an
erroneous inclusion in the 6 manuscripts on the analogy of other ragas
above. The murti strongly suggests an abhisarika nayika. 1 take
kanangada as a scribal error for kalangada, which is presumably the
Hindusthan kalihgads, and is a popular raga in Orissa to this day.

kelipara@ (v.306.b) stands, metri gratia, for keliparah (cf. Monier
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villiams p.309). The anustubh v.307.a, which perhaps ended in some such
formula as (°vrnda)priyo bhavet, is of course separate from the upajati
c,d. I assume therefore that, despite the general appropriateness of
c/d to anandabhairava, the raga here is a different one. I cannot make
metrical or other sense of 308.1-3. 2-3 can be fitted into parts of an
arya line if lacunae are assumed. 308.a could be the second half of an
arya stanza. That 2. and 3. are separate from a. is apparent, though,
as the first is concerned with a feminine, the second with a masculine
form. In 309.b both manuscripts are corrupt; (°stha’ca could be an
error for (stha’n. My conjecture mohanah is the only close raga name
that would fit the sense and lend some meaning to sammohayan, given that
the names and the depictions are often associated, as we have seen.
Assuming the lacuna as I do, the verse is arya. 310 is an almost
correct arya, missing a single syllable. If we are prepared to have the
subject clad in dark garments we may read japann asitavasah and assume a
plausible scribal error.

Vangalasi, no doubt the same musical structure as vaﬁgalaérT’in
v.316, is apparently peculiar to Orissan music and does not occur, at
least under this name, in other traditions. But we must now correct
Rath, who finds the ragaused in a ragakavya and asserts that it is "not
dealt with in the known music works.<'’ Lalitamadhava seems similarly
limited to the Orissan tradition. Kanada, though of course a common
enough raga, has here a quite different dhyana from all others available
for it. Kedaragauda (apparently different from ‘gauda, which figures in
the Karnatic system) and mangala are also rare. It will be intriguing

to see 1f any of this set of dhyanas reappears as more Orissan texts are
1. B. Rath 1983, p.183.
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brought to light.

318. = GitPrak V.70f. (quoted from Harindyaka in a footnote to Mukt.

p.73).

310.-320. cf. SubhSD p.41. Subh's first two £lokas, which lay down
the seasons of performance by detailing important religious festivals,
are omitted here but come later (v.337f.) through the SangTtakaumudl
version. The Manorama (II.61ff.) quotes Subh. more faithfully. The
association of ragas with particular times of day, probably on grounds
of auspiciousness rather than aesthetics<'”, is first prominently
stressed by §SR in the definitions of individual ragas. The popular
conceit about 'Bharata' in v.326 (from NarPSS) is not to be taken
seriously. In subsequent tradition there is considerable variety in
this detailing of times. Many of the directions taken from the Eastern
traditions of $ubh. and NarPSS are the same as those accepted in modern
Hindusthani practice, but several are different, such as kamoda (on
which see note on v.178 abave).

In 325.b. I have accepted vairagl, which comes in both NarPSS
manuscripts and avoids the implausible repetition of varadi/vairati.
But throughout the Narada account as given by Purusottama there are
striking variants from the Bengal manuscripts. The old dictum in 329.b,
to which can be added the orders of a king‘'’, seems to have been lost
sight of in more recent traditions of raga-time association. The danda

here is clearly not that of the common Indian reckoning, namely 1/60 of

1. See Lath 1984, especially pp.54-56.
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a gﬁa?ik&, which would make ten dapgas a matter of minutes. Some
Bengali tables from the 17th century onwards¢'’ indicate that the danda
is itself equivalent to a gbafiké = 1/60 of a day or 24 minutes. This
meaning of danda survives in Bengali and Oriya. Ten dandas are
therefore four hours, presumably measured in this instance from the
beginning of the first night watch. The Eastern origin of this dictum

is thus a strong possibility.

330.-335. The quotation (v.330ff.) from the ‘'Southern' school (presum-
ably taken from the Daksinatyanibandha already referred to) demonstrates
that the concept was present in earlier texts, as is clear in RamSH,
VenkCP etc., although the modern Karnatic tradition does not use it. The
reasoning here, linking the morning ragas with the sun and the evening

/
ones with the moon, is slightly reminiscent of the section labelled
sﬁhyépéé in Narada's Makaranda (GOS ed. p.14f.) This connection may
reinforce my tentative suggestion (note on vv.147-159 above) of a link
between the 'Southern' treatise and the Makaranda. Kavi (p.405) quotes
a similar passage from 'Somedvara' and 'Jagadeka' (noted in Velankar's
Sanskrit intr., Jagadekamalla 1958, p.6, as absent from his manuscript
sources). If Kavi has not confounded the ClUdamani with some other
source, and if he had some manuscript source to support his claim that
the Manasollasa did contain such a passage, this would strengthen the
idea's claim to a place in the Southern tradition, since Somesvara and
his son Jagadekamalla were Southern Calukyas. This would also be one of
the earliest textual occurrences of the precise linking of ragas with

1. I am grateful to Prof. D. Pingree for this information. A similar
danda is referred to by Sadasiva in his gloss on v.7 above.
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times.<'* The 'Southern' account stresses the auspiciousness, rather
than the aesthetic desirability as such, in performing ragas at the
right time. If the list is an old one, or at least a reflection of an
old one, this would give us a link with Nanyadeva's notion that bhasas
could be sung at any time, while "the rule concerning special hours of
singing them is meant only for added religious merit" (éreyovi-
é@géya).‘z’ In 335.c. I accept Biii's “vangdla, partly to preserve
correct sandhi (which is admittedly sometimes broken), partly because I

find no authority elsewhere for a feminine karnatavangala.

336. The New Catalogus Catalogorum (vol. VI, p.35) gives details of a
popular 16th century commentary, the é}utiraﬁjanf by Laksmidhara, also
called Laksmanasuri, of Krsna district . Raghavan (1934-35, p.131)

identifies this as the commentary here referred to. The work seems to
contain much material on the musical performance of the Gitagovinda.

Though some are almost standard, the ragas used for performance of the
poem vary with local tradition, and with manuscripts even within these
traditions. We may assume that the ragas mentioned in this verse were

used in Laksmidhara's tradition of Gitagovinda performance.

1. Presumably on the basis of the published (GOS) texts, Lath 1984
comments that Somedvara does not mention this concept and that his
son's SangItacidamani "is also silent concerning ragas and their
specific hour of singing; though it does, at least on one occasion,
speak of a seasonal connection, calling DeéThindola a spring-raga."
Unfortunately this reference, Jagadekamalla GOS ed. p.74 (not 75 as in
Lath's article) is not from the main text but from another of Kavi's
extra passages. But we should note that the Southern Damodara (DamSD,
Tanjore ed. p.28-29) unequivocally ascribes his time and seasonal lists
to Somedvara, and that these lists, though much longer than Purusot-
tama's quotation, do have much common material. Whether or not this
ascription is accurate, a specifically 'Daksinatya' tradition does
therefore seem secure.

2. cf. Lath 1984, p.54.
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The construction of this verse is hardly perspicuous, but if my
reading is correct several of these directions correspond to Ramamatya's
(e.g. his gundakriya, dedaksT, malhari, malavl, gurjarT, saranganata and
bhairavi), whereas there is less similarity with Northern texts. This is
another indication of contact between the Orissan and the Southern

traditions of sangTtadastra.

337.-340. This version is, no doubt, taken from the KaumudI, but the
passage must have been adapted from SubhSD (p.41>. The Subhankara
ganasamaya passage has as a whole a more coherent order than
Purugottama's, starting with seasons and proceeding to the finer details
of times of day. The iti after 338.b., which is in all Mss, suggests
that the Kaumudl was consciously quoting these first two verses.

The seasons are here indicated by means of significant religious
festivals. é}TpaﬁcamT is Spring, Vigpuééyana the beginning of the
rains, Indrapﬁja the end of the rains, Durgamahotsava (Girisutarcanam)
the autumn.<'® 337 is easier to follow in éﬁbh's version, which
confirms the sense we require:

S o~ —- - —_ —
sripancamyah samarabhya yavat syac chayanam hareh |/
tavad vasantaragasya ganam uktam manisibhih (/<%

Ve should expect in the Kaumudi text ..... Sayanam eva ca | yavad
vasanto ..... I suspect the wording was slightly garbled in passage

from éubh to later versions. The Muktavall (p.74) reads, more cor-

/- - - / e / - s —_
rectly: sripaficamim samarabhya sribareh sayanavadhi | tavad vasanto ..

/
1. cf. Subhahkara 1960, p.23. 2. NarPSS follows Subh more exactly.
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341.-345.a. The breaking of the rules is perceived in much the same way
as any other inauspicious act. The exceptions, to which Mukt. II1.206
adds religious singing (é%TbarikI}tane), are interesting. We may assume
that in theatre (rangabhumaw) ragas could be used to represent time in
the dramatic context and could therefore override other conventional
restrictions. The king's orders have already been stated to override
the strict observance of the raga/raginT distinction (see note on v.151
above). I take é}epfbandha, ‘chorus music'<'?, to indicate something
like Harikirtana; in this form, in essence probably represented now by
the Bengali kirtan, bhajans in widely differing ragas were strung
together in such a way that variety of melodic structure and of texts no
doubt became more important than the time convention.

Purusottama has above used a definition of madhyamaddi that
prescribes performance in the evening (v.267). Presumably it is the
preceding Haristotra that removes this restriction! The Ratnamala is at
odds with texts such as NarPSS (see above, v.323) over Gujjari, but for
most rdgas there are differing traditions available. Vhat is noticeable
is that those mentioned here are fairly common in the Eastern
compositions such as the prabandha given by Purusottama himself in
pariccheda IV. These compositions could perhaps be placed in the broad
category of kirtana; if they were frequently used with freedom from
time-restrictions because of their performance context, they could have
come to be perceived by the Ratnamala author as intrinsically free from
the rules. Other authors certainly seem willing to limit them to
particular times. daéédaggét ... was quoted already in context above

(v.321).
1. Prajnanananda's translation, GhanSSS, intr. p.3.
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345.b.-348. At v.36f. above, the general definition of gita was taken
from NarPSS. Ve have seen‘'’ how the earlier dastric divisions of gana
(SSR 1V.4f.) came to be applied to gita. If we were to insist on the
presence of dhdtu and matu, we would have to exclude from gita any form
which does not have a text, such as the nirarthaka sections of a
composition. This difficulty is apparently ignored here, although such
forms are mentioned in 348.2 in connection with alapti.

This twofold division comes indirectly from éSR IV.4, but the terms
anibaddha and nibaddha are already used by BhNS XXXII.28 in the context
of vocal music, more precisely the dhruva songs. Abhinavagupta glosses
the words as prose (gadya) and metred verse (padya) respectively. The
equation of anibaddha with alapti is general in post—éSR texts. (346.b =
SSR 1V.5.b). Though ééfhgadeva mentions, for the purpose of
classification, both forms in his definition of gana, this comes at the
beginning of his prabandha chapter. (adhyaya IV); the prabandhas are
nibaddha forms par excellence, and perhaps for this reason the topic of
alapti (i.e. anibaddha) has had to be dealt with under a head other than
composition, namely in the third, 'miscellaneous' (prakirna) adhyaya.

It is there (III.189f.) that alapti is said to have two varieties,

namely that which pertains to raga (ragalapti) and that of the rupaka or
composition (rupakalapti). Now as Purusottama declines to discuss the
different types of alapti (v.348.a) he must mean ragasyalapanam
prakatTkaranam (347.1) to be taken in a general sense to apply to alapti
of all kinds; so, as in éSR I11.189, alapti means the 'expounding' of
raga (whatever the type of alapti). The different forms from the root

dlap - alapana, alapa, alapti - are fully discussed by Kallinatha at
1. See note on I.36-37.
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this point. v.347, though quoted from Harinayaka, is originally from
éérhgadeva‘s account of the rupakalapti (I111.202). In that context,
these various elements, the gamakas, sthayas (types of ornamentation),
'gections' (bhangI) etc., are related to the melodic structure of a
rupaka (composition); Purusottama and other late authors have probably
lost sight of this original context, not having access to SSR itself.
The Manorama of Raghundtha, for instance, considers the two statements
varnalankadrasamyuktd ... °bhangimanoharZ /! and &laptis canibaddham
syad ragdlapanarupinI to represent two different, rather than
complementary, views of alapti, not realizing that the first is simply a
particularization of the second. Understanding this particular verse
(here v.347) as a general statement, Purusottama too takes it to include
somwhow all the forms not employing tala. He here understands varnalan-
kara in a sense quite different from ésrhgadeva‘s. It will be seen
below that the term alapa is applied by the Orissan treatises to a

special element in the (peculiarly Eastern) éuddhaprabandha.

349.-351. The dhatus and angas, ingredients in prabandha compositions,
will be explained below. 34%9.a is SSR 1V.5a. The threefold division of
nibaddha is not, however, in line so much with égrﬁgadeva as with the
classification found in KumbhSR (I1I.4.2.22) for the sﬁ@aprabandha,

namely sﬁddhasﬁ@a, miéfasﬁga and salagasuda. '’ é%}ﬁgadeva gives guddha
and salaga sudas, but not the miéra. <> P.L. Sharma (KumbhSR intr.
p.147-148) points out that Kumbha employed the category misra to account
1. It will be important to remeiber that in considering the structure of
contemporary prabandha examples Purusottama may in fact have the suda in
mind; when for instance in the last pariccheda he gives us a full

example of a 'éuddhaprabandha‘ this closely resembles a suda-structure.
2. SSR IV.311: suddhacchayalagas ceti dvividhah suda ucyate... |
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for the various gTtas of the GTtagovinda. It seems that the Orissan
tradition uses a similar device, though of course the repertoire to be
described there goes considerably beyond Jayadeva. The Orissan ksudra
or sankirna (see v.351) apparently corresponds in some measure to
Kumbha's midra.

The divergence of views on alapa in this definition of the
duddhaprabandha reflects the difference between the structure of the
Orissan or Eastern prabandha and the form being described at this point
by égrﬁgadeva. The section called Zlapa in the Orissan Suddhaprabandha
(e.g. in pariccheda IV) is rather like a florid 'colophon', sung
presumably in raga but out of tala.¢'®> The sampradayikas (in GitPrak
simply sampradaya) are, no doubt, the exponents of this tradition. The
nearest live tradition I have come across is that of the Bengal Kirtan,
which may well be historically related to, and may on closer study throw
light on the musical practice described in, the Orissan texts. A
feature of this kirtan is the atala episode between compositions; here
the soloist intones an introduction to, or reflective comment on, the
content and context of what follows. Though the origin of the source is
lost to Purusottama, we know that Harinayaka borrowed v.351.a from SSR
IV.360b. The context there is different, as is the alapa. This passage
describes the ekatalIprabandha of the salagasuda category, which has an
anaksara alapa preceding the udgraha (first section). The two
authorities are thus, unknown to Purusottama, really referring to two
different forms and there is no conflict. Different types of alapti
were clearly distinguished also by ParsvSSS II.45ff.<=>
1. There are other examples to show that this was typical. See, for

instance, note on v.35, pp.16-17 above. 2. On the simplification in
GitPrak's account of alapti see Panigrahi, ngnadééa 1983, intr. p.21.
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352.-353. Much of the material that now follows is found also in
GitPrak I. The three terms for 'composition' are used synonymously by
sarngadeva (352.c = SSR IV.6b). Their semantic etymologies (niruktis)
are discussed by ParsvSSS IV, 2f. (quoted by Simhabhupala on SSR IV.1-9,
Adyar ed., vol.II, p.210), and KumbhSR II.4.2.2ff.<'> They all deal
with a single concept of the ‘composite' structure. Prabandha is there
sald to be 'fashioned', prabaddha, from four dhatus and six angas (cf.
Harinayaka as quoted here, v.352.b). Rilpaka takes its name from the
‘establishing' (argpana) of raga etc., and vastu from the ‘residing'
(vasa) therein of dhatus and angas.

The 1t1 after 353.b suggests that this is the end of the quotation
from Harinayaka. 353.1,2 are vrtti added by Purusottama.

The Suddha gIta is the one which has already been defined as having
alapa and angas (v.350). Purusottama's point is that if Harinayaka's
definition (v.352) of prabandha is accepted, this will 1limit the
application of the word prabandha to the ébddhatha. In order to
include other compositional forms under the general head of prabandha
the definition must be made more flexible. His expedient is to cover
with the terms vastu and rupaka those forms which may lack some of the
angas and dhatus. In so doing he, or his source, departs from the $sr

tradition, which did not so distinguish these terms.

354. In v.35 above, gIita was defined from one source as that which
possesses dhatu and matu, ‘melody' and ‘speech'. In explanation, dhatu
was said to be an avayava of song; the different dhatus, which are now
explained, were there brought into a single category of 'melody'.

1. Kumbha clearly had models to follow; this point ie rather obscured by

P.L. Sharma, Kumbha 1963 intr., p.146-47,
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Strictly the word should mean 'element', and this seems to be the sense
of prabandhavayava.<'® A general listing of dhatus (prior to the
specification of different combinations of them in the various
prabandhas) comes at SSR 11.7-11. (v.354.a = SSR I1.7.a). éﬁfﬁgadeva
gives a nirukti for the medical word dhatu and links this to the musical
sense; just as the dhatus wind, bile and phlegm are the ‘support’
(dharana) of the human body, so do the structural dhatus 'support' the
body of the prabandha (SSR. I1.10-11>. This is not tantamount to saying
the word is borrowed from Ayurvedic terminology, but such an origin is

possible; cf. anga below.

355.-357. a,b = SSR 1IV.8-9. The prose vrtti as found in the
manuscripts poses a problem. The words samprati ... na d;éyate, which
with the reading abhogadhruvayor “between the @bhoga and dhruva") make
no sense, are not found in Narahari's Ragaratnakara (VaisSS p.62) or in
his GhanSSS (p.20).<=> They are not in GitPrak, and must be
Purugsottama's own. The required sense can be achieved by changing the
reading as I have done. Krsnadasa (the GIitaprakasakara) does indeed say
that there are three dhatus, and takes the verse (our v.356) as his
authority, though without the attribution to the éiromapi (GitPrak I.4):

tridhodgraho dhruvas tatalh] abhogad cantimah | Adya udgrahas
tato dhruvalh] ante abhogah | tad uktam | udgraha ..

This does of course show a willingness to accept that, older theory not

withstanding, practice has changed; but, as is the gastric way, another

1. The word is not used in this sense in the earliest éEstra; dhatu in
BhES is a category in the technique of instrumental playing. 2. The
prabandha example in the Ragaratnakara (VaisSS p.62f.) shows the
melapaka where it should be according to our reading - between udgraha
and dhruva.
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textual authority (the éiromagi) is used to sanction the new reality.
It remains to be seen whether the éiromagi actually limits the number of
dhatus to three, or is simply referring in this passage to three of a
larger total number. The explanation of the word dhruva as from
dhruvatva, 'fixedness' goes back (no doubt through Harinayaka) to SSR.
Kallinatha glosses dhruvatva as nityatva, Simhabhupala as nidcalatva
(Adyar ed, vol. II. pp.205,210). These words could still conceivably
mean ‘'invariability' or ‘obligatoriness'. Krsnadasa, and following him
Purusottama, add punahpunarupadéna, ‘repeated restatement'. 357 is
taken by Harindyaka from SSR IV.9-10.

Since the Orissan salagasuda lacks this extra pada or dhatu, our
authore again find textual authority for its omission (v.358.a).
tenalva is presumably to be taken to mean the éiromapi. Vhatever the
source, this has changed the statement found in $sR IV.11, where it is
the melapaka and abhoga that are said to be sometimes absent: tatra
melapakabhogau na bhavetam kvacit kvacit |/ Hence (IV.12a) a prabandha
can be of two, three or four dhatus. The later authorities are prepared
to grant, with some adjustment of the Sastra, that song-construction has
changed somewhat; the abhoga is not, apparently, optional any more. In
an interesting divergence from the Narayana, Narahari (GhanSSS p.20 and
Ragaratndkara, VaisSS p.62ff.) does not state that the melapaka is
omitted, though in GhanSSS K;gpadésa's three dhatus are mentioned. In
the Ragaratn@akara full examples are given of compositions with all the
dhdtus. A further example is given in the Bhaktiratnakara (VaisSS
P.215); these all bear Ghanaéyama's name ('signature') in the abhoga.
This evidence suggests that outide Orissa, in Narahari's own tradition,

the melapaka and antara had not fallen into the disuse which Purusottama
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notes. In éérﬁgadeva‘s general account of dhatu I cannot see that the
abhoga is so firmly linked with the name of the poet or hero of the song
(or perhaps 'patron', nayaka), but in his description of the
karanaprabandha at SSR 1V.132-144 this is certainly so: "When {(in the
karana> the udgraha and dhruva are constructed of copious svaras, and
the abhoga is constructed of padas, then it is there (in the abhoga)
that the name of the nayaka (patron) of the singer (composer) should be
found."¢'” Perhaps the vernacular influence on prabandhas of the kind
we find in the Eastern treatises encouraged a more general application
of the rule.

In GitPrak I. (p.4) our verses 358.b and 359.a are in a single
§10ka, though Panigrahi in his footnote makes it clear that the two
halves come from different sources. The verse is followed by the prose
statement (also given below, 372.1): idéhf@ tv alapabhogayor anyatame
kavinayakayor nama kurvanti | It is clear from the examples we have of
Orissan éﬁddhaprabandhas that the &lapa characteristically contains a
type of 'colophon' which includes the composer's name. This has to be
reconciled with the Sastric statement that it is the abhoga that
contains the name; it cannot be said that the presence of the name is
suficient to indicate that the section is the abhoga. Purusottama's
answer to this is that the name must be in the abhoga, but may also be

in the @lapa.

360.-365. The angas cover all characteristic techniques used in a

vocal composition. These are identified and defined in the earlier

1. See also Simhabhipala's commentary, p.254.
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dastra; &SR IV.12ff. explains the terms, which were aleady familiar to
the MBrhd. (and were used to classify prabandhas in the final extant
chapter of that work). ésfhgadeva compares them to the angas (limbs) of
a body, linking each to a particular bodily limb. The Kyurvedic analogy
is continued from that in the dhatus. ParsvSSS V.12-20 gives a similar
account.

By svara ééfﬁgadeva (IV.15) seems to have had the svaranamas (in
Hindusthani terms, sargamsinging) in mind, and this is also a feature of
the Orissan compositions. Parévadeva, however, simply gives the
traditional nirukti of svara (V.16) and the interpretation may be simply
that svara, i.e. melodic pitches, are an essential ingredient in any
composition. Tena, i.e. the syllables te-na or ten-na etc., which are
reminiscent of some of the 'vocables' used in 3lap by some dhrupadiyas
and khayaliyas even now, is interpreted by éé}ﬁgadeva and the
commentators as an instrumental of tat in the mahavakyas om tat sat and
tat tvam asi. It is said to carry an auspicious meaning
(naﬁgaléfthaprakégéka). As the form varies, and the word is often tenna
or tend, the explanation may be taken as notional. The prabandha
examples given by Purugottama in the fourth pariccheda show a
fascinating survival of the tena, or perhaps a revival on the classical
model. That the tena was used in early song compositions is to be seen
not only in the dastra but from works like the Apabhraméé Patimacariu.<'”

The biruda or viruda is apparently not used in the Orissan composi-
tions of Purusottama's time, though it has been shown‘®’ to be an
1. e.g. the refrain tena tena tena cittem in sandhi 48 (JAianapitha
Mirtidevi Jaina series, Apabhramga grantha 3, 1958, p.92ff.)2. See Lath

1983, pp.233-234. A mid-17th century manuscript of the Raidasa
PaficavanT has one song labelled bidada.
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element in bhakti song traditions elsewhere not very long before this
time. The pata is still seen in Purusottama's compositions, as in
Krgpadaéa's. Tala seems to mean no more than the use of tala (in
contrast to the atala forms, as mentioned in v.347f.). and pada is
simply 'text' that is not biruda.

The remark about the Damodara's omission of pada is strange. The
published text (p.17) shows no such omission. Nor is this a reference
to Damodara's Sangitadarpana, which has all six angas (Tanjore ed.

p.62). The omission is not noted by K;ggadﬁsa. Ve must assume that
Purusottama had a different manuscript of the Damodara, or a defective
one, in which gamaka is (erroneously?) mentioned as an anga. GitPrak I
(p.4) states: angany aha | vakyam svarapatau ca tenakah - catvary
angani | The biruda may be dropped by K{ggadasa because it is not used
in practice, or because, as he says, he considers it, like pada, to be
just a sub-category of meaningful text, which he classes as vakya.
Tala, obviously considered by Krsnadasa to mean simply the tala to which
a composition is set, is thereby seen as an integral part of
nibaddhagTta, and need not be an anga defining types of prabandha.
Purusottama is not alone in taking issue against this 'modernist' view.
His near-contemporary Haladhara, in the Sangitakalpalatika (Haladhara
1984, p.2), dismisses the GitPrak proposal as nonsense:
yat tu krsnadasena prabandhasyangacatustayam prakalpya
sarvatra padavirudatalanam vyapakatvat sadangagrahilanaradadi-
munipranitayas tardvalyah sarvatha [alsambhava iti yat pra-
lapitam sa pralapa eva |/
The issue here is whether an example given by Krsnadasa is a taravalT or

a dIpanT type (jati) of prabandha (cf. our v.365 = GitPrak I.14).

Krsnadasa states that because it has tala, pEpa, pada and biruda it
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should, according to the traditional system, be classed as the four-anga
dTpanI. "True," he ways, "in the old reckoning. But contemporary
authorities do not count tala separately as an arfga. Pada and biruda
are included within the class vakya. Pada is an inflected word.<'’
Biruda is a laudation of gunas (qualities). No one in his right mind
could use a vakya (utterance) which is without gunas. ‘< Vakya, which
contains guna, alankara and rasa, should be treated as an anga. So this
kind of prabandha (prabandhajati), considered in the older reckoning to
be dipani, is considered by modern authorities to be taravalT."
tada kuta iyam taravali | talapatapadavirudabaddha
caturangika dipanTyam bhavitum arhati ! satyam | pracam mate
tathaiva | navinanam tu laksane pravistas tala iti prthag
angatvena na laksitah | vakyasvikarane padavirude svikrte |
padam nama suptinantam | virudam gunakirtanam | na hi kadcid
anunmatto 'nanvitam nirgunam vakyam prayunkte | gunalankara-
rasavad vakyam evangatvena vivaksitam | atah pracam mate dipanT
navinanam mate taravalIyam jatih |/
Those prabandhas, the argument continues, which might in the four—aﬁga
system not qualify, because they have only one anga, are still
conventially called prabandhas (vacanabalad evatra prabandhavyavaharah) .
"In the opinion of the older authorities, the slUda is a three-anga form
because it has pada, viruda and tala. But in the modern view the status
of prabandha is ascribed to a structure made with dhatus and having an
alapa. Further, even in the older view the inference has to be made;
for otherwise how could there be a taravall, when pada, viruda and tala
are universal. Part of this argument is quoted after v.397 below.
This is of course merely an argument over terminology, but the

1. This refers to Panini's working grammatical definition of pada,
Ast&dhyEyT 1.4.14. 2. This of course takes two different senses

of gupa, ‘quality' and the more neutral 'attribute'; the argument is
thereby needlessly flawed.
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attempt in GitPrak to 'modernize' definitions on the basis of
contemporary practice is interesting. Purusottama, by contrast, is more

interested in reconciling old and new than in correcting his sources.

366.-369. 366.a is derived from GitPrak I (p.5), where Krsnadasa
alludes to the infinite variety of prabandhas in the duddha category,
arising from different combinations of angas, ragas and talas; he
reduces all to a single category - the 'infinite category', so to speak:
anantatvad bheda eko 'tra ganyate prabandhanam bahuprakaratvat |
v.367 is a reference to this internal variety, somewhat elaborated in
368-369.

Examples of multi-tala compositions are given later. The suda will

be defined, in effect, as a multi-tala structure.

370.-372. Verse 370 is used here, as in GitPrak 1.8, to underline the
endlessness of prabandhas, i.e. suddha prabandhas. tat in tatprakara
(2) must refer to the multi-tala type of duddha, i.e. the Orissan guddha
as exemplified in pariccheda IV. There the ekatali is placed last and
is preceded by the kind of @lapa already referred to (see note on
v.349f.). As we have seen (note on 358f.) the rule about having the
poet's name in the Ebhoga has been extended, to take in the peculiarly
Orissan type of alapa in the éhddhaprabandha. As for having the names
of both kavi and nadyaka, if nayaka can here mean 'patron', there are
examples in some older dhrupad compositions which mention, for instance,
both Mohammad Shah and Sadarang. By 'finding no validity' Purusottama
evidently means that no é&dstric source offers the option of using an

dlapa in this way. We still seem to be dealing here with the bahutZla
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prabandha; as I cannot see that a return to the original tala after the
use of other talas is common, I suppose that 372 merely means that each
element (gita) within the complete structure should begin and end in the
same tala.

éaktiviéégega yatha ... The matrka and svarartha are classed by &SR
among the alikrama prabandhas - a category of 'serial' or 'systema-
tically ordered' structures. Examples of using the svaranamas
semantically can be found in the Manasollasa, and the alphabetic-order
(mitrka) relates to a tradition I believe is represented still in some
compositions in the more recent Karnatak repertoire.<'? SSR 1V. 165
mentions a Visnu prabandha in the class of jhombadas. These types of
composition , like the elas referred to below, are described in dastra
as far back as the MBrhd (final extant chapter). Purusottama's
treatment of composition is, as usual, a blend of the traditional and

the contemporary.

373. This is a brief description of the Qrissan éhddhaprabandha. The
sequence of talas has to start with aditala. Though no example is given
at this point, a full prabandba of this kind is presented in the fourth

pariccheda.

374.-380. muni in 374 is reminiscent of the thaddeé&'s way of
referring to its authority or to 'Matanga' himself, and the eld itself,
with all its many divisions, is first exhaustively treated in that work.

/7
The word muni may have been used by Harinayaka to refer to Sarngadeva,

1. cf. Powers 1984, p.319, on DTksitar's kirtanams.
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but as éSR 1s never directly referred to by Purusottama, and is in my
opinion unknown to bhim except through Harinayaka's references, I have
opted here for ‘'the sages' as the meaning Purusottama may have assumed
was intended; of course he may here, as in some other places, have had
‘Bharata’ (wrongly!) in mind. About a quarter of the prabandhas in this
list are mentioned in the MBrhd. The others appear to come from later
tradition, the majority appearing in works like éfikRK, and many in $SR.
Much of the 1list is in fact a slightly jumbled version of material in
SSR IV, as is often the case with Harinayaka. The list adds up to
twenty-eight, not twenty-six as stated. Some of the prabandhas will be
defined in the following section, and a few will be linked with forms
more familiar to Purusottama from the Eastern tradition. In 379 I have
kept the reading lahadi, as there is a form called lavadi in some
traditions of Eastern Madhya Pradesh and Orissa.<'’ éSR IV.296 has
rahadl, and the Eastern tradition seems to have changed this to lahadi.
Narahari (Ghan. I.191 and Bhaktiratnakara, VaisSS p.224) has preserved

this version of the name.

382. The GitPrak prabandha referred to here must be that in the first
chapter, which Krsnadasa says he classes as a taravall but would
traditionally be seen as a dIpani. The whole composition is in pata,
except for an 'alapa' and a final verse of vakya. K;gpad&sa's name, as
composer, appears in the brief alapa: é?fgapfbatistutinibaddhaq

patadiprabandham krsnadasakavir viracayati ia | Krsnadasa does not

. * g9

himself call the piece a kayavala, but the Baroda manuscript of GitPrak

1. Information from Mr N.M. Panigrahi.
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does so label it.‘'" Being a patadiprabandha it does justify the name
kayavala according to the rudimentary definition now given. This is
clearly related to the kaivata which is already defined, though even
more simply, by MBrhd. v.427f. Mataﬁga merely says that the form has
tala and is sung to the patas alone; there is no mention of meaningful
text. SSR IV.199 and KumbhSR I1.4.3.103-107 have kaivada (or kaivala as
v.l. in Kumbha) classed among the alikramaprabandhas, like those that
follow here in Harinayaka's list. Kumbha's is the fuller description,
and there the Ebhoga is, as here, distinguished from the first sections
by having padas and virudas; but both authors speak of two varieties,
one having meaningless (nirarthaka) patas, the other apparently forming
words from the pata syllables. Simhabhipala comments that in the latter

the svara syllables can be added in.

/
383. This definition is SSR IV.282-83. The prabandha is in Matanga's

list in a similar definition (MBrhd v.507).

384. MBrhd v.505 mentions the svarartha simply as that which uses the
svaras (i.e. sargam syllables) to give the required meaning. SSR
IV.222f. contains the present definition and expands with a further
subdivision into seven types, depending on the number of svardksaras
used.“=” According to Kallinatha the Suddha variety uses only the svara

syllables and the midrita mixes these with other syllables.

385.-388. The matrka prabandha has already been mentioned (v.372f.) as
an example of those which are named by particularization of Sakti.

1. See Krsnadasa 1983 intr. p.23. 2. cf. KumbhSR II.4.3.37ff.
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The mEt;kEé, 'little mothers', in éaivite theology preside over the
letters of the tantric alphabet, which runs from a to ksa. The term
matrka is also applied to the whole alphabet system.'> The singing of
an alikrama (‘serial') prabandha which depends on this ordering of
syllables (here varna, in MBrhd v.503 aksara) must in origin have served
a ritual as well as an artistic purpose. This is stressed in the Sakti-
connotations of the mEt;kE, and explicitly in the statement in v.388
that all possible mantras are contained within the matrka (alphabet) and
therefore the singing of the matrka in this magical order is in effect a
singing of all the mantras.<®> The whole description is drawn, with a
few minor variants, from SSR IV.248-252, Matanga's definition is very
mich briefer, and no distinction is drawn between languages. éérﬂgadeva
mentions a further division, between anibaddha and nibaddha, prose and
verse matrka-compositions.Against the ekaika matr® of the Mss. I follow

/
SSR IV and Ghan's reading.

389. anyo in 389.a should require an antecedent from which the
svalparagakadambaka is distinguished. If it is intentional, perhaps
Purusottama wishes to distinguish this from the multi-raga form of
matrka just described in 388.c, and hence the derestriction of language
etc. But the verse has probably been lifted out of its original
context, in which another ragakadambaka was first defined. GhanSSS
changes to alpo and achieves better sense in the present context. The

fullest description available for the ragakadambaka is in KumbhSR,

1. c¢f. Padoux 1963, pp.125-139. 2. cf. KumbhSR II.4.3.49-50, which
expands this idea. The idea is a common Tantric view of the matrka.
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11.4.3.22-34, where six different kinds are referred to, depending on
the admixture of other elements. These appear to be an expansion of the
two types described by SSR IV.253ff., nandydvarta and svastika. The
form is not mentioned by MBrhd, at least in the surviving version of his
prabandha chapter. The absence of any fuller treatment in the Narayana
suggests that the only form of this kind known to the Eastern tradition
was simply characterized by a series of differing ragas without any
other defining features. The obvious extant related form is the ragamala

or “malika.<'?

390.-393. Talarnava, another aliprabandha not found in MBrhd, is
described summarily by SsR IV.265 and KumbhSR 11.4.3.21 as here but
without the reference to language; the Narayana is the only text I can
find so far that specifies Sanskrit for this form.

Vith éffrahga and éfivilésa we turn to the compositions classed as
viprakirna (‘mixed') by SSR and KumbhSR. The definitions of these, of
paficabhangi and pancanana, are originally from SSR IV.265-266. None of
these is in Matanga's list. Matanga does have the SimhalTla (v.414),
described here (from SSR IV.279). The metrical interpretations of
SimhalTlatdla vary. Following éérﬁgadeva‘s definition of the deéitﬁla,
some texts read: laghor ante (or laghvante) datrayam. This is sometimes
taken to mean a laghu followed, and sometimes one preceded, by three
drutas). But the published (GOS) Cudamani (p.10, v.83), and the Narayana
1tself at v.499 below, have a laghu at either side of three drutas
C1rooo1t ). This is also the pattern given by Simhabhupala (Adyar
ed. $SR vo.IV p.143): laghur adav ante ca yasya evamvidham drutatrayam,
1. cf. Nijenhuis 1974, pp.108-109. I think Nijenhuis misunderstands

Kumbha's v.23 in suggesting there are six gectiomns.
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despite the reading of the mula. This method of tala notation is
discussed below. In 393.e I have accepted °kirtitam as Purusottama's
version here, assuming Mi and Ghan to be judicious corrections; the
reading is possibyy garbled, but the first word could be predicative:

“three drutas after a laghu are said to be simhalTla."

394. HamsalTla, again absent from Matanga's list, is defined as here
at $SR IV.320, but in a single sentence, with anghrT (from which I
restore the correct reading here) as the subject: svanamatZlake
hamsalile 'nghri padapatakaih /!  Kallinatha adds that the first anghri
(or pada) means the udgraha, the second the dhruva, while the abhoga is
also formed with padas, thus giving a three-dhatu and three-anga (pada,
pata and tala’, i.e. a bhavanl, form. The definition of hamsalTlatala
given by Kallinatha is yagana, laghur guruh ( | S S| S ); he claims
that this definition will be given by ésrﬁgadeva in the tala chapter,
but SSR V.267 reads: bhamsalile viramantam ... (cf. our v.394.b, which is
derived from SSR). At that point Simhabhupala's notation ( | | , 1.e.
the virama on the combination of the two laghus, not on each of them,
at least according to the reading accepted by Subrahmanya Sastri (Adyar

ed. §SR vol.III p. 144) is more in keeping with the Sanskrit grammar than

is the notation shown in the mila ( } } ).

/

395. The form is called rahadi by égrﬁgadeva. (This verse = SSR
IV.296). For the spelling see note on 381 above. It is perhaps in
order to bring the word slightly nearer to what Purusottama says is the
Orissan equivalent, pévaga, that BS suggests pahadi; I find no

manuscript evidence for this form. The Oriya pavada is presumably
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related to the Rajasthani pavadu and the MarathT povada‘'’; both of
these are heroic ballads in multiple 'verses'. The root is perhaps the
Sanskrit pravéda, 'declamation'; it is in any case almost certainly

unrelated to the réhagIVJEhagf‘term.

396. The paﬁcatﬁleévara is an alikramaprabandha described by éSR
IV.256-264 and, more fully, KumbhSR II.4.3.1-20. Harinayaka probably
relayed égrhgadeva's material, which is a fairly complex account;
Purusottama is deterred by its complexity, but probably also by its
irrelevance, as he finds no comparable living form to warrant repeating
these verses.

SSR IV.267 states that umitilaka is formed with three ragas and
three talas and ends with viruda, but is in other ways similar to
paicabhangi and palicanana, having six angas. KumbhSR II.4.4.44-490
differs from this view, but through Harinayaka Purusottama clearly has
access only to the earlier account. We may assume that neither was of
practical application in Purusottama‘'s experience.

ato gTitaprakaga“. .. As the published text of the GitPrak
contains no information on these forms, I believe the reference is a
mistake, Harindyaka's work being the real source of information on these

old prabandhas.

397.-407. The slda appears to be given a special status by
Purusottama; his final pariccheda is taken up with examples of a
complete s&lagasuda, including possible variant sections, and a

ébddbagf%a which resembles a suda in shape and conception. The two

1. ¢f. Deva and Kuckertz 1981, p.110f.
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together are referred to there as ébddhasélagag?te. As the salaga is
then later expressly called a sﬁlagasﬁ@a I find it tempting to consider
the duddha an Orissan conception of a éhddhas&da, though it is nowhere
thus named, nor are the parallel examples in GitPrak, Sahgitakalpélatiké
etc. For Monier Williams (p.1241) the word suda was "of unknown
meaning". Kallinatha (Adyar ed. SSR vol.II, p.214) is clear about the
meaning; the term is, he says, a vernacular (dedi) word for an
assemblage of different gTtas: sida iti gltavisesasanuhavaci deéfé&bdab/
I believe this is another arrival from Dravidian into the terminology
of sangitadastra. Kannada siidu 'bundle (of grass, etc.)' and sudi,
‘small bundle', cognate with Tamil cuUtu, 'bundle of sheaves'<'’, is
close to the gloss found in the Eastern sangita works, here after 398.D,
ekatra-gumphanam, ‘'a knotting together (of different talas)'. Matanga
mentions no suda, but the form is already established before SSR.
Par&vSSS V.50ff. and SSR 1V.22-23 bring in the sida category of composi-
tions alongside two other classes, the alikrama and the viprakirna.
Parévadeva tells us that experts have spoken of five different types of
suda; these are defined, and each is seen to be a combination of various
prabandhas in different talas. According to KumbhSR II.4.2.24f. these
are in fact five varieties of ébddhasﬁﬂa. éﬁ?ﬁgadeva (SSR 1V.311)
mentions only two types, Suddha and salaga. To these Kumbha adds a
third category, the miérasﬁga, 'mixed suda‘', and this perhaps
corresponds to the sankirnagita of the 'Sara‘' referred to above at
351.b. At 352.1 Purusottama has equated that sankirna with the ksudra,
a category of song which will be dealt with later. He does not, how-
l. Burrow 1961, §2248. There may be a connection with the Tamil kutu,

Kannada kiidu, 'assemblage','association' (ibid. §1562), but I must leave
this to Dravidianists to consider or dismiss.
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ever, refer to a ksudrasuda, or a suda of ksudragitas, and these ksudras
seem to have separate status in his tradition.

The three types of suda are defined by KumbhSR 1I1.4.2.417ff. The
piéra is made of elements from a list of twenty-eight composition-types,
listed at v.28 (P.L. Sharma's ed., p.553); these are set in different
talas (listed at vv.401-416), the first of which is aditala. The
suddhaslida follows a strict rule of "raga etc." (ragadinaiyatyad asya
Suddhatvam isyate), and the salaga is made with “deéffagas etc."
(debTragadisambandhat salagatvam api smrtam . Kumbha goes on to list
the elements of the salaga according to ‘MahTIbhrt'; this corresponds to
éSRIV.314, and comes, via Harinayaka, into the Narayana at v.405. The
list of nine ingredient prabandhas (v.401) looks like an expansion of
the seven-element list; but Somesvara (GOS ed. adhyaya 16,
vv.547ff.<'?), even before égfﬁgadeva, describes a nine-element sida.
The individual elements of the éﬁddhasﬁqa as defined by Someévara and
éSR IV.23“=” are clearly independent prabandhas in their own right,
which can be combined in this way. Most of them are mentioned and
defined by MBrhd outside the context of suda (which Matanga apparently
does not know or ignores). The chayalaga- or salaga-sida prabandhas,
1.e. the names of the prabandha-types that go into the making of a
salagasuda‘=>, as given by SSR IV.314, are related to talas. The
subdivisions of each of the older series— the sixteen dhruvas etc.- are
given in full by éSR IV.315ff.; this older series (reproduced, perhaps
anachronistically, by Damodara in DamSD, Tanjore ed. p.83ff.) includes
1. ¢f Srivastava 1980, p.13. 2. Séfhgadeva lists eight and omits
from the sida the kanda prabandha which Somesvara includes,

3. I think it is necessary to distinguish two meanings for the compound

‘sudaprabandha: i) a (compound) prabandha that is the suda
(karmadharaya) and 1i) a prabandha which comes in a suda (tatpurusa).
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aQQatéla and excludes yati and jhumari. The present list (our v.401) is
from Subh. pp. 18-19.

In saying that some authors include the suda under the head of
duddhagTta, Purusottama must have GitPrak prominently in mind; Krsnadasa
discusses the classification of the suda in his first chapter, which is
titled ébddhagffanirqaya. The argument is partly reproduced here in the
Narayana (after v.397: asya padabiruda°...) At v.352 above, Purusottama
referred to a view of dhatu and anga, according to which prabandha must
have six angas. This now has to be reconciled with the more ‘modern®
use of the word, though of course the classification of prabandha—jatis,
in which a prabandha may have as few as two angas, already answers the
problem. Krsnadasa, according to his 'modernist' four-anga definition
of prabandha, has to exclude tala from consideration in the stda; he is
left with pada and biruda alone, which as we have seen he classes
together as the single anga vakya. He goes on to say that, in spite of
having only one anga, the suda is still known as a prabandha by upacara,
‘conventional usage'. It would have been simpler for him to allow one-
anga structures as part of his system!

The definition at v.398 covers the suda which is current in
Purugottama's tradition; it "retains some trace" of the older types,
which he dutifully mentions.<'> The chief characteristsic it retains is
the assemblage of many different talas. Strictly speaking, the
description at v.397 applies only to the composition called in
pariccheda IV a salagasuda. The fact remains that the Orissan works
(our pariccheda IV, GitPrak 81, Sangitakalpalatika §1, and no doubt
1. chaya might be beter translated reflection Kallinatha glosses it

with sadrsya cha@yalagah | chayam suddbasadrsyam lagati gacchatiti
tathoktap /
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others) give prominent attention to sUda-type structures of nine or
eleven talas with alapas and the angas pata, tena and svara. I cannot
find these anywhere referred to as a new kind of éhddhasﬁga; on the

contrary, in our paricscheda IV the Balahhadrodaya is called

M
fn

éﬁddhaprabandha and Purusottama tells us that it would have to be in a
single raga and without papa etc. to be called a sﬁ@a. Elsewhere,
however, the variety of t@las is made the essential criterion of
sidatva.<'” It is not only in Orissa that this multitala structure was
popular. The suladi‘=® is one of the principal structures followed by
Purandaradasa and other Southern composers. These are similar
'talamalikas'; the special feature of the Orissan &lapa is absent, and
the resemblance is more with the Orissan salagasuda than the
suddhaprabandha. The éuddhaprabandha in the Orissan tradition may be
linked with the padavali-kirtan still found in Bengal, as I have

suggested, but this itself may be a descendant of a suda-type structure.

408.-412, For this Eastern form of suda we move from constituent
prabandhas (which were related to talas, cf. v.401) to consideration of
the tdlas themselves. 409.d interestingly suggests the possibility of a
composite form in which the musical structure serves as accompaniment to
dance.

The reference to 'Damodara himself' is a little puzzling. There is

l. e.g. GitPrak SII, p.10: ... sude tala eva mulahetur ...

2. The similarities in form and name (with the easily accountable change
of da » la) strongly suggest a common origin. The principal suladi
talas in the Karnatak system appear to have a forerunner in the sudadi
talas mentioned by DamSD (Tanjore ed. p.153f.), and were, I assume,
tdlas used in sudas. Kuckertz's doubts (1970, p.57, ftnt. 10) over the
connection with suda seem to be based on a misunderstanding of
Sambamoorthy's (imperfect) transliteration system and lack of
acquaintance with the Sanskrit sources.
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no evidence that Damodara's work was directly known to Purusottama, or
at any rate that it was used by him (except through the intermediary of
the Kalankuranibandha). 'Damodara' in the Narayana is always the
sangItadamodara of Subhankara. Damodarah svayam has to indicate that
Purusottama is unaware of the author's name. Now it is true that Subh
omits addatéla, and on $ubhsD p.18 it is remarked that "in some people's
opinion" addatala (in the published text adhutala) is often omitted from
the series: adhutalah sudamadhye prayaso naiva giyate |  But the list
from which it is omitted is not the Orissan one now dealt with by
Purugottama but rather an older(?) form closer to those in earlier
texts.

GitPrak p.1l1 already remarks on the occasional addition of kudukka
and upadda, and on the flexibility in arrangement of the talas between
adi and ekatalT (our v.412 = GitPrak II.4: &aditalo bhaved ...

niyamabhdva evam syat sudabandhanam [)

413.-417. That etesam in 413.3 refers to talas, and not gitas or
prabandhas, is clear from 413.a, but the difference between dhruva and
mantha is shown to be a function of compositional structure rather than
tala; some talas can be used in both types. To make this clear, I have
translated 413.b in a way that would not be obvious prima facie without
knowledge of the context. I take the Sara verse (416) to mean that
these t@las are used in prabandhas of the mantha-type; it is however
possible that these caﬁcatpu@a, cacaputa etc. are actually prabandhas,
structurally like the mantha, which take their names from talas (like so
many others). Though the dhruva / mantha classification system is

consistently applied in the Orissan texts, and is used in labelling
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pumerous songs in the Sangitakalpalatikad and other works, as well as in
the constituent compositions in the sﬁda in our fourth pariccheda, the
origin of the distinction is at least as old as $sR. éérhgadeva's seven
salagasuda-prabandhas (i.e. seven prabandhas that make up the

salagasﬁ@a) are dhruva, mantha, pratimantha, nisaruka, a@@atéla, rasa
(or rasaka) and ekatalT. At SSR IV.315f. the dhruva is subdivided into
many types, and the general characteristic stated, namely that an
udgradha in two parts is followed by a third, ‘'somewhat higher' part, and
that the three together should be sung twice. After this is sung an
abhoga of two parts, the first in two sections with the same melody. At
v.332 the mantha-type is described as having three sections, udgraha,
dhruva and abhoga or antara, and the remaining prabandha-types in the
salagasida are said to follow the same form as the mantha. '’

The details of the dhruva-type structure are differently stated by
éuthD p.19¢=* but still not in the same way as those of the Orissan
texts. Here Purusottama's account follows GitPrak 82 (p.11f), and the
first source again seems to be Harinayaka. To judge from the sample
prabandhas in the various Orissan texts, we are now dealing with
structures in current performance at least as late as the seventeenth
century.

The tu in 416.b looks awkward or redundant, but the sense of the
verse is confirmed by the equivalent passage in GitPrak (II.6f):

udgraha eva yatra syad dhruvah sa dhruvako matah |/
kimcid uccaié ca khandas tu dvirgeyo dvitIyo bhavet /|
ato dvidhAtur ayam | khandadvayam apl geyam |/

dvidhatuh must mean that the two khandas have different melodic content.

1. The two passages are discussed by Srivastava 1980 p.16f. and VWiddess
1981, p.165f. 2. See VWiddess op. cit. p.180.
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ydgraha could, of course, stand for °grahah or grahe ("the dhruva is in
the udgraha itself"). The sense would be the same. Though our v.416
and the GitPrak verse might be taken to mean that only the second,
higher khanda should be sung twice, the vrtti at 417.1 (atra
kﬁaandvayam api ...) clearly states that hoth khandas are repeated.
Both together are apparently labelled 'dhruva'. The dhruva-type
structure of composition is, then, in two principal sections, the first
in two parts, khandas:

A (D) (prathamakhanda) I

A (ii) (uccahkhandad { dhruva (= udgr&ha), sung twice

B {abhoga>
This is to be distinguished from those song structures in which the
dhruva, a repeated section or 'refrain' (as defined above after 356.b)
follows, and is separate from, the opening section. This common form is
characteristic of Jayadeva's songs, and also of the songs in the
Guragrantha and some other traditions. The 18th century Maithili author
Umpati Upaddhaya's musical play Parijataharapa contains some vernacular
songs in which the dhruva comes first, and others in which the dhruva
follows the first verse as in the GTtagovinda; these may therefore show
a similar division of structures.<'”> The example of a dhruva-type
composition in aditala is Krgnadasa's, as given in GitPrak (p.13), and
is apparently complete. The 'B' section is an &bhoga, containing the
composer's name. GhanSSS (p.29) copies the description of the
dhruvalaksana but illustrates with a song of Narahari's own; curiously,
and I believe erroneously, the 'B' section, which is clearly an abhoga,

is there labelled as a dhruva. The same example in the Ragaratnakara

l. See UmZpati Upadhyaya 1917, e.g. songs 12 and 21.
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(VaisSS p.75) does not so label it.
Ve shall examine the tala structure of compositions later, but the

mesent example (v.417) is clearly in a 4- or an 8-beat ('yugma') metre:

(jaya jaya ... ) )
n?)

P VU TVUY SRSV TNVIY RVRVVRTY DUV Ll

(The final & may be extended to occupy four matras.)

(navaéééi°... yeroe

vvvv‘——vu‘.——vulvuuuluuuu‘uuuul_-—....l-—-.._”

(paraéuka°... ) (¢>?)

vqyul—\ldl——dv‘u'vu'vv.’“\uuuu]——-'-"J"—— |

(surata@i‘... )

_ — - —1 — ve— ||
UVle vv‘VdVvl Ug' ' Vu'vdvu'

The 'stobha' syllables ti, i, a etc. are seen in the many examples in
Orissan texts to be of variable prosodic length. "Hot included in the
definition" (418.1) must mean that they are not an essential ingredient
in prabandha like tena or pata. 1 have kept the reading suggested by
the Mss evidence for the end of the uccakhanda: ti a i a/ i arell

(vew~<v]|v s —), though the GitPrak version as printed ends: ti a i a

arell (v v o=|= =),

(namadama°... ) cn?)

VU\‘UI——'UUI-——-V—-{—UUJI—*VAJ’UUV“‘————VU'———— ‘

(bhava bhava ...)

Vv-—uluu |.——v.p|_—-vu‘__—v+uuy'———v~‘—_—___."

In this abhoga each line has a syncopation ( *mafiju” and krsnadasa) in

which the beat is felt on the second half of a long syllable.

1. The description of é&va's eyes in this verse is common. I am
grateful to Alexis Sanderson for the following further example: Téana-
éivagurudevapaddhatiE, kriyapada, uttarardha, patala 12, v.31.d: kriya-
JﬁEnaééktisp;bErkenduvaankgaga?. (Trivandrum Sansk. Ser., 77, p.104).
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418.-419. These four (with kambuja for kaficuka) are the types of
rasaka (composition set in rasaka t&ala) in SSR IV 352-55 KumbhSR
11.4.2.474-77. The definition differs only in the case of the vinoda,
but the point of reference must be considered different; in éérﬁgadeva‘s
description, the vinoda is that which has a dhruva followed by an alapa,
while kambuja has the alapa before the dhruva, varada has it in the
nmiddle, and the nanda has the first part of the udgraha formed with an
alapa. All four have an udgraha of two sections (khandas in éSR, dalas
in Kumbh.). Like the ‘Sara‘', these earlier authorities link kambuja
(the Sdra's kaficuka) with karunpa rasa; Kumbha has vismaye for
éérhgadeva's kautuke for vinoda, and I assume this means adbhuta rasa.
According to Panigrahi (Krsnadasa 1983 p.14, ftnt.) v.418, and a
continuation in anustubh, are from Harinayaka's Sangitasara:

dhruvalaksma caturdhayam vinodo varadas tatha |/

nandakah kaficukad ceti vinodah kautuke bhavet /I

alapanto dhruvapado varado devatastutau |

dvikhandodgrahako nanda alapa’aracitadlkab I

giyate 'bhyudaye tajjhair atha syat kancukas tatha |

alapadidhruvapadah karupe parigiyate |/ iti kecit |/
But for Purusottama (and Krsnadasa, who quotes a similar passage) this
seems to be of only academic interest, and I believe he may not have
understood that the 'Sdra' was speaking of a particular prabandha type,
namely the rasaka, rather than the dhruvalaksana group as a whole. '’
Also v.418, though Purusottama clearly understands it as 1 have
translated it, could easily in its original context have been intended

to mean: "this <particular> dhruva-type <composition> is fourfold,

namely vinoda ... " éﬁthD, p.25, still understands the original sense:

1. Sarngadeva s rasa was a mantha-type; the source for v.418 has
apparently reclassified it, and it is not clear which group the Sara
would have placed it in.

- 158 -



pariccheda 1

yinodo varadas caiva ... catvdro rasakah prokta<h> ... Il

420.a-b. 1is the second half of the éardulavikrIdita stanza at 416. I
number the two halves separately for convenience. The mantha in éSR
etc., as mentioned above, was already described as a three-part
structure. The present account of the khanda-proportions of dhruva to
the other sections is somewhat elaborated at the end of pariccheda 1V
(in this thesis p.218, text lines 12ff.). The point there is that 'one-
and-a-half' can mean 1% times single 'khanda' rather than the whole
udgraha/abhoga, and that indeed it does mean this in the present example
at 422.a-f., provided that for this purpose we regard each line of 32
prosodic matras a khanda. The composition is in GitPrak II.12, with

some variants. The metrical pattern is as follows:

: { . ] A
_— N W, e g W - o WV oM mes oW - W NN - ~w P a‘
@ "
[ ] .
My  _smmm g S s of .
—_— Y e W Vo WY Wy s & vus i\- b.
. A C
N emmm e VWV e — o o 4 e )
. . ! . * ’ d
.
VU‘_:-— V| em o v vy e LW, v RV AR - — )
M . L) by
* L] ‘z’
Vv o - M - . e.
. L)
el A . VY ' W v v —— N emfe o W P e ~ V! e o )

In a) I take anu as a postposition (following vernacular syntax)
governing dvaravatIm puram In the GitPrak text line d) is followed by
a further khanda (equivalent to one line) of ti a1ia..., printed as
part of the dhruva. If taken as part of the structure of the prabandha,
this would destroy the 1%-khanda status of the dhruva, but perhaps the
extra line is outside the dhruva itself and is merely a non-essential
addition. I assume that in d) the GopT or SakhT called Vipula is

1. The third syllable of saccldanandaka has to be shortened in the
manner of vernacular (HindT etc.) verse. 2. Here I assume an

extension, in a kind of melisma, of the third syllable, or four matras
Played without text, or a return to the word mukunda.
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imagined to be presenting an act or song/dance in which she imitates

krsna. In e) Vinatanandana - son of Vinatd = Garuda.

423. Ve should need the original KaumudT context to confirm the
peaning, but if I correctly understand this, Purugottama deduces from
v.423 that already independently existing structures (etesam may stand
for prabandhas of both dhruva and mantha types or perhaps just the
latter) are used in, and are essential to, the s@laga; the way they are
referred to by the KaumudI shows that they can be used outside the

salaga too.

424.-425. The term kﬁapga can be used for different elements; the
udgraha etc. have major divisions, called khandas, but each of these can
be made with with a more variable number of 'secondary' khandas. In the
Manorama our verse 426 (= Mano. III.13) is the beginning of a section
labelled avantarakhanda. These subsidiary ‘'units' are related to tala.
The length of the secondary khanda, i.e. its nuber of mAtras, depends on

the tala. In some cases the khanda may be the same length as an avrtti.

426.-432. Apart from any other aesthetic purpose, the bhangT must
serve, like the kbhalT stroke in a Hindusthan pbekﬁ] to distinguish,

say, a sixteen-matra khanda from two eight-matra khandas. The yati to
which it is likened is the metrical caesura such as occurs in an
anustubh Sloka. The distinction drawn here between the final (pra@nta)
khanda and the others is clearly seen in the shorter text-lines. I shall
suggest that the 'missing' matras are filled in one of several ways; the

final text-syllable may be extended, or the drum continues to the end of
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the avrtti, or perhaps the line is filled with an anacrusis introducing
the ensuing tala-avrtti. In the last case it is possible that the drum
ceased at the end of the shortened khanda while the voice filled the
matras with a word or a stobha. This rendition would have many parallels
in present-day bhajan-styles, in which the effect is a metrical 'breath'
‘between stanzas.

Let us now take yatitdla as an example of the avantarakhandas. In
pariccheda IV we find a yatit@la composition (naumi Satadala®...) with

the following structure in the first prin01pa1 khanda:

Y
[“" - - - - Uj —— - — -~ ﬂ r:-n « —_— ~ QJ —_— - —— Y
C l—; ~ —— -~ - ] —— ~ ~ -~ [V ﬂdr——-' ~ ——— ~ ~ '

The text here falls so obviously into groups of seven matras that the
beginning (naumi) must be the beginning of an avrtti. Taking the short
syllable (v) as the matra, this gives us four avEntarakhag@as, two of
fourteen matras and two 'terminal' ones (b,d) of twelve.<'> Each
avEntarakhag@a is in two sections degined (or ‘separated') by a bhangT
(marked Y ).

The examples already given of adit&la and that of kudukka (IV.7)
confirm the fundamental sixteen-matra avantarakhanda as stated in v.426,
but the kudukka shows a short khanda of twelve, not fourteen. (See note
on IV.7 below). For the khanda of fourteen and twelve matras in
tripu@atala see IV.8. Aqgatéla and jhampatala, at IV.3 and IV.6, have
fundamental khandas containing multiples of five matras. I cannot see
any example therqbf a fifteen-matra khanda, though this would be quite
possible with three sets of the five. But the first line of 1V.6 iﬁbf
nineteen matrds, and if the khanda is considered to occupy the whole of
1. GitPrak (p.13) confirms that the term pranta does not have to mean

the very last avantarakbanda: pranta iti / na tu prante nivesanfya eva |
1811tyavadad ddimadhyavasanesv api kriyata eva |
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that line (&kretadivasa®...) this would confirm the ruling in v.429.

The groups of five are punctuated by the caesura (bhangI). Nihsaru is
distinguished from yati and triputa by the position of the. bhafgi. In
yatitdla and triputa it is groups of seven mitras that are thus
punctuated, in nihsaru groups of six and four. So in IV.15:

(tarumrgapativihitanandana surabhisuraviracitavandana
ninditanijanrpasukba re |/

N
v VvV W v UUYV \-l__\r._- ~ N V\JYU\/VVY_—VU'.—-VUuquuVVY——,

The words themselves suggest a positioning of the bhangI which agrees
with our stated definition of the t#la pattern. (431.c, a rare line in
having no significant variants, is metrically faulty!>

The rupaka tala, clearly an ayugma structure (in groups of three
matrds), is exemplified at IV.23: e.g.

(amrtajata .... ‘samhate)
vV e v —— uY,___ ~ - o ~ I - - Y4 ~ \JY——V n——

So the 'first (structural, principal) khanda' has four avantarakhandas,
each 'terminal' one having only eleven maAtras, in accordance with
v.431.d.-432. a.

By anye (v.432), 'others', perhaps mantha and its varieties are
meant, (for among the common salagasUdat@las only mantha has not yet
been mentioned), and perhaps also upadda, on which see v.478 below and
the note on that verse. These are indeed ayugma sructures resembling
ripaka, e.g. IV.4, where the bhangT could easily be placed on the mid-

point of a khanda of twelve matras (eleven in the short khanda).  The

statement is repeated at v.441.c.
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433.-439. The argument has gradually narrowed the field of interest;
starting with the entire prabandha, we came to the principal
(structural) khag@as, udgrEha etc., then to the secondary (avantara)
khandas, and now to the avrttis which build up these avantarakhandas.
The prosodic m3trad is still taken as the basis of avrtti, as it is of
(avEntara)khag@a. 434.2-3.,a-b., found only in Mi and BS, are
confirmed by Bhatt's 'C' (Orissan) manuscript (recorded in the Venice
copy). Bhatt notes from this Ms the plausible talakalpananusarena: “the
avrttis are to be formed according to the structure of the tala."

The sample prabandhas support the view expressed in 438, 439 rather
than Harinayaka's rule on the number of avrttis in a khanda; for
instance, in a mantha-type which has a double-length (dvigunamatra)
dhruva, the number of Ev;ttis would also have to be double those in the
udgraha. GitPrak raises this objection and also reminds us that an
exceptionally long tala like simhanandana can fill a whole (structural)
khanda with a single avrtti. This point is made here at v.440 with a

quote from another source.

440, Simhanandana is defined and illustrated below at v.542ff. 1In
this and in the other long talas like nalakiibara we must assume that
there are no avantarakhandas, or rather that the khanda is coextensive
with the avrtti.

tarhi kaumudyam ... The example beginning dadhatam tam mukhasa-
$inam. .. is also quoted in the Narayana (v.543), but it is followed by a
full simhanandana prabandha (from GitPrak) in three khandas. The first

example, Purusottama means to say, is a demonstration of tala, not of a

complete prabandha.
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441. These groupings of t@las have already been made with regard to
avantarakhandas. The samya ('parity') here apparently applies not only
to the length of a khanda but also the position of the bhangl; this is
why one cannot spreak of samya between nihsaru and yati/triputa. The
distinction between t@las that have this bandhasamya is clearly made on
the basis of the stress-beat (ghata) pattern - i.e. what in Hindusthani
terminology is called §hek§; two talas of quite different character may
have the same number of matras and may even have subdivisions of the

same length, but the ghatas will be different.

442.-446. The angas are the constituent parts of the tala-avrtti.

These are defined in terms borrowed from metrics (chandapééstra). The
symbols for combinations/izghu and guru (the dodhaka verse 442) refer to
the system used by Keddrabhatta in his Vrttaratnakara
(yamatarajabhanasalagah) to indicate the prosodic length of aksaras in a
metre. This and the rest of the system are used already by SSR 1in
defining the patterns of the dedTtdlas. v.445 is, perhaps, accidental-
ly carried over from metrics, and, if my interpretation of the talas

exemplified below is correct, not always applicable, since I believe the

msical mAtrad sometimes carries more than one prosodic matra.

447, This definition of the musical matra as five times the prosodic
aksara-matra is in BhNS and Dattila. <> Appropriate for the gandharva

forms, the measure was not applicable to the beat in the dhruva songs,

and is clearly not suitable in the Orissan examples of these later

texts; the matra here often coincides with the prosodic matra, which

1. See Lath 1978, p.107.
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cannot be five times slower than the spoken equivalent, and sometimes
(if my interpretation is valid) we shall find the tala-matra contains a
group of two or three prosodic matras. This being so, the present verse
is of no practical application and merely rehearses an ancient

definition.

448. Much of the tala-section from the Narayana appears in Narahari's
Gitacandrodaya, Talarnava (VaisSS pp.103-130), but the published version
of that work is flawed in many places which could now be corrected from
the present text.
Notations are given in most manuscripts. The Orissan style differs

from the others in the case of guru (2 for § ) and pluta ( 2_ for

3 ). The B Mss contain notations for all the deditilas, but the signs
have been interpreted as numerals, the guru appearing as a NagarT &

(& ) and the guru often as a 5 ( Y ). As most of the B scribes seemnm
to have had little idea of the meaning of what they were copying these
notations are highly erratic, and I have not spent space in recording

them in the apparatus.

449, The laghu has already been said to be one matrd (v.446). It is
hard to imagine that this single matra could include eight counted units
except at slow tempo. I believe the examples show that the constituent
beats within laghu, guru etc. are of variable number, the matrid being
flexibly interpreted in terms of prosodic matrds. The mAtra in this
verse may be taken to show the standard measure, whatever its duration

in practice in a particular form; here we are given primarily a pattern
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of proportions of the tala subdivisions, though one that could indeed be
pﬁctioable at a certain speed.

Assuming that one hand was used, as in modern South Indian practice,
four fingers could be used to count multiples of four units, either by
subdividing each finger or by repeating a cycle which runs from the
first to the fourth, counting one on each. The pluta (on eight fingers)
is a puzzle; we should expect twenty-four. Bi obviously attempts to
achieve this, but the reading is impossible. Narahari (VaisSS p.105)
has: plutas tryastangulas capi drutah. This is tempting (though °S capi
is clearly wrong), but the overwhelming manuscript evidence in Narayana
suggests the reading I have kept. This could be made to mean ‘another
eight <in addition to the sixteen>' or that eight fingers (or two cycles

of four) are used with three counts on each.

450. Ve must here choose between the readings dharana® and dharana’.
The latter is in the published GitPrak 1I.3 (and so presumably in the
manuscripts), and is accepted by Narahari (VaisSS p.106) and other
dderivative texts, the Manoramd and Muktavali. In Oriya and Bengali
dharana (SlQEY ) is simply 'way' or 'manner', and this non-technical
sense would fit our context. The 'manner' of beating could be sounded
or unsounded. If dharapa, it is tempting to see a link with the
terminology of Vedic recitation and punctuation, in which dharana is the
method of counting by hand movements. The root meaning of both must be
‘holding' or '‘retaining <{in the memory', hence a mnemonic device.

v.453 (= GitPrak II.3, from Harinayaka, according to Panigrahi)
states unambiguously that druta, laghu, guru and pluta carry sounded

beats. Krsnadasa there adds that the druta is sounded at half the
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/
system, and SubhSD p.46 may be compared for the 'punctuation' of the
beats (without the detailing of gestures). By 'high point' (murdham is
peant the part that is opposed to the initial beat, which occurs as a

downward clap. The ‘upward' gestures are not sounded.

454.-458. The second wlladsa of GitPrak is concerned with the chayalaga
(1.e. salagasudaprabandha). Because, says Krsnadasa, tala is the crucial
indicator of the siida (the different ingredient pileces being
distinguished by tala), it is tdla that is dealt with at the outset in
this chapter. After the discussion of the ghdtas, there immediately
follows the treatment of dhruvalaksana and manthalaksana talas, and then
samples of the suda-ingredients, i.e. the sudangatadlas which now follow
in the Narayana. 454.a states the ground for discussing the talas at
this point; the 'course' (gati) of the song, and especially of suda,
depends on tala. As in other sections of the treatise, the account
starts with explanations of the word and its various possible
derivations. 4554.c is metrically unsound, but is obviously intended to
be anustubh; so at least it is considerd by Bi., who includes this in
his mula. v.456 (from the 'Sara‘') gives three different 'styles' of
nirukti, not mutually exclusive; the reader is in this kind of account
invited to choose according to requirement or context, which may be
religious or technical, or linguistic. v.458, quoted from a
lexicographical source I have not yet traced, is a technical definition
of the word, without the nirukti; this is more appropriate to the

ancient type of t@la-gestures (kriyas) as detailed in Dattila etc.<'’

l. See Dattila v.118f.
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459. The eleven talas are the nine used in the navatéiasﬁda plus
kudukka and upadda, which are found in the ekﬁdaébtélasﬁga (cf. v.478).
This limited repertoire of t&las also supplies the Suddhaprabandha (see
pariccheda 1V) and evidently contains the most popular talas in the

Orissan tradition, judging from their frequency in the examples in our

texts.
460, This starts with a definition of aditala as in éSR's first desi-
tala at V.261 (laghv aditalo loke 'sau rasah). jaya suranﬁyaka ... 1s,

I assume, a single avantarakhanda, made up of sixteen prosodic matras,
but it is harder to decide how many avrttis this is supposed to

comprise, or in other words how many prosodic matras go into a 'laghu’.
The 'resting' (vidranti) 1 take to refer to a type of metrical yati
separating the two laghus; the avrtti. is thus in two equal portionms,
like the modern Karnatic aditala. The making of the two avrttis 'by
four drutas' suggests that the drutas are actually played: 0 OI 0 0
Perhaps the first of each pair was emphasized in such a way as to
present a laghu as well as its constituent drutas. Vhatever may have
been the individual beats, this was clearly a yugma structure working in

units of four or eight matras.

461.-462. The examples here, at IV.5,14, GitPrak p.14 etc., all show
clearly a pattern of seven prosodic mitrds, made up either by 4 + 3 or
by 3 + 4. The avﬁhtarakﬁapga of fourteen, with yati at the seventh
(v.428% confirms this. The definition of yatitala is unambiguous:

' 00 If the musical matrd in this coincides with the prosodic

matra, or is twice, or any multiple, of the value, only an even number
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strength of the laghu: drutam anughatayed ardhanadena ghatam | This is
expanded in our v.451; from this I assume that uccaib in 450.b means
‘full-strength' and not 'high' in position. laghoh param (450.b) of
almost all the manuscripts is a problem, and I have accepted what was
probably a scribal correction on Bii's part, param in that case being a
pere line-filler. The published Narahari text (VaisSS p.106) also has
laghau; 1t is impossible to know if this reflects Narahari's reading of
the Narayana or rather is an unusually good emendation on the editor's
part, but Bhatt's 'C' (Orissan) Ms is recorded in the Venice copy as
reading laghaw. The guru and pluta are apparently marked by two and
three gestures respectively, each part as long as as a laghu.

tatrayam prakarah | caturangulam ... This interesting passage is
concerned with the avadhi, i.e. with the definition in time, of each
beat; it gives a method of measuring what in Hindusthani parlance is
called the barabar laya, the standard speed of musical pulse, and shows
a different mode of beating the angas from that in the older Sastra. <"’
The Sanku is of course notional, and the notion and method may be
borrowed from éilpaéﬁstra, which commonly employs the Sanku (measuring
rod). The druta is clearly a ‘down'- beat (known from the context to be
lighter in strength than that on the laghu). Laghu is a down-beat,
presumably followed by raising the hand, since the duration is twice
that of the druta. The guru contains an initial down-beat and then a
gesture ('unsounded beat') higher in the air half way through, while in
the pluta the down-beat is followed by the same gesture and then a fur-

ther one lower down. v.453 is Harinayaka's encapsulation of the whole

/
1. The ancient mode of kriyas, and Sarngadeva's account, are ably
summarised by Grosset 1913 p.297f.
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is possible, and seven cannot be achieved from the pattern. As in other
cases of talas that follow, we must accept the possibility that
definition and demonstration are at odds; as the definitions are for the
post part the same as in much earlier &astra, while the examples are
contemporary or near-—contemporary compositions from Purusottama's time,
it is very likely that practice had moved ahead of theory. In all

cases, however, I shall attempt to find a plausible technical solution
to this divergence, in the belief that the Orissan musicologists
themselves may have had some such solutions in mind.

If we assume that the definition was meaningful for Krsnadasa, Puru-
sottama and others, perhaps the pattern was loosely interpreted, laghu
being longer than druta and carrying a stronger gh&ta, but not
necessarily iwice as long:

(Jaya jaya ... °sana re)

v v v v v o W | e [ ¥ I n— o . !‘ c—— - w O ow oo —_— - o —_/.\_(: 3)
| | 0 e{! ¢ 9 ‘ | | 0 0ol | © 0
As we are not offered any alternative pattern of ghatas, this solution

does at least provide a 'theka'. In the examples in pariccheda IV the
pattern of matras is typically 3 + 4 (naumi datadala ... °‘mEnam):
——v:\ovv\l .—...vE.—- - . w‘:._— - ul__. u:‘./—'\-— l
L ' ' lL . K J
avantarakhanda 1 prantavantarakhanda

A pattern can be conveniently achieved in the present example, with a
convincing distribution of word- or pada-endings over avrttis of seven

mitras, if we take faya jaya not as the beginning but as the end of an

avrtti: <

A(=3)

ja ya ja ya na ra ka na sa na du sta sam ca ya vi hi ta Sa sa na re

]
vaduvu:__—..;v[—.;-;_-ud./uu;__u.,‘__
avantarakhanda

1. For evidence of similar line-filling techniques, and for the shape of the
teka (the often shorter line acting as a refrain, like the dhruva in the
rissan works) in Hindi and Braj Bhasa songs, see Lath 1983, p.231f. and
Snell 1983 passim. Snell's findings are, I believe, complemented by some of
the Narayana material. - 170 -
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ve would have to assume that the structural khanda (continuing beyond
this line) ends in a 12-matra avantarakhanda. Jay jaya may, however,
be a kind of wthao, introducing each new principal khanda. Now if we
can loosely interpret the first laghu in such a pattern,<'> the ghatas

nmight have been as follows:

- -
v v v ——— / (V]

I | o ¢
This is of course guess-work, but the pattern 3 + 4 is overwhelmingly

more common in the Orissan examples than 4 + 3.

462. Also in 3 + 4 = 7-matra avrttis is this yati-with-triputa. The
yati and triputa portions are indicated economically in the manuscripts.
In his borrowed version Narahari (Ghan p.33), I believe correctly,
labels a. (naumi ... °nadakam as yati, b.-c. (svara) as triputa, 4. as
yati, then e. as yati, f. (pata) as triputa and g. yati. The whole
sample is thus symmetrical:

yati - triputa - yati A
yati - triputa - yati B

and in this respect matches the GitPrak example (II.15ff) in which 'B'
is called an abhoga. The difference is that in GitPrak the triputa
inserts have text, whereas Purusottama's bears out the statement that
the triputa does not come into the gIta, which I have taken to mean that
part which contains vakya. Triputa is distingushed by its stress
pattern from yatitala, and is defined at v.467 as three drutas, the last
with virama, i.e. 2 + 2 + 3 = 7. The pata line can be so divided as to

1. In the Karnatic system the 'laghu' is of variable duration, depending
on the jati; a tidra jati has an opening element of three counts.
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give us four avrttis of seven matras:

ANEC 4
ta ttaltha ri ku ku di mi ki|jhem kri na thon gi|nan gi ta ta tta|ta )
fnuxxxnxxxxxn'xxxxxxxxxxx.wxxx
(o} o 0 o o o o o o o o o
In any other division the drutas fit less comfortably with the
syllables, but if the EV;tti could be made to start with the
saviramadruta, as in the Karnatic and the modern emépuga 'Orissi’
triputa“’?, thus 3 + 2 + 2 =7, then a short prantavantarakhanda of
twelve matras could be achieved:

ta tta tha ri ku ku etc.

o o o
Here, unlike that in the yati lines, the t3@la matra is defined by the
anudruta. Without knowing the raga it is impossible to reconstruct the
melody of the first (svara) triputa line, but possible rhythmical
patterns could be:

_ ‘ . . _/.\__(ztf)
sa ssa ri ga ma ri ga ma pa dha pa'ma pa ni dha ni ssa sa ssa sa
X% X A w w ¥ ox u'r ¥ ¥ % » x N > * > yX]xx’f ¥ x x X
6 o o \o 50 o S 0 o lo © o

Or‘xrn > v ] ~|>\n » x » » X x ;: » » X o x)/:)r)lx")')l
‘0 0 ) 0 0 0 \o © o |o o o

Again, however, we must accept the possibility that the current yati and
triputa talas in Eastern India were different from the definitions cited
by these theoreticians. If my view of the metrical stuctures in these
compositions is correct, then the triputa, for example, has evolved into
the same form as the Karnatic tiérajati triputa (3 + 2 + 2), perhaps
from $SR's trtiya, which is defined (V.261) in the same terms as is
triputa by the Orissan writers: drutad drutau viramantau trtIyah syat
(assuming viramintau to mean that the pair, i.e. only the second of the

two, has a virama: 0 0 0 = 2+ 2 + 3.

1. See DhIra 1964, p.414.
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463.-464. Taking the compound savirama® to mean that bgth drutas are
with virama, we have the pattern 5 6 I 1 = 3 +4+3+4+ 4. This can be
fitted well to the sample line, in which there are therefore two

avantarakhandas, the first with fourteen and the second (pranta®) with

twelve prosodic matras. The yati (VY) comes on the sixth and tenth.

(kamaladhava ...)
:’ v ":_: v “Y"" ~ UY"’ v v v —‘— - o © u\(_. ) u\(._./.l- (: 4')
0 :0 | | ) 0 | |

(There 1s a syncopation in the third syllable of kamaladhava.

It is true that K;gyadasa (p.15) defines nihsadru without the virama,
but his example shows khandas of fourteen matras, which would be
impossible if this were the case. Purusottama's anubhava possibly
includes the prabandhas of K;gpadésa! It is K;§Pad55a himself who makes
the point that nihsaru and kudukka have the same structure, and I
therefore take the two tatha's (line 2) to refer to opposite conditions.

GitPrak p.19: kudukko manthalaksanah | drutadvandval laghudvandvam |
nanu nihsaritalenaikyam apatitam | satyam | bandhasya ganalalityam

bhinnah (for ‘nam ?) bhaved eva |/

Vaikunda is mentioned in order to explain what Krsnadasa had in mind.
This is one of the six types of nihsaru prabandha as listed by SSR
IV.345: drutadvandval laghudvandvad vaikundo maingale bhavet.
Purusottama's experience of the tala nihsaru is obviously as in 464.b,

and not as in Krsnadasa's definition.

465.-466. éSR IV.348f. gives the six varieties of addatalaprabandha;
éﬁﬁka (in our text £anku) and &T1a are two of these, defined as here.
Though in 465 khyatau could simply mean “those called danku and é11a*, I

bave given what could be the sense, appropriate in the context, which
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the word frequently carries in Oriya and Bengali (khyata = 'well
xnown'). ¢!

The 4Tla, also stated by GitPrak to be called doadamina, is in the
example here, in Krsnadasa's dhruvalaksana sample, and in our IV.31
clearly constructed in units of five matras, as is stated in v.429; the
avéntarakhap@a can be of ten, fifteen or nineteen matras.

(yadumage D

If the definition is taken to mean that each druta has virama - 5 5 P -
then the total number of matras in the avrtti is 3 + 3 + 4 = 10. The
natural rhythm of the examples suggests, however, a pattern of 5 + 5,
and this is confirmed by the statement that the bhangT comes on each
fifth matra. I do not yet understand how the two can be reconciled, nor
how the khanda in 466 can be said to be an example of two such different
patterns. <** From the statement that the &Tla (i.e. Orissan doadamana)
is similar to ripaka, and from the definition of rupaka that follows
(v.469) - 0 0 = 2 + 3 - we may suspect that the definition offered for
£Tla is obsolete. S.S. Dhira‘®’ also seems to abandon the traditional

definition in explaining EQdatéla (i.e. a@@a) as 2 +3 + 2 + 3.

467.-468. The pattern should be 00 0 =2+ 2 + 3 = 7. This example
certainly gives groups of seven matras, as do the samples in Ghan (p.33,
v.250), GitPrak p.17, our IV.8 etc. But the structure is in every case
suggestive of 3 + 2 + 2, i.e. with the savirama~druta at the beginning:
1. cf. v.535: ye khyatas ta udahrtabh. 2. This is possibly a
misunderstanding of Krsnadasa's comment, prefatory to the example: addo
dvilaksanah | which simply means that it is used in both dhruva and
mantha ‘structures of prabandha. The danku/éTla verse is quoted by

Krsnadasa (from Harinayaka), but only the é11a pattern is mentioned by
way of definition. 3. DhTra 1964, p.413.
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(nila bhudhara ..

v

A
0 o (o)

(For the athtarakhap@a of fourteen /twelve matras, and the bhaﬁgT, see

: — N —
0 0o o o o 0 0 o

— [S - a— - - ~
\
0

v.428). If, however, the avrtti begins on bhUdhara, with nila perhaps

as an anacrusis, then the 0 0 5 could be preserved.

469.-470.  We have been told that riUpaka has a khanda of twelve, or in
final position eleven, with a bhangT on the sixth. The examples here,
at IV.9 etc., bear this out. Ve must therefore have an avrtti of some
mltiple of three or six matras, and to derive this meaning from our
text I have accepted the reading of Bi and Ghan, which can mean that
each druta has a virdma: 0 0 = 3 + 3 = 6. This could be confirmed by

GitPrak p.18: saviramadrutadvandvad rupakah |/

(nandata® ... ) A
\ Y \ \ \ [N N\ |
0 o o o o o (o} o]

This differs markedly from the rUpaka now used in Orissi music, which
resembles the Karnatic (caturadra-jati) ripaka: 0 |. Once again,
however, we must remember that laksana and practice may have parted

company; perhaps the virama is only on the end of the whole, i.e. 0 O,
and
and the definition is, though obsolete, historically correct[is

mentioned for its dastric value. <!>

1. For some of the various forms of riupaka in texts of different periods
see Nijenhuis 1974, 65f. But definitions of this kind can be ambiguous,
as is our present one in the Narayapa. So for instance for jhampatdla
the editor of éSR (vol.III p.153) accepts a notqtion: 0 0 |, whereas
the Darpana editor (Tanjore ed. p.143) reads 0 0 ! Both are possible
interpretations of the Sanskrit. Nijenhuis has clearly encountered this
contradiction; on p.64 the ancient jhampa is said to be 3 + 3 + 4, but
on p.61 she states "the ancient jhampatala, which invariably denotes the
Thythm 0 0 | =2 +3 +4 or 2+ 7 ... "
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AT1.-%372. To give divisions of ten matras, as are evident in this and
other examples, we have to accept that both drutas have the virama and
to understand the definition to mean 6 01 = 3+ 3+ 4 =10.¢"" Here the
GitPrak (p.16) is quite clear that the tala is different in practice

from the '0ld' definition:

nirviramadrutadvandvam iti purvanurodhena | drutadvandvanm
ity evoktih sadhTyasT | kecit tu saviramadrutadvandvam iti
pathanti | bhaved evam yato 'tra anubhavas tathaiva |/
As K;ggadésa has his own example, and does not refer to a line lakgmféb
..., our saviramam evatranubhiiyata may well mean "here <in our practice
in Utkal> only the savirama form is found."

Unfortunately the stress pattern here too is difficult to reconcile
with the tala-definition that includes a laghu, though the number of
mitras is right.

(lakgmiéa cel )
—_— —_— uY_—— ~ uJT_—- —— UY\I v v d ~
But as Krsnadasa in his accepted definition omits the laghu, and must

mean only the second druta to have the virama, we are left with the

quite convincing O 0 =2+ 3

—— .\_—. JY._- :o v u’ — .\_... uYV L :.o - u!
o o] o o 0 0 o 0

Here, then, is a further hint that at least some of the tala definitions

(as opposed to samples) are of more scholarly than practical interest to

the Orissan writers.

/
473.-474, This is the first of the ten maq?has referred to in SSR's

{ e
deditala list (no.38, SSR V.277>. The pattern is: | | ST [ [ [ <=3,

l. See ftnt. 1 on p.175. 2. [ stands for an unsounded laghu.
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vhich could mean 2 + 2 + 4 + 2 + 2 + 2 + 2 = 16 or, if the laghu is
equivalent to a matra, 1 + 1 +2 + 1 + 1+ 1+ 1=28. The example

(nflacala® ... ¢'°) presents an obvious pattern of ayugma units:

.

¢ 1 [
- —p— - ~ - v — - —_— M e v N [ — V.
L]

GitPrak p.16 gives the same definition and a full manthalaksana pra-
bandha in illustration; this reveals the same pattern, each line ending
in what must be an extended syllable, thus:

(saundari tava ... )

— v::uuv odv_;__u‘udq:.u ov.._..u;é\_.‘
It is possible to fit the ‘thek&d' definition to this and other examples

if we consider a mitrd to be equivalent to three prosodic matras and

take the laghu in this instance to represent the musical matra (x):

——— «)

(nilécala ... ) . ‘ ,
— —— v « - ¢ e—— — -‘:UVU VO U e— e
» x x ¢ x x v X )K ¢ x
I I S [ il [ °f

However, though this interpretation of the definition is possible in all
examples I find of the Orissan Sanskrit mantha, I would be more
convinced by a pattern that took into account an ambivalence which I
find built into the metre of almost every line, namely the alternation
of two renderings of six prosodic matrds, 2 x 3 and 3 x 2 . Thus in
IV.16: sTtastanaghanakunkumapankalalitavaksase

A

.

Though some portions are very clearly in the ayugma v vv or — v, it is
particularly at the beginnings of lines that the emphasis seems to shift
to three groups of two. An exception, which seems entirely in ayugama

units, is the vernacular mantha given in a stda by Krsnadasa (GitPrak

p.21).

1. For nTl3cala see note on 1.1, p.1.
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475.-478.  This ekatdlT is deSTt@la 67 in S$SR etc. The three types are
not different talas but varieties of prabandha using the tala (ekatali-
prabandha). The description comes ultimately from éSR IV. 356f.
éﬁﬁgadeva gives, more convincingly, rami, but the Eastern texts read
unanimously rdm& (cf. Muktp.83, Ghan.p.34 etc.). v.476 = SSR IV.360.a,
but 360.b goes on to say (unknown of course to Purusottama) that the
alapa in this case is anaksara. Purusottama and his model<’> are here
attempting to explain the Orissan ekat&lT, in its context, by reference
to &8stra. For the Orissan tradition the alapa is the unmetred section
which precedes the final (ekat&lI) gTta in the multi-tala prabandha. 1In
Purusottama's full s@lagaslida (pariccheda IV) there is no such alapa,
and he gives it a place only in the Suddhaprabandha, but Krsnadasa
(p.20ff.) gives a vernacular slida which includes an ald@pa. The ala@pa is
of course not strictly a part of the ekatalT, but the dastric definition
of vipuld ekatalT is adduced to give a convenient precedent, and hence
explanation, for their juxtaposition.

As for the metre, we can assume that the 'single druta' is
indicative of a regular beat, perhaps every four matras, or every two.
Ve have already been told (v.426f.) that the khanda is of sixteen
mitras, with bhangT on the eighth. The difference from aditala must be
in the number and quality of the strokes; aditazla is punctuated on the
laghu, and presumably in ekatdlitala there is an additional beat half

way through each laghu, i.e. on the druta. 1 suggest the following

possibility: (govardhana o )
o— e— v o - -~ _— v v < e v ¥ = '6
| | ! !

1. In this case the model is not GitPrak; K{§9ad58a does not bother to
mention the three old divisions of ekatalTt.
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Kudukka and upadda are defined and illustrated by Krsnadasa (p.19) after
ekatalitala, and Purusottama accurately repeatgs his opinion. It is not
only the KaumudY that uses a kudukka; the éuddhaprabandha in our
pariccheda IV has one in sixth position. Kudukka is a yugma-patterned
structure already stated (v.426) to have a khanda like that of adi and
ekatall talas. The matter of distinguishing nihsaru and kudukka has
been dealt with already (after v.464). At 478.a upadda is defined as
a single druta, i.e. as is ekatalT (cf.477.b). The example (478.4)
clearly shows groups of three prosodic matras - i.e. ayugma units:
(namah kamalanabha re)
The vernacular examples given by Krsnadasa (p.20 and 22) are similarly
ayugma, and are followed by the interesting comment:
asya bandhadikam rupakavat | dharapavas/ét talah sampadyate <I/>
bandhaparthakyad ekatalito (for ekatalito?) bhinnam lalityam
bhavati | amum iddnIm updddamdnam lokZh kathayanti |
"Its bandha (structure; cf. 441f.) etc. are like rupaka. Tala is
produced by dharana (cf. 450f.) The beauty <of upaddad> is distinguished
from ekatalitadla by the difference in bandha. Nowadays this is
popularly called upaddamana."
Though a particular laya (tempo) may have been characteristic of each of
the two talas, the difference in bandha must have been more striking,
each druta having three or six prosodic matras rather than two or four.
In any case, of the two opinions Purugottama later (v.585f.) offers on
the connection between laya and tala, the first would hold that upadda
and ekatalT are both performed in drutalaya, and the second, to which he
himself subscribes, rejects the idea of such linking! At all events, we

can now be sure that the druta (and hence, I believe, the musical matra

1tself) is a flexible unit, sometimes yugma and sometimes ayugma.
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apayor udaharanam ... The immediate antecedent verse 478.b

suggests that anayor refers to the two types of giida. Ve cannot speak
for the KaumudT until its contents are made accessible, but Krsnadasa

does indeed give an eleven-tala prabandha in his second ullZsa.

479.-495. The fact is that the maArga- and deST-t@las are mentioned in
many treatises, primarily because éérhgadeva lists them. Some later
authors, like é}ikapyha, abbreviate the list, and sometimes the order of
$SR is not strictly followed. The present list lacks some of
S%}ﬁgadeva's de€Italas. But Krsnadasa, ever the modernist, does omit
all of them, limiting his material to what must have been the current
repertoire. Purusottama probably also failed to find them in most of
his other immediate models. The list probably comes from Harinayaka,
like so much else that comes into the Orissan treatises from éérﬁgadeva.
Ve begin with the ancient margatalas (the yathaksara pattermns), and
continue with a large majority of the de&Ttilas, enough to bring the
total number to 101. Most of these are of little relevance to the
corpus of music familiar to Purugottama and his contemporaries; but the
charge of prayoganarhatva is not completely justified, since the
laksanas of several of the talas already dealt with are to be found in
the list. Here I shall largely limit my comments on these forms to

noting the differences from SSR.

496.-497. Here the new term kala is introduced. It is reminiscent of
the earliest context of the yathaksara talas (cancatputa etc.) in the
sangTta literature. In BhNS and Dattila the kalZ is "the basic

analytical unit in terms of which the duration of the entire tala is
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expressed."“'* The kal& could contain a variable number of matras,
depending on the marga. By the time of SSR the classification according
to marga was obsolete, and perhaps in certain song forms it had never
been applied even in much earlier times. The term is however still used
as a "basic measuring unit ... with which the durations of the afgas
laghu, druta etc. are computed." <= We shall see that in the present
definition of cancatputa etc. the term is equivalent to the musical
(rather then the prosodic) matra, a regular pulse which is the basis of
the angas, these latter being the marks of punctuation and appropriate
'beats'.

The yathaksaratalas¢®® have the beat patterns represented in their
mnemonic names, though without additional explanation we should not be
able to distinguish guru and pluta, nor know that the final aksara is

heavier (pluta) in three cases than in the other two (guru).

498.-530. Simhalila (v.499) is defined at SSR V.234 as laghvante
datrayam. Taking laghvante as a tatpurusa we should translate this as
“three drutas after a laghu": | 0 0 0 . The Adyar editor accepts the
notation 0 0 0 | , presumably because he reads laghv ante, "a laghu at
the end", though we should normally expect the masculine laghur ante.
SimhabhUpala differs in reading laghur adav ante ca yasya, evamvidham
drutatrayam. This is the same as our present version. The reading s of
the Muktivali are sometimes at odds with the Narayana, and sometimes, as
in simhavikrama (v.499), the editorial notations misrepresent the
definitions. For pratyanga (v.501) I have accepted °ganat syal la°,

1. N. Ramanathan 1980, p.15. 2. ibid. p.17. 3. See Nijenhuis 1974,
p.62f.; Lath 1978, p.331ff.
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the reading of Mi, shared by Mukt. and the DamSD (Tanjore ed. p.135).

As is shown in gajalfla (v.501) the virama can be placed on a laghu; the
effect is simply to add one half of the time-value. Rajacidamani
(v.503) should perhaps read ... tdle drutau nad ca dru°® (SSR V.238:
rajacudamanir dau dvau nagapaé'ca drutam lagau) but I have kept the
unanimous reading of our Mss. If it is a mistake it could be an early
one, even in Purusottama's own source. Rajatdla (503.b) in SSR V.239
has a pluta for the second guru. Simhavikridita (504.a) is so different
trom SSR's at V.272 ¢t $SS$8S1 581 8) that it would be difficult
to suppose textual corruption rather than a difference in tradition.
Though 505.b is metrically unsound I have resisted the metrically
preferable Bi and Mukt readings, since the present reading (found in
most Mss) agrees with é&rﬁgadeva's definition of hamsanada (V.273).
Mallikadika (506.a) corresponds to SSR's mallikamoda (V.280).
Sarabhalla (506.b) differs from éﬁrﬂgadeva's (V.274). The hayalila
definition (507.b) from Harindyaka is the same as é&rﬁgadeva's
turangalTla (V.274), and turagalila is another pattern. Makaranda
(561.a) lacks the three laghus ( 0 0 | | | ) of §sr v.282, Manthaka
(611.b) has already been given as a sudangatala in this definition.
Nihsaru (512.b) came among the sudangatalas but was differently defined
(v.463); the present definition corresponds to SSR V. 279, Krida, said
by é&rhgadeva (V.281) to be the same as candanihsaru, is interpreted
here differently from éSR, where both drutas are with vir@ma, as is
unambiguously restated by Simhabhupala: virdmantau dvau drutau.
Vargamag?hiké (515.b) differs from §SR V.287, and sama (514.b) from SSR
V.284. Nandana (514.b) could be brought in line with SSR V.284 1if we

were to read lo drutau plutah, but no Ms offers this reading. 1In 516.a
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BS attempts to make sense of a scribal error -turakr7*® for -ntarakri’ by
expanding it into turagakrI®. The definition of ananga (517.a) agrees
with éSR‘s sagana against DamSD (Tanjore p.141) magana; the difference
is more likely to stem from scribal than musical practice. This is one
of a number of DamSD's divergences from the SSR dedTtZla list, which in
prin&ciple Damodara seems to follow. In some cases, however, it is
merely the notation (which could be editorial choice) that departs from
the text.<'*> Of the two versions offered for catustala (521.a) the
second agrees with Simhabhiipala on §SR V.202, as against the mula, which
has only three drutas. The first version is closer to DamSD (Tanj.
p.150>: 0 0 0 | , but is one laghu longer. KhuhkudT (521.b) is lodged
between catustala and abhanga. SSR lacks a tdla of this name, and in
the equivalent position has dombuli, which is absent from Purusottama's
list. Caturmukha (524.a) has one laghu more than §SR V.295: Japluta-
bhyam ( | S | S ), also called matrika. Jhahkaraka (524-25) is not in
éSR'S list, and, like khuﬁku@T, seems to survive only in this tradition.
The term vyoma ('zero' or ‘circle') is, I believe, unique in this list
for the druta. éivatéla and karasakhd are absent from éSR, but the
former is the name of a different structure (two 'anus', i.e. anudrutas,
and a druta) in érikagpha's Rasakaumudi (IV.153).<=> The reading jagau
(528.a) of Mi (and to be restored from Ghan's jajaw brings this
structure in line with $SR's Rajanarayana (IV.298), SrikRK's narayana
etc. PirvatIlocana (529.a) is quite different from SSR IV.206. Srinan-
divardhana (530.a) is the same as SSR's £rinandana (IV.300). Vilokita
(530.b) adds one laghu before the pattern definied by éSR IV.302., ¢<=»

1. So samatala (Tanjore DamSD p.140) omits the virama on one druta.

2. This seems to have been misread by Kavi (Koga p.662). 3.The two de-

finitions of vilokita in DamSD (pp.146,170, also show a difference (of
one guru), unless this is to be put down to scribal error.
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Janaka and laksmisa (531.a) both show slight variants on the same basic
/
patterns as SSR IV.299,300. TUtsava (532.b) unambiguously reverses the

order of laghu and pluta in SSR IV.302.

531.-536. Ve may deduce from this that Purusottama has taken his list
as a whole from some source - perhaps from Harinayaka. The prayogan-
arhata of the talas would in any case limit the purpose of selecting

thenm from different sources.

It is hard to know whether the talas caficatputa etc. were currently
used in the repertoire of compositions in Purusottama's time, or whether
these examples were artificially composed simply to display long or
complex metrical structures. Xrsnadasa too (GitPrak pp.18-24) comments
that there are other talas (in addition to the sudangas), but he defines
only the simhanandana in full. Nevertheless, he adds that the avrtti-
dhatu relation in the other long talas is the same as in the simhanan-
dana; as he is normally prepared to dismiss or omit what is not of
practical relevance, I believe he is here referring to current, albeit

unusual, musical forms.

537.-544. In each of these examples the kala clearly comprises three
aksaramatras. The single kald is represented by a laghu; this is clear

from the statements of the number of kalas in each one.

N

caflcatputa: SS 1 S = 2+2+1+3

(nandatanavam ... )
) : : : . : ‘A (=37)
S S | S
cBcaputa: St 1 S = 2+1+1+2
(nTlagikhari® ... )
- I LA
x v:x ::—“:x »® ' .
S ] " S
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(kamalanayana )
» . » :’l ‘o ‘:—
S i S '
Adakdkula: SS1 11 1SSSSS8SS1 1001 Frrr =
3+43+1+1+1+1+2+2+242+2+2+1+1+%+%+1+104]
(can?rakao?ya P )‘ ‘ . . , . ' . . CA
e MV W e e e M e MW ¥ M ee & i y.'-—v'vakdlvvl—-v‘——““:‘
o dox LI 4 o‘\( :X :K 4 x® , > :x- :ﬂ')r tx :x
s ‘ ‘s | I B S S
x om ‘% exo i N Y B R te Ix o b o
S o S S S l l ‘o e { f r r 'd <1
- A S
palakiibara: SSSSSSS1 11 =
2+2+2+2+3+3+3+1+1+1
(pitambaram ... ) A
3 ~ ——— -~ - -~ D a—— - _—.—--
st --ls +2-lg -l |5 -
va‘—— vl- v|i—-—-'|
| [ [ [

siphanandapa: S S1 81 S00SS1 8188117711 =
2+2+l+3+l+2+%+%+2+2+1+3+1+3+2+1+l+[4]

(dadhatam tam ...) g_, ,.i\. -‘E o .,l., — | l.....«|-$_-]-—- vl—/;:)
i PR I PRl PARS ERd Pt
A P B B B R e Bt
R e P e R R PRT I ey

The stated number of kalas confirms that this is a single avrtti. The
. / /7 /7 / /s, 7 .
syncopation in dadhatam tam mgkhasaginam, where the ictus of the words
o P .

plays against the kald, has a parallel at two points in the simhanandana
sample at Manoramad p.44, but the anga-ghatas (gurus) at this point are
such that the emphasis is not disturbed but rather enhanced.
Consequently in performance the first line would probably show a pleas-
1. At 539.f. the repeat of aham and the extra syllables in this part of

the verse suggest corruption. By deleting the first aham we can fit the
right number of kalds to the aksaras, but a more obvious stress pattern

would be achieved if the final syllable of bhadvaye were short: A
(kedava tava ... ) — ol = = =l v =v]|v —|— cvjv ¢ vj— o —
\ \ 6 o ! r L r r
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ing ambiguity of yugma/ayugma between the two halves, with a change of
emphasis at kutila~ . The drutas in 543.b must, like those in 539.f,
occupy one kalZ; here there must therefore be either 'two against three'
or a 'short' and a 'long' druta, the second being played on the long
aksara, but both with a softer ghdta and kriya than the laghu. As for
the syntax of the verse, I assume that all the awusatives are governed
by some such word as vande (which I supply in translation), perhaps sung
in a dhatu not quoted here because the composition is incomplete. The
metrical scheme of the complete Krsnadasa prabandha, apparently called a

simhanandana, just as many of the earlier prabandhas have the names of

talas, is as follows: (surabhisamaya® ... )

P R e B N A P R 12y
Y A S
_;a-- 3 VJ'Vvvlv—-—l-‘-—-V’g v v| — “I—/-—\-l
i R B e B e B P P
PR e O [ o .y
Vcvlewvle v o wlvcclevele vl — o1 2
— vl ] v — e — o — | B
e L e N P A
iRl R I I el Rl R e e C
R I B B B B IR . Sy
e e R S Bl e RN (VY Qe Sy
Tl vy s o= v e o[ — 1 A

- —
L

In the dhruva I am uncertain of the reading °vithika , but I see nothing
greatly preferable in the alternatives. The general content of the
verse is the paradox that Radhd, so far from being soothed by the
(normally cooling) sandal-breeze, is further inflamed by it; the

vIthika, 'drama‘, is metaphorical. The sense of the dhruva could be
linked with that of the @bhoga, which again contains the paradox of the
moon-beams; and perhaps the prabandha of 'Krsna's servant' Krsnadasa is

seen as acting on the king as K?§na himself acts on Radha. The dhatus
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are wrongly indicated in BS, so that only the lines é}puta karna® ...
simhanandanam are labelled 'abhoga' and kim ca kirati ... °patir ayam
are called 'dhruva'. The published GitPrak (p.23f.) version has no
dhatu-labels except dhruva for the middle ‘verse' (or avrtti). The
structure is of course fully in agreement with the ruling above that the
longer tdlas fill a whole dhatu with one avrtti, but it does not
strictly fulfil the criteria for a manthalaksana tala, which according
to Krsnadasa it certainly is; for the dhruva is here the same length as
the other two dhatus.

esam aprasiddhatvat ... Having just given illustrations for these
talas, Purugottama cannot mean by aprasiddha that the talas are
completely non-current; in any case the two verses that follow (545,546)
are said to bring together the prasiddha talas, which must mean
‘current' or 'known'. Here, then, I take aprasiddhatva to mean

'rarity’.

545, -546. The only inconsistency here is the definition of mantha,
which corresponds neither to what we have been told already, nor to the
examples. The first verse contains all the talas of the ekadadatalasz-
lagasiida, and mantha must have its place in this list. No plausible
variants are found for gurub; I suspect the reading, however, rather
than Purusottama's knowledge of this tala in the éastra. But,

curiously, when mantha appears for the second time (in the second verse)
the definition is correct, agreeing with the first of SSR's manthas and
the one given above at v.473. For addatala, only the £Tla variety is

given, as it was above. Dhaneéatanaya, the son of Dhaneda (Kubera),

1.e. Nalakubara.
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547. The third category of nibaddhagita,the ksudra, has a chapter to
iteelf in the GitPrak etc. Our text follows the content (though not the
wording) of GitPrak p.25. Not having access to the other Eastern texts,
and perhaps not understanding the argument, the editor of Mukt (p.96,
v.22f.) reads bahulyenesyate, and consequently mistranslates in Oriya.
Vithout at first excluding any t@las, GitPrak mentions yati, kudukka,
rupaka and ekatall as those used in the ksudras. But at the end of the
chapter (p.28) he states explicitly that the three ta@las are avoided:
esu sarvesv apy aditalanihsarikamanthan vihdya sarva evanye
salagasudatalah |/ Purugottama has already (after v.477) quoted and
qualified Krsnadasa's opinion that kudukka is used only in ksudras.

There may, then, have been more licence in use of talas, and consequent-
ly a larger repertoire of songs classed as ksudra, in Purusottama's time
than a hundred years earlier when Krsnadasa wrote. The derestriction of
khag@a, akgara and matra distinguishes these songs from the éElagasG@a—
prabandhas, in which rules were given for the length of the avantara-
khanda and for the classification, by length of dhruva, into the mantha-
type. This does not exclude the use of matra and dhatu-length as a
defining characteristic of the citrakald (see v.554 below?. The common
and essential feature in the ksudra, says Krsonadasa, is vakya: vakyal ca
sarvatravadyakam | tena vind kvapi na rafijakata | This stresses the

poetic content and technique over the strictly musical.

948.-549, Antyanuprasa has in fact been seen in many of the prabandha
examples already cited, but was not made an essential characteristic as
it is for the ksudragTta. The 'Darpana' of v.549 is not the

Fatyadarpana, to which Prajnanananda ascribes the passage as it occurs
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in Ghan (pp.23,39); it is the S&hityadarpana of VidvanZtha, which I have
already suggested was an influential work in Purusottama's Orissa. In
the Bibliotheca Indica edition (VidvanZtha 1884), pariccheda IX, v.637,
the verse reads:

vyaﬁjanap ced yathavastham sahadyena svarena tu |/
avarttyate 'ntyayojyatvad antyanuprasa eva tat /|

The vrtti explains that avastha here refers to the conditioning of the
syllable as regards anusvara or visarga etc., and that the 'end' in
question can be the end of the pada or the (metrical) pdda, examples
being given of both.

pajjhatikdyam ... I have not yet identified the source for this
linking of the three forms. Until this source is found it will be hard
to know which virudavall is meant, whether a poetic or a musical form or
both, and whether Sanskrit or Prakrit; but in the literature of metrics
the pajjhatika chandas is indeed associated with rhyme, and I assume
that the pajjhatika referred to in the present context is a composition
in that metre. The metre was brought into Sanskrit from Apabhramsa<'®.
The 16th century Gangadasa defines it (in its own metre) in his list of
matravrttas, as a 'metre in 16 matras using echo (yamaka) among the
words; the ninth is guru (long) and nowhere is the gana used that has
guru in the middle."

pratipadayamakitasodadamatrd navamagurutvavibhusitagatra |
pajjhatika punar atra vivekah kvapi na madhyagurur gana ekah ||/

(There is some difference of opinion in the Sistra over the use of
Jagana. <=* The use of antyanuprasa is clear in what must have been the
Apabhraméa forerunner, paddhaia, as defined by the much earlier

1. See A. Mukherji 1976, pp.209,222. 2. ChandomatijarT VI.15
(Gahgadasa 1970, 200).

- 189 -



pariccheda 1

Svayambhukavi in his Svayambhuchandas VIII.15 and illustrated at
VII.20.6ff.¢'", and the metre is similarly in 16 matras to the pada.
etena é&ddhasélagayor ca This glosses 547.c. It is unclear to me
whether -aksaramatra- is intended to be tatpurusa or dvandva; the prose
passage in GitPrak, which is probably the model, is equally unclear:
etena dhruvamanthadiniyameo 'ksaramatradibandhaniyamo 'pi matrabhimatah
However, as there has been no statement that in the other
pfabandha types mAtra@ was conditioned by aksara I prefer to take the two
words as independent, i.e. dvandva; the meaning, if I am right, is
therefore that in the duddha and sdlaga gTtas, unlike the kgudras,
prosodic rules governing aksaras are observed, and the numbers of matras

in the khanda etc. are strictly circumscribed.

b52. Dhatu here must mean 'melody' rather than the structural
section. It is glossed by Krsnadasa: dhatvadau tEnaviéége, i.e.
‘particular tana (melodic pattern)'. Presumably every 'stanza' had the
same melody. Following GitPrak, the requiement of verbal vaicitrya is
elaborated; but our reading, in which the 'gunas such as prasada' are
mentioned, should serve to correct the reading in GitPrak, where by
haplology anuprasa is given as a guna, which in the gunavada of the

classical alahkdradastra it is not.

553. This gTta is taken from the Orissan Sanskrit musical nataka
Jagannathavallabha by Ramanandaraya, an early 16th century work on Krsna

and Radhi. <=> The song is v.37 in the first act in the Murshidabad

1. Svayambhu 1962, pp.96,98,231,233. cf. Hemacandra 1961, p.211.
2. cf. New Cat. Cat. vol. VII, p.140; S.K. De 1961, pp.577-81.
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edition, which I have compared.<'” Purusottama's version is taken from
GitPrak, and has three metrically equivalent sections, the second being
called dhruva. The original has an extra verse (included by me at e.-
f.), which is also included by Ghan.; Narahari had access to the text
of the play independently of the Narayana.<*’ The omission of this
third verse does not, however, affect the argument raised after v.553.
K{gqadasa is more terse: dhruve samamatrikatvan nedam salagagitam
magghalakgaqébhﬁvgt /  The meaning is that, as dhruva is a separate
dhatu and not part of the udgraha, the gita might be taken to be a
mantha-type SalagasGQaprabandha, but that this cannot be, since the
dhruva in such a case would have to be twice or 1%-times the length of
the udgraha/abhoga. The citrapada, then, has a series of verses of
identical length, the second being a dhruva refrain and the last an
abhoga. Each verse follows the same melody. The metre of the text

suggests a simple yugma t@la, perhaps adi or ekatalTi:

(kalayati nayanam ... )

. Vv o vl oo =V o o o ot o o
—_. e vl ew vl — e e e e —
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554.-555. The citrakald is distinguished from the citrapada by having
a short dhruva. We have here an interesting record of how the Orissan
writers of this period interpreted the structure of Jayadeva's songs.
Both K;gpadﬁéa and Purusottama (see below, vv.560-561) state that there
are many compositions in the Gitagovinda that combine features of the
citrapadd and the citrakald, but in those cases as well as in the verse

that is here regarded by Purusoitama as a pure citrakala (GitGov IX.18)
1. Ramanandaraya 1883, p.20f. 2. There is more evidence of this below.

- 191 -



pariccheda 1

the first verse is classed as an udgraha and the last as an abhoga. The

present example is seen as an astapadl citrakals,

556. The Krsnadasa example (GitPrak) not only has udgraha and abhoga
with different numbers of matras; the metre itself is different, the

udgraha being in avrttis of five:

(anarata®... )

v velve Ll L e e e L, DERY,
and the abhoga in a yugma pattern of groups of four:
(daivi ... )

— — v v —l— ¢ o= v | — ¢ o= —~ - - ul-eL/

—_— - ) — A .

Krsnadasa himself comments (GitPrak p.27) that the composition is a
hybrid of citrapada and citrakala; he adds a vernacular composition of
his own (in five stanzas) to show antyanuprasa in action. This second
example follows the required form for the citrakala (verses of equal
length and a short dhruva), but is also said by Krsnadasa to be a
sankaragita (hybrid). The only clearly defining characteristic given
for the citrapada was that the variety was in the text but not in the
melody; perhaps this is the case with the hybrids too.

1. If the line is split after three five-matra avrttis, we may here have
an example of the 15-mAtra avantarakhanda which was mentioned at v.429
as a possibility for adda and jhampd t&las (see notes, p.161). 1 have

accepted the Mss reading -katha as lectio difficilior and as a rhyme
with vrthd (the non-rhyme referred to being in the abhoga). Mi

corrects, I assume, to the more obvious Sanskrit accusative. ‘katha
could stand for ‘katham in a vernacular-influenced non-inflected
accusative. 2. dasa is surely Krsnadasa's abbreviated 'mudra' in

this abhoga. N.M. Panigrahi defends dharmapuripam, found in his GitPrak
Mss; he believes this is the name of the composer (Dharmapuri). I take
DharmapurT to mean Dharmapura = Ayodhya, with a more convincing
cadential rhythm at the close of the line. sa is easily corrupted to na

in Oriya script: §1 = 8&l.
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557. bhinnadhatvini dhatur ... (1.3). What Krsnadasa (GitPrak p.27)
actually says is tEhaviééga — i.e. the melody is different. Even among
the GitPrak manuscripts there is a reading °t&la’<'’; Purusottama
appears to have inherited this reading, and has to justify it with a
plausible explanation about the bhang7, presumably meaning that it was

thought by some to come in a different part of the khanda.

558. This form is clearly similar to the Hindusthani khyal, where of
the two parts the first (the sthayl, equivalent to dhruva here) serves
as the point of return and reference in the course of improvisation.
Kresnadasa comments that examples of this two-part dhruvapada are to be
found in the 'Vestern' songs: imam eva cutukilam Zhuh | ud&@haranam
jiatani ca pascatyagitZni | He does not himself illustrate, and appears
therefore to consider this a particularly 'Western' form. In referring
to the cutukila/chutikila he confirms, or perhaps quotes, Abul Fazl's
identification of the dhruvapadaprabandha with various regional names,
including chutkala in Jaunpur.<*”’ 'Vestern' may, as Prajnanananda
suggests, mean the Persian language (as opposed to Sanskrit), or perhaps
the regional language of the West, i.e. the courts of some part of
Northern India. K;gpadﬁsa may have acquired his knowledge of this
'Vestern' terminology at first hand if he is correctly identified with
'Mahapattar'.<=?

A convincing metrical pattern can be produced for the composition if
we consider sujana to be the anacrusis, which can link with Ebhoga and
with either line of the dhruva, the first beat of the avrtti and khanda
1. See GitPrak p.27, ftnt. 5. 2. See Prajnanananda's ftnt. to Ghan,
p.41. Prajnanananda is mistaken in ascribing the reference to Narahari -

it is third-hand from the GitPrak through the Narayana. 3. See above,
notes p.17.
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being on vada.
(su-ja-na) va-da mu-ra-ri-pu-na -ma Su-ja-na

"y v v) o [} \J|J [ J'—-—— JI -~ — —

dus - kr-tam a-pa-ha- ya ya hi

— v | v s.‘:./'-__ Ji_-w"
dur - la-bha ha-ri-dha-ma su-ja-na
— vl e = e
The short avéntarakhap@a can thus be filled with this anacrusis or

uthao, and a structure achieved which is much like the typical khyal

bandis.

559.-562. The text of this metrically straightforward composition
(v.559) combines aspects of Rama and Krsna. The form, with its three
different melodic sections, shows the khanda pattern 16 : 14, in which
the verbal emphasis suggests that the tala does begin at the first
syllable of each line and half-line (where the bhangT occurs):

(madhava ...)

tatra ced agrako ... (561) At this point in Ghan, Narahari alludes not
only to Jayadeva but also to the 'gItavali etc.' in the Jagannatha-
vallabhanataka, thus giving another indication of the Orissan origin of
his sources.

The kudukka composition at 562, with its several verses and short
dhruva, looks like a citrakald, but as it is mentioned in the context of
dhruvapada it must have something in common with that form to be classed
as a sankaragita. The 'mixture' is most likely to occur when the melody
changes, perhaps after the udgraha (a-b) and possibly with each new
verse. The dhruvapada proper (of the second variety) has only three

verses, not a series as in this composition. The khanda-pattern here is
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16 : 12 and not 16 : 14 as in 559 and as prescribed for both 3di and

kUQUkka at v.426 above.

(3dnanam idam ... )

"_‘""‘V'JU"‘-—"-—'"l’—'VU'-Ovvvl—.—_v“,_. __..l

\qud‘ddaulvvoul_——.,v'vuwu‘uuvv',__- _4,1,<ud9“;‘1&>

This essentially matches the kudukka pattern described at 427 and 477 -
a yugma sixteen-matrad basic khanda with a bandha like aditala. The
problem comes with the short second khanda. I suggest that, terminology
apart, we have here a metre similar to the Hindi sara type (16 + 12) as
examined by Snell in the Caurasi Pada of Hitahariva@éa Gosvami. <'”

The dhruva line can be equivalent to the others if the last syllable

(*sam) occupies the four matras that the word-stress would permit:

— =le v v vl = v e — e v ove e e e :fo?4)

The short avantarakhanda thus in each case requires extending by one
group of four notes. As in the Braj and Hindi poems there is a
syntactically free and separable element in the dhruva (tek) which could
be inserted at such a point; so here radhe could serve to introduce by

anacrusis the beginning of each line, e.g.:

1 2 3 4 5 6 7 8 S 10 11 12 13 14 15 16

ra - dhe na ku- ru ma- no ma—- yi pa- ru- sam
tya-ja sa- khi vi- pha-la- ru- sam ra - dhe

a - na- nami - dam a - ru- na ta- va sun - da - ri
ka— tham i— va ... i e i i ra - dhe

(ra - dhe na Ku— TU ... pa- ru- sam)
tya—ja sa- khi ... i iiiii i ra - dhe

ma - dhyamam i- dam ......... 00000

1. Snell 1983, pp.357ff. In searching for a consistent gana-division to
match all the lines of this stanza (dekho mai ..) Snell arrives at a

scheme that includes groups of 6 and 4 natras, e.g.:

Vv ve ool —Jv—e e —fjroveloev— —| 6+4+6}] 6+6)
A substantial part of the stanza would, however, easily scan in straight
groups of 4 matras, and in the other lines this would only require some
syncopation, e.g.: ,
(hitaharibaméa pratapa ripa guna vaya bala syama ujagara)

R R B g R dtndd St e
I am not competent to judge whether the Braj Bhasad verse could be
performed in this way, but musically such syncopation is not merely

plausible, but even desirable for variety of 'ictus'.
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The second half of the dhruva (tyaja sakhi viphalarusam could on
occasion stand independently, occupying one tala-khanda, avoiding the
repetition of the vocative radhe. In modern HindusthanT rendering this
could be a talavrtti of tintdl, or (more commonly in bhajans) two
Evyttis of kaharva. BS, it should be noted, quite misleadingly labels

the first part of this composition dhruva, with no indication of any

other dhatus.

563.-564. There seems to be little or no connection with the Paficali
riti of the alankarikas. The gTta described here, though possibly an
Eastern speciality, resembles forms like the Deccani and Southern
lavani. Ve must have in Harindyaka an early reference to what is
considered by Bengali writers an 'old Bengali song'.<’'’> Krsnad@sa too
omits to illustrate it, but he mentions the names of two such composi-
tions, Krsnavijaya and Valacarita. He adds that the popular name for
dhruva is ghosa. If I correctly understand v.64 and the vrtti preced-
ing, paficdlT is known to be the name used in Gauda (Bengal), and the
form uses vernacular texts, in whatever regional language is current.
Mukt. (IV.28) is clearer: pancidli svadesabhasasu prasiddhaiva | This
interpretation provides the ground for the ensuing comment on language,
and is confirmed by the one example I can find of a pancalT in the East-
ern texts, namely in GItacandrodaya (VaisSS pp.84-85), a manuga praban-
dha (without dhruva) labelled paficall and containing a Gaudabhasa

(Bengali) text.

965.-570. There now come notes of two gita—classifications, both of

1. See S. Ray 1973, p.57.
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which are compatible with what has preceded, though, as Purusottama
himself comments, the second can only apply in sankara (i.e. types of
kgudra) gita, where there is a derestriction of other metrical
requirements. The language classification has already been used in
defining the matrka prabandha (v.386, from $SR IV.241). Post-SSR
tradition turns this into a general prabandha-classification, as at
SrTKRK I11.38f., where it is explained that divya uses the language of
the gods (divyabhasa) and manusa that of mortals (mrtyubhasa). In the
Gitacandrodaya Narahari illustrates all three in the present context
(VaisSS pp.84-85). The divya is a song in vasantaraga from
REmAnandaraya's Jagannathavallabha (further evidence that Narahari had
independent access to this work). The divyamanusa is by Ghanasyama
(Narahari) himself. Both compositions start with a sardhaikaguna-
matradhruva. As for language, the divyamanusa has some lines clearly in
vernacular (Bengali), but the Sanskrit lines are mostly taken up with
vocatives which could in fact pass as vernacular.

The sama/visama classification relates to the metrical structure of
the stanza. Narahari, who seems to be the only Eastern writer to take
this as an important distinction<'”, fully illustrates all three cases
in the GTtacandrodaya (Taldrnava). The reading jayete, in my view
correct, is found only in the VaisSS texts (and not in Narahari's other
work, Ghan. p.43). The visama example (VaisSS p.91) comes again from
Rimanandaraya. This is a three-dhatu structure, clearly in a 3 + 4 = 7-
matra tala throughout the first stanza and the dhruva, and a different
tdla in the three-line @abhoga. There is certainly variety in metrical

length here, but the composition does not quite fulfil the criteria for
1. Krsnadasa makes no mention of this classification.
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vigsama gita in the definition, since in the udgrdha all four padas are

equal, while the dhruva and abhoga have less than four padas.

571. Guna/dosa classifications are found for various topics in the
sangitadastra; in the NArayana such lists will be given for the
characteristics of singers, for instrumentalists, instruments etc. The
common tenfold classification of gunas may have as its prototype the
system in poetics which became a crucial indicator of style. The
earliest appearance of this is in BhNé, and the ten gitagunas given by
é%rﬁgedeva at the very end of his prabandha chapter (SSR 1V.374ff.)
include several clear adaptations to music of the poetic (kavya) gunas
(prasada, samatd, madhurya, saukumirya, vyakti) at BhNS XVI.96.¢'?
Another tradition, already seen before éﬁrﬁgadeva in Someévara
associates three prominent ones from these gunas with the tastes of
different classes of listeners. =" The present list in the Narayana
is quite different, and picks out technical features of nibaddhagita.
In fact the first three, graha, laya and yati, as they stand in the
verse (and as adapted by Mukt. IV.30: graho layas tatha minah khandas ca
yatir eva ca) are not so much 'qualities' which can be present in
greater or lesser degree, but rather neutral characteristics; they are
included by earlier writers among the talaprapas. The differently worded
anustubh of Krsnadasa, however, shows that vaicitrya was originally
supposed to apply to these three as well as to mana.

1. For a discussion Bharata's gupas see Lahiri 1037, pp.28-45. BhNS
contains abstract nouns, SSR neuter adjectives serving as gubstantives.
2. cf Kavi, Koda pp. 175,702. The material was used by Parsvadevg
(ParsvSSS I1.81ff) and quoted from this source by Simhabhupala (SSR
vol.II p.209). In that tradition a particular gita does not have to

possess all the gunas to rank as a gita. The same classification is
used by SrTkRK I11I.145ff.
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Furthermore the commentary after v.591 below shows that Purusottama
takes matoh together with naikarthata, whereas K;gpadﬁsa makes it
dependent on nairmalya:*'’

gupa gitasya talegu layayatyor grahasya ca |

manasyapi vicitratvam gamakdnam parigrahah |/

mator arthasya nairmalyam raganam ramyatanata |

dhator navanavatvam ca paunaruktyaparigrahah |/ (GitPrak IV.1,2)
572. = GitPrak IV.4 (though Panigrahi separates the words : ‘rasavad
vakyasya grahanam». The last of the gunas (or is it a gloss on mitor

naikarthata?), this throws the chief emphasis on the poet rather than

the singer.

573.-575. The first gitaguna is in SSR and derived texts one of the
talapranas. In the present context the talagraha is the initial point.
The different modes of graha (eduppu in the Karnatak system) are defined
in a different context in relation to the margatalas at §SR 1IV.125 and,
interestingly, Gitacandrodaya (VaisSS p.111). According to S%Tkaq@ha,
in visama there is no rule or restriction concerning the beginning or
end of the song: wvisame niyamo naiva prante cadye budhair matah /|  But
elsewhere visama is merely the opposite of sama and therefore embraces
the non-sama, i.e. atIta and anagata.

The metre of the nihsdru example (v.575) agrees with the definition
at v.430 above - a khanda of 14 matras, with the bhangT on sixth and

tenth: 6 + 4 + 4 = 14, jaya jaya being outside the first khanda:

(jaya jayal kamala ... °locanu a)

[U L4 (V] \.I] ¢ & e 9.;Y_— "UY—" - Ul_ UVY—-"“Y_ le

a_———-uJY——-uuY——egl__u_gY__vuYi\_l

1. At 571.c the prevalent manuscript reading gitau for matau (which I
take to represent matoh) is easily explained in Oriya script, ma ffl to
Sfﬂl;in manuscript styles the 3@kara danda is frequently joined to its

consonant sign - 1 - and looks much like the T-1.
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Ve are unambiguously told that the four syllables jaya jaya come before
the start of the tZ@la. Anagatagraha, then, appears here to carry the
opposite meaning to that which is current in the Karnatak eduppu
concept, where "when the melody starts after the sam, the start is
described as anagatagraha"<'’, and also different from the earlier
definition as in $sr V.52, where the beat preceded the melodic

stress. ¢#?

576.-578. The mantha specimen at v.474, this confirms, started with
the first beat of the tala.

Yati has been defined already as two laghus followed by two drutas.
At v.428, however, the khanda was said to be of fourteen matras, with a
bhangl on the seventh. I have attempted (above, p.170) to show that the
normal avrtti pattern found in the Eastern compositions in this tala is
3 + 4, and that if we are to reconcile this with a matra pattern | | 0 O
the laghu must be flexibly interpreted so as to acommodate two or three

akgaramEtrEs:

Purugsottama's vrtti appears to tell us that the tala starts in advance

of the text:
tala: | f 001 | 00 etc.
text: 0 01| | 0 0 etc.

and that in this example the beginning of the text line is marked by a

/7, 7/, /
druta: (Sisira sitala ... )
N
V vV V] e v v e D] v 0 v Y e v v v TV R e
(o) ol [ ° e '1 | o o | [ o o ot

1. Nijenhuis 1974, p. 118; cf. Sambamoorthy vol. IV, p.304._ 2. For a
brief account of Sarngadeva's linking of graha with the pani of earlier

texts, see Lath 1978, p.363.
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So the drutas come first, instead of the prescribed laghus; in this
sense 1t 'overrides the normal character' of the tala. laksanam
atikramya grhyate of course gives an explanation for both elements of
atita—graha. graha is the point at which the tadla is 'taken up'
(grhyate). GitPrak IV.12.a reads, perhaps correctly, kalad yas tu
patigyanti paécat tah prathame yadi | , but the Narayana Mss suggest the
reading which I have adopted, and which is followed by Narahari (Ghan
and Bhaktiratnaskara, with what is probably an editorial emendation -
tam prathame yadi — in the latter). The meaning remains the same.

The conventional meanings of atita and anagata are 'past' and
'future' or 'gone by' and 'yet to come'. The technical sense follows
logically, the graha (i.e. initial point) being 'past' when the text
starts after the beginning of the ta@la, and ‘'yet to come' when the text

has started in advance.

579.-581. Pursottama obviously holds the view that the positioning of
the graha is a function of the individual gita, a combination of tala
and 'sahitya'. The author of the 'Sara' probably held the same view,
but reports a view (kecit = <iti)> kecit) in which graha is specified in
each tdla. Whether or not the original meaning of vaiparitya was
'‘reversal' (rather than 'oppositeness': “thus is the opposition between
anagata and atita"), this is certainly how Purusottama has taken it;

and, as we have seen, the terms are frequently applied in the reverse of
our definitions here. Interestingly K;gpadésa. without using the
bhufangaprayata verse (580), states the opposite case for the

correspondence of graha to the talas, and then independently of this
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tells us that some authorities reverse the two: (GitPrak p.31, readings

and sandhi as in the printed text)

sarvegv api talesu trividhah grahah | kecit tu kudukkadau
anagatagraham_yatyadau atItagr&bam manyante |/ kecit tu

anadgata@titayor udfZharanadvayam parivartayanti [ vadanti ca -
atitaksarasamyuktas ... |

In the verse, then, the atTtaksaras are considered (rightly or wrongly)

to mean aksaras of the text preceding the beginning oﬂthetéla; this was

defined above as anagatagrabha.

582. Laya, the second of our gunas, is also normally counted as one
of the talapranas (the eighth). The 'Vacaspati' definition is not quite
clear; is gTtavadyapadanyasakriyanam a dvandvasamdsa or a tatpurusa with
internal dvandva? But the purport is fairly clearly that it is
regularity that characterizes laya. The term laya can be used either of
kriyas, i.e. markers of kala, or of padas (padanyasa), as in
éérﬁgadeva's explanation of the performance of gitis (SSR 1.8.16ff.),
where within a single ‘'tempo' syllables can come in greater or lesser

rapidity in the kala.<'”

583.-588. These verses must be ultimately derived from the somewhat
easier wording of SSR V.44f.: kriyénantaravié}éhtir layah sa trividho
matah |/ In other words, the laya is established (and measured) by the
distance, i.e. length of silence, between kriyas. v.585 is more
detailed than GitPrak, which merely says that triputadi is sometimes
considered druta, yatyadi vilambita. This idea, says Purusottama, is

illogical in view of the fact that talas can speed up or slow down

l. c¢f. Ramanathan 1980, p.21f.
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according to yati. Ve have to decide what he means by this.

The origin of the present definition is to be seen at SSR V. 46:
layapravrttiniyamo yatir ity abhidhiyate | <(niyama is used to show the
etymology, as well as sense, of yati, in this nirukti.) The root
meanings of both laya and yati are already in BhNS XXXI.370f., where
laya is said to be samatva, 'avenness' or 'regularity', of chandas,
sksaras and padas. The context in BhNS and Dattila (see vv.151-154) was
of a matra, and hence kald, of fixed duration¢'’, which could contain
gore or less melodic or textual ‘activity'. The 'thickness’ of one end
of the cow's tail, or the speed of water-flow in the stream, are the
figures used to represent density of activity within the kala. SrikRK,
which still preserves the classical definition, uses the terms sthila
and siiksma for the ‘ponderous' and ‘active' (or ‘'thick') respective-
ly.<#*> Later and modern concepts of laya have lost the idea of fixed
duration of the kald; the term is used of the speed of the matra. And
yet yati still concerns what happens within a particular composition or
phrase. <=* In other words, laya and yati are not inseparable as they
once were; but in order to explain yati according to the dastra
reference is made to the classical concept of laya. I suggest that in
this way the notion that a paticular 'density’ can characterize a
particular tala (or rather, originally, a particular song-type) has
lingered on in the dastra. Purusottama, despite his reference to
traditional definitions, apparently perceives laya to be determined by
specific compositions; as for yati, it is unlikely that the overall pace
of the composition, i.e. the rapidity of the kalZ, quickened, but
1. c¢f. Lath 1978, p.367. 2. SrikRK IV.136-137. 3. For explanations

and illustrations in Hindusthani and Karnatak practice see Junius 1983,
pp. 44-49 and Powers 1984, p.232.
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Purusottama still has in mind the notion that in a yati sequence it is
the rapidity of notes (with or without correspondingly rapid verbal
syllables) that changes. This kind of 'quickening' and 'slowing'
technique is analogous to diminution and augmentation in VWestern music.
It is hard to see any evidence of the application of yati in any of
the compositions in the Orissan works. Perhaps the technique was used
in the elaboration of a composition, as is diminution (dvaigunya etc.)?
in dhrupad, or perhaps the practice was in any case not current in the
repertoire at present under consideration, merely being recorded in the
theoretical treatises. Narahari (Gitacandrodaya, VaisSS p.113f.)

mentions two other yati patterns, the mrdang@ and the pipilika, which

were later additions to the ancient categories already mentioned.<'”

580.-502. The first line is absent in GitPrak IV.14f.:

tdlavisrantikaritvan manam talasamaptikrt |
tac ced dhruve ... I

The mana is said by SSR V.43 to be marked by a gesture, kriya, which
brings with it a pause in the time: viéféntiyuktayé’kale kriyaya manam
isyate, and Kallindtha glosses mana as talanam praménam, the
standard/measure of t&la. It seems that the practice continued in the
Eastern tradition. In discussing the dh3@tus of prabandha Krsnadasa
(GitPrak I.4f.) says that the mana is established in the dhruva, the
dhatu being sung repeatedly: dhruvatvan niscalatvat punahpunarupddandt |
yato 'traiva dhruve manam | This explains why the dhruva is used in
the present verses to show the pattern of mana. In the vardhamana

avarta the course of the tﬁlqkarries over beyond the initial point

/
1. cf. SrTkRK IV.136-137 etc.
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(graha and first kala) and on to the second; it is thus an 'augmented'
gvarta. The GitPrak example is a composition Krsnaddsa has given
earlier in his treatise to illustrate nihsarutadla (GitPrak p.15). For
the hIyamana example K{gpadESa refers the reader to a pata-composition
in the first chapter, an ekatalY in which the final two mitras
(presumably considered to be together the final kald) are empty.

GitPrak p.32 explains: pra@ntadvayam ucyate ity antimeyam | The standard

line takes the form: vv v ¢iv v o ul vvesv v v while at the end
the avarta is only +« « ~ Viv voule v vl The &varta is thus visibly
‘diminished'. In the vardhamdna sample it is not possible to say defin-
itely what is meant by the kald, as Krsnadasa does not explain, but in
the avarta of 6 + 4 + 4 <'> perhaps the final Avarta ended after the
first six laghvaksaras (vv -« <« v v ), after which there is normally a
bhangT. asya vaicitryam ... In v.571 'variety' of mana was stated
as a guna. prakarana recalls the generic term used in the early Sastra
for the different gitakas. <®? There is surely no necessary connection
between laya and mAna, but perhaps druta“” ... °‘nusaranam is simply
Purusottama's way of saying that different individual gitas, whatever
the laya, can have different mana.

navanavatvam ca ... This interesting remark confirms that in
Purugsottama's view in v.571.b both punaruktataz and navanavatvam apply to
dhdtu (whereas in normal syntax naikarthata would gloss navanavatvam).
Krsnad@sa's anustubh version is clearer (GitPrak IV.2): dhator navanava-
tvam ca paunaruktyaparigrahah |/  Variety in matu is explained as
avoidance of redundancy, of stating the same content (artha) by dif-
1. Panigrahi's text of the prabandha does not show the structure quite

clearly, but it can be restored nonetheless. 2. See Dattila 155:
prakaranam nama madrakady abhidhiyate | and Lath 1978. p.368.
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ferent form of words (vZkyabhangD . Krsnadasa does not distinguish
between this and what in Purusottama's text is a separate guna, artha-
nairmalya, 'lucidity of meaning': (GitPrak IV.2) nitor arthasya nair-
malyam ... 'Beauty of raga' is, according to this account, not mere-
ly a matter of svara, but of the development of the melody with all its

range and appropriate 'punctuation'. Krsnadasa's expression is ramya-

tanatd, where tana, as elsewhere in these texts, means 'melodic line'.

593.-602. The history of the gamakas. before and after éErﬁgadeva, has
been examined elsewhere‘'’, and the Narayana does not contribute
anything significant to the arguments. Minor variants apart, the
present list is from SSR II1.87ff., through Harinayaka‘*?, and I have
used the SSR commentaries of Simhabhipala and Kallinatha at certain
points in my translation. The diferences, which I believe are already
in Harinayaka's version and are partly confirmed by GitPrak, are
unnamita for uvllasita and hUnkrta for humphita. The Mss. reading yamita
(for namita in 594.c¢) is not supported by GitPrak or by Narahari's
borrowings; it is, I believe, a corruption, though probably an early one
since samito in § is more easily derived from it than from namito. In
597.b only BS (perhaps from some Ms not available to me) and GitPrak
have the original ngavaégd, though not the original compound
"yuktavega°. The prevalent Mss reading ragavasad, plausible in itself,
may have been an attempt to make better sense of the separation ‘kto

vega °.

1. See P.L. Sharma 1980; Nijenhuis 1970, p.313ff. (and references
therein to Powers etc.) 2. Confirmed by Panigrahi, ftnt. GitPrak
p.32.
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noktah prayoganarha“ ... Krsnadasa (GitPrak IV.25) merely declines
to extend the work unnecessarily: asam (sc. bhidanam) tu laksanam
grantbabgbulyabhftitab I The original in éSR 111.97 continues with the
intricate section on the sthiyas, finely detailed descriptions of
ornamentation and methods of passage from note to note, under which the

remaining varieties are dealt with. By ajifeyatva Purusottama may mean

that their number is infinite, or just that his source has not preserved

the remaining account.

603. After commenting that the remaining gamakas can be heard
illustrated in compositions, Krsnaddsa (p.33) correctly ascribes the
present verse to the SangTtadamodara. SubhSD p.31 refers to the earlier

listing of seven gamakas, hence the change to the end of the verse (see

app.crit.n.

604.-606. The surviving portions of NarPSS do not include this account
of the gamakas. arthanairmalya is obviously a quality required of the
poet rather than the musical performer. For vaicitryena nivesanam
GitPrak IV.3 has nanavidhananivesanam, 'placing in various ways'. The
restriction that tena can only come after svara and pata is observed in
the examples in the treatises, including our 4th pariccheda. Whatever
this kavisampradéya is, we have an indication here that tena, obsolete

elsewhere in India, was still used in the East in some musical forms.

607.-608. Since the prast@ra system for svaras was already referred to
and dismissed above (v.121), the reference here may be to the analogous

computational method recommended at SSR V.321ff. for t3la patterns. But
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the list as a whole looks like a token nod at SubhSD, which in the third
chapter juxtaposes (in its usual haphazard order) extremely brief notes
on svaraprastara, gamaka, gana, mUirchand and varga, this last containing
also remarks on 'ista' grahas and améas, in relation to permitted
letters of the alphabet. The topics omitted by Purusottama list
auspicious and inauspicious (metrical) ganas, letters of the alphabet to
be used in compositions at certain points etc. The classification of
dosas is reminiscent of alankaradastra. Abhinavagupta distinguishes
between nitya and anitya dosas; the latter can in some instances become
gunas, as for instance gramya words, which when depicting the speech of

an illiterate can bring hasyarasa.<'’

609.-616. Krsnadasa's final chapter is devoted to defects in song, and
lapses in language are given priority. As here, the distinction is made
between Sanskrit and vernacular for prosodic and phonetic rules. The
scansion of Oriya and BrajabulTl compositions, as of Braj Bhasa, shows
licence in lengthening of vowels before double consonants (cf.612.4),
and the phonetic changes in tatsamas in some vernaculars may yield such
such forms as part&pa for pratapa, while a trisyllable like harana may
on occasion have to be pronounced as harna (cf.613-615). The rules of
the particular language in use must be followed; K;ggadﬁsa (GitPrak
VII.4), after Harindyaka, lists the various relevant regional languages.
614-615 = GitPrak VII.5-7. In 614.D éfghroccﬁra and prasarapa are
opposites; a guru could perhaps be extended to a pluta, in prasarana, Or
reduced to a laghu in éTghroccara. For complete treatment of faults in

diction and phonetics we are referred to the literature of kﬁVyaé?stra

1. cf. Raghavan 1978, p.209.
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with a traditional Eastern proverb, also used by Udayana in his Atma-
tattvaviveka, “'? which means that the author (the ginger-merchant) has

no good reason to stray from his true topic into larger and wider issues

(the cargo—-ship).

617.-619. The topics dealt with in the final section of the first
pariccheda, from the gamakas on, are in post—éérﬁgadeva texts often
paced together. The tradition goes back to the prakirna ('miscel-
laneous') section, adhyaya III, of §sR. Simhabhupala argues (SSR
vol.II. p.152) that this is an appropriate point to cover these matters,
since they are necessarily involved in the realization of the material
in the preceding (raga) chapter: ato vaggeyakaradilaksanasamuc-
cayarupasya prakirnakadhyayasya ragadhyayanantaram yukta Zrambhah |
This may, however, be special pleading; the selection of subjects really
is quite miscellaneous, and the third chapter may simply have been the
‘residual' category for matters that could not be covered elsewhere.

The roots of much of the appraisal of singers' 'qualities' may be
seen in the guna/doga section which appears as a separate chapter
(XXXIII) in the GOS edition of BhNé: Nearer to our present
gayanalaksana, with this threefold classification of singers, is the
passage found at SSR II1.13-24, which is the source of Purusottama's
material. The subject is treated in somewhat more detail at ParsvSSS
IX.53-85, extracts of which are referred to by Simhabhlipala in
elucidation of éﬁrﬁgadeva's text.

.JThe order in the earlier texts differs, but the terms and topics
have much in common. These can themselves be seen to be classified in
1. cf. edition of Dhup@hiréjaéﬁstri, Benares 1941 (Chowkhamba Sansk.

ser.), p.223.
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the order: 'sound' (acoustical properties of the voice), melody, metre,
composition, and finally some matters related to those mentioned in the
prakirna portions of the treatises; in other words, there is a trace of
the common arrangement of topics in the £3stra (uddesakrama).

&3rira (617.b) relates to the genesis of musical sound itself, and
hence is placed at the start of the list. It is defined in more detail,
with gunas and dosas, at SSR 111.82-86, and the nearest English
equivalent I can find is 'physical voice'; the term is used for the
singer's physical apparatus, the agent through which raga is produced.
éérﬁgadeva seems to believe in this as a 'mnatural gift', to be achieved
by divine grace to the pious (III.86). Once again the matter is dealt
with more elaborately by Parsvadeva (I11.32-37), who gives a fourfold
classification of darira at the beginning of the treatise, next to
dhvani (this position showing that he considered it a fundamental topic,
an issue related to the genesis of nada, which the éérﬁgadeva tradition
normally takes as its starting point.

vijitaérama (618.a) is glossed by Simhabhupala as "untiring even in
performing many prabandhas". He goes on to explain dharana (619.d, cf.
SSR I11.17) with a quote from ParsvSSS. But the passage comes from
Parévadeva's section on the thidyas (= sthayas), II1.92; even regardless
of the fact that our ParsvSSS text reads dharani and not dhE?apE] I
suspect therefore that Simhabhupala has taken the wrong word and
therefore the wrong sense. In the gayakalaksana context the word may be
non-technical and simply mean 'intelligence' or ‘memory'.

I take sthAayijfia as ‘understanding that which has sthaya', in
accordance with SSR III.16: anekasthéyasapcgra. This means, in

Simhabhiipala‘s view, °saficare pravina, "skilled in the ‘movement' of
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(the) many sthayas". sthaya is essentially the means of passage from
note to note; it is dealt with in great detail (and variously) by
éﬁrﬁgadeva and Parsvadeva from what looks like a vernacular tradition of
terms. The generic term is kept in the list of gayakalaksanas, but not
the account of the different sthayas themselves; Krsnadasa's view is
apparently that they must be understood from the performance tradition.
I believe this is precisely what the earlier theorists did, with careful
inquiry into the vernacular terminology of musicians of their time. The
sthdyas collectively build a description of one of the most vital, and
yet the most elusive, of all aspects of music, namely the precise nature
of melodic movement. Ultimately there is no substitute for aural
testimony; verbal description without the support of a practical
demonstration is bound to be inadequate, just as it is in the study of
many aspects of early Vestern music - and this despite the tradition of
a more precise notation. However, although in the absence of a
continuous performing tradition (which is never possible in music) we
can never reconstruct with any certainty the musical sounds of the past,
we must recognize the achievement of the early writers in setting out
these detailed lists. The problem that faces musicologists now in their
business of describing live musical systems is no different, though
rendered much easier by the possibility of recordings. An important use
of linking practical terminology and aurai evidence could be in the
exposition of musical 'style'; in HindusthanT music it is precisely the
nature of melodic flow, much more than structural divisions, that
distinguishes the major styles or genres, khayal, dhrupad, thumrT, tappa

etc. Any attempt to describe these in with any precision will have to
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take account of the way musicians themselves execute, and describe, the

minutiae of 'ornamentation' and tonal movement.

y

620, ct. &5R III.18-19, which simply states that the singer without

faults (nirdosa) is 'middling’'.

621.-623. = SSR II1I1.10.b-22.a. This second classification divides
singers according to their functional roles rather than their qualities.
Here again Simhabhlipdla refers us to Pardvadeva (IX.61-65) for the five
types. The equivalent to anyiina- in ParévSSS is Suddhe chayalage
(Simhabhipdla reads suddhe va salage), "(songs in) suddha and é3laga
{prabandhas>". <'” The rasika is said to be the one who experiences
powerful emotion <(horripilation, ecstasy etc.) when hearing a fine song
(IX.62-63). Somewhat more precisely in ParsvSSS (63-64) than in SSR,
the bhavaka (v.l. bbhavuka) is the one who, by appreciating the
sensitivities of the listener, can endue with rasa and bhava that which

otherwise lacks them:

nirasam sarasam kurvan nirbhdvam bhavasamyutam |
Srotué cittam parijiidya yo gayet sa tu bh&vakah |

624. = SSR I11.22-23.

625. As in $SR, the laksana section is followed by a list of dosas.
Purusottama's éﬁrdﬁlavikfi@ita and va@éastha verses have much in common
with égrﬁgadeva's anustubh list, but there are differences. The first
extant list of such faults is at BhNS XXXIII.16ff., where there are said

to be five defects in voice production. At least two of these, sandasta

1. Brhaspati takes this to mean ragas, not prabandhas.
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(‘bitten') and kaka (‘raucous' or 'crow-like') survive in the present
list. svaralpabahula 1 take to mean that the singer does not properly
distinguish svaras that should be weak or strong. chagagala ('goat-
throated', 626.a) corresponds to éEYﬁgadeva's udbhata (“aggressive"),

which is explained as “making the vahanT (type of sthayas) like a goat".

628. -633. The 'composer' is the first topic to be dealt with in
éérﬁgadeva's prakIrnaka adhyaya. v.628 = SSR I11.2. This is a nirukti;
vAg-geya-kara means matu-dhatu-kara. The laksana list deals first with
details of the vak category (629,630) - the 'verbal' in the widest
sense, covering all the literary and linguistic applications of speech
(cf. SSR 111.3-4). The 'musical' (both melodic and metrical) elements
are covered in 631-632.

The lowliest vaggeyakara is termed in SSR III.12 not vayakdra but
ku@?ikﬁr&. The best kind (vara) can compose vastus (i.e. whole
compositions), the middling kind only varnas (i.e., says Kallinatha, he
is not a kathdkavi).<'? ° The implication is that it is the fine points
of compositional structure that are beyond the competence of such a

musician.

634. The penultimate topic in SSR's prakirnakadhyaya is the twofold
5lapti. This verse is SR II1.189. A lengthy grammatical discussion is
devoted by Kallindtha to the different forms &lapa, alapana, and alapti
and how they can have the same meaning when they are different words.
Simhabhipala, content to concentrate on musical matters, simply confirms

1. Neither commentator states what exactly is meant by varna here. It
is probably the neutral sense of 'melody' or the (fourfold) 'melodic

pattern' (cf. dSR 1.vi.l, g&nakriya.
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that the prakatTkarana pertains to raga: yena svarasandarbhena ragah
prakatTkriyate sa alaptih / In both cases, then, it is a 'series of
svaras'. Harinayaka must have relayed éérﬁgadeva‘s material, or some of
it, so that Purusottama recognizes it as worthy of mention. As for the
‘many varieties', this may refer to the subdivisions of rupakalapti
‘.

which Sarngadeva mentions, or to the tradition found in Pardév.SSS II.45-
59, partly quoted by Simhabhupala and repeated with minor changes by
SrikRK 11.213ff. In this, the @lapti that is 'desirable’ (ista) at the
start of gitas and prabandhas is of two kinds, vigamé or préﬁjalé (the
latter called sarala by é%Tkappha), having ‘'irregular' or 'irregular'
arrangement respectively, and these are further specified as coming with
Suddha or salaga gTtas; further, there are alaptis with aksaras and
those without (anaksara), and those with and without tz@la.

In the Eastern tradition at least, these many divisions are
apparently no longer considered a useful classification, though we know

that some kinds of alapti were used.

635. Vithout making too much of this final verse, 1 believe we can
read into it some awareness of laksya/laksana issue; Purusottama is
conscious that the most valuable authority will be the performance

tradition itself, but he is also firm that this will be a practical

manifestation of Sastra.
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1.-2. Much of this chapter is taken verbatim by Narahari into his
Ghan. and Bhaktiratnakara (VaisSS p.255). The word vadya contains the
meanings 'instrument' and 'instrumental music’ (among others); in the
present chapter it will shift between these two. I have taken it in 1.b
to mean 'instruments', referred to as tat in 2.a and classified in the
four categories. Here kramapraptam refers to the standard order of the
tauryatrika, at any rate that which is observed in the present treatise
- g1ta, vadya, nrtya (cf. 1.22). The third pariccheda is concerned with
dance (nritya‘'’) and starts with the same wording: atha kramapraptam
nrtyam aha | 1 follow Narahari in changing the curious neuter talam of
the majority of the Mss (as far as I know never found in this meaning)
to talas. The association of gita and ta@la with vadya is found also in
SubhSD (p.51), with a more ‘'linear' order, gita depending on tala for
1ts beaty, and tala depending on instrument(s) for its manifestation,
thus adding to the importance of vaditra (instruments):

talena rajate gitam talo vaditrasambhavah |
gariyas tena vaditram tac caturvidham ucyate !/

mangalyam (1.b) picks up the allied meaning of 'auspiciousness'

suggested by Sobhate. The fourfold classification of instruments is of

course as old as the éﬁstra itself.

1. The subcolophon labels the chapter natyanirnaya; so both nrtya and
natya are used as collective terms to include the other categories in

the threefold classification natya - nrtta - nrtya. 1I1.3 (BS) uses
nartana as the collective: nartanam trividham natyam nrtyam nrttam iti

kramat |/
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3.-6. The passage is taken from SubhSD (p.51). The majority of these
instruments are mentioned in earlier texts, SSR VI.7ff. etc., but the
listing of them is independent of é%rﬁgadeva; it may be Subhatikara's
own, or he may have followed some other (Eastern?) model. The list has
the appearance of a kosa entry detailing the tata instruments. The text
is very uncertain in many places, and is subject to emendation when
further related source come to light. In deciding on ‘'correct’
spellings and forms of names (still tentative) I have assumed, as I have
elsewhere, that Purusottama has inherited an Eastern tradition which
could well deviate from the available texts of earlier astric works.
Even within the Eastern tradition we can expect the Orissan manuscripts
to differ from the Bengali éhbh. manuscripts. Tag, it should be noted,
has changed alavanT to alapini, presumably to bring the text
(unnecessarily) in line with others he knew, or with koda and dictionary
entries, and with non-technical Sanskrit sources.” nibandhah (5.a) is
supported by éubh.,Biv.,<Bi.> and B, though nibaddhah may be more
‘correct'; the word is used by the Hindi writer Pratapa Simha Deva,

according to Deva‘#’, to mean 'fretted'.

7.-17. The description of the alavanI, though unacknowledged, is taken
(with minor changes or differences) from Subh (p.52>. Many variant
spellings are found: &lapinf, alavani, alavani, aldvani. As the
instrument has an alabu (bottle-gourd), éé%hgadeva's alapini could as
easily be a back-formation from some such form as ¥alabinI ?< %aldbvinl
as it could be the original of a number of Prakritisms (&lavanI etc.).
1. Tagore's habit of ‘Sanskritizing' names and terms is noticed by Dick
1084 p.735. But Tagore is perhaps not alone here, since some of the

earlier astris have clearly reapplied old terms to new instruments.
2. Deva 1978, p.155.
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Gaurinath Sastri's Bengali Mss. of Subh. have alivanT Narayana Mss
evidence suggests alavani as the reading here and after v.17, and is
inconclusive in 3.a. Much of the detail of Subh's description is to be
found in different wording in SSR VI.241-153, but there are differences.
The ten-musti length is the alternative view (matantaram, as
Sighabﬁﬁpéla glosses) reported there (v.248.b: daéémug?indtam dandam
atrahuh khEdirap‘pare / In the primary view reported by ééR the danda
is nine mustis, and (v.242) two angulas across in circumference. $SRr
makes no mention of the karabha, which appears to be a technical term
for a functional part of the instrument - the string is wound round this
protuberance ('trunk'), but the pinda, which is attached to the kakubha
(v.243), seems to correspond. At éSR v.247 the string is said to be of
goat's gut, but other materials are allowed at v.249. The playing
method, as Viddess points out, involves stopping the string at the
places required for a series of harmonics, making up a complete

scale, <> éﬁbh uses the interesting term ghora for SSR' s madhya

register (SSR VI.252).

18.-34. I have yet to find the origin of this description, or any other
comparable account of the kacchapi. The Natyamanorama contains detailed
treatment of only the rudravina (V.8ff.), and refers the reader for the
other vinds to the Sangitarnavacandrika (v.29-30); this latter text may
therefore turn out to have a parallel passage. Without supporting
visual evidence the description is hard to interpret exactly, but we may
make an attempt. If I correctly read praéhstam (19.b) as 'broad' (also

prEébstya, 20.¢), this is an Eastern vernacularism;
1. Viddess 1984, p. 730.
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the word commonly carries this meaning in Oriya. A Bengali or Orissan
provenance for the whole passage could thus be indicated. It is
tempting to follow the prevalent reading kacchapasyaiva (20.d), which
would mean that a tortoise's shell is used for the resonating chamber of
the instrument; no other material is mentioned. But this would render
the words kramatad connat@natam somewhat redundant. The part referred
to as ‘head' (éiras) in this description is apparently the 'bedy', or
resonating chamber, which has to be 'hollowed out' (so presumably of
wood). It is oval in shape, and from this a slightly tapering neck
(danda) leads to an end-piece, the karnika, which consists of ‘'tail’' and
peg-box. The dadiki ('tongue'), though it is said to be 'in the middle'
(26.a2), is probably at the centre point of the bottom edge of the $iras,
and holds the strings at this lower end. If it were in the centre of
the 'platform' of the 'resonating chamber' we could expect some mention
to have been made already before this point of what material covers the
giras. This is in fact mentioned at 29.a, so as to support the
makarika, apparently a bridge (30.c - shaped like a makara?'®) to
separate the strings from the surface. I assume motanI (27.b) is
connected with the root mut, which gives Hindi modna, Bengali moda,
Oriya modiba, 'twist' etc., hence a 'rotating piece'. sarika is
puzzling as a term for these, however, as elsewhere it commonly means

'fret', but it does make possible sense of sarigrha as 'peg-box'.
35.-44. The version of this description cited by Kavi (Koa p.721f.)
shows some divergences from the Mss readings. Other citations from the

1. The (probably Eastern) sarangl of the second half of the 19th century
in the Pitt Rivers Museum (Tagore) collection in Oxford still bears a
bridge shaped like a crocodile (makara) and carrying three strings.
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Narayapa indicate that Kavi used the Madras Mss; the changes here are, I
assume, editorial (and somewhat arbitrary).

Like the description of the kacchapT before it and the rudravina
which comes next, this gives an impression of currency and authenticity.
The syntax of the purvakriya nirmaya in 43.b, and the genitive dhanur
Vapééprgpbasya are more vernacular than classical Sanskrit. The overall
size of three vitastis (= 36 angulas, roughly 27 inches), 35.b., with
slightly under half this length in the &iras (as above, this clearly
means the 'body' of the sarangT), makes the instrument much like the
standard modern Hindusthani instrument<¢'®; and the body of the modern
instrument is indeed shaped like a serpent's hood when viewed straight,
and has three playing strings, and a slightly tapering neck. It is
striking thaé no sympathetic strings are mentioned, and this omission
may support the view that these strings were a more recent addition.
Here again, the dadikd ('flap' or 'tongue') 'in the middle' is, I
believe, the end-piece situated below the instrument, in a central
position. The makarika again appears to be a bridge, grooved to hold the

playing strings, and the motanyah are 'pegs'.

45.-66. This is essentially the same instrument as the Hindusthani bin
or stick-zither. The samvaraka (46.c) appears to be a terminal ‘'bridge’
or 'barrier' which carries the strings above the stick; at 73.c the
variant makarika (registered by BS) supports the translation ‘bridge' if
I have here correctly interpreted the word above at 30.a etc. A
slightly earlier contemporary account of the rudravinpa is that of SomRV

11.8-14. Somandtha's instrument is 11% mustis, explained in his own

1. cf. Sorrell 1984, p.294.
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'‘Viveka' commentary‘'’ as forty-six angulas (i.e. 1 musti = 4 angulas).
There is general agreement between the two accounts concerning
structure, but the dimensions differ slightly. Purusottama's is the
more detailed of the two, but Somanatha is more concerned with the
positioning of the frets and their relation to svara. The kakubha
(48.c) is the wooden piece at the end of the stick which holds the
strings. (SomRV: kakubho dagdadhobhégégréZZ@ tantrTbandhanadh3rabhutam
kKasthaéakalam | ) This kakubha, at the lower end (i.e. opposite to the
tuning pegs) is said to have a device for holding the strings at
different levels, as in the modern rudravina. The nakharI (‘claw',
47.b) also features below in the description of the kapilasika vina
'(78.a) and appears to be an end-bridge, perhaps with protruding 'claw'-
like prongs or pronounced grooves to hold the strings. The sarasvatika
is, I believe, the 'bridge' proper, and there are, I think, two of
these, though the positioning is described as for one of them only. The
'umbrella' shape may mean simply a curvature like that of a violin
bridge. The padikad (61.a) is apparently an extra attachment on the
principal stick (one vitasti = 12 angulas). I take 62.c to mean that it
is fitted exactly onto the curvature of one part of the danda. If the
source of the description is Eastern, a connection with the Oriya tat-
sama padikd (= 'measuring rod') is possible. The remark that the ins-
trument should be learned according to Southern instruction is intrigu-

ing in view of its stronger traditional association with Northern India.
67.-70.  The ancient vipancI was probably a type of harp vipa.“=® The
medieval works simply preserve the tradition that this was a nine-

1. Adyar ed. p.56. 2. cf. Deva 1978, p.l44f.; Viddess 1984, p.728.
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stringed version of the harp-vina, played with a plectrum. <'’ Later
texts have transferred the word to a different instrument as here in the
Narayana. For comparison we may take ékaappha's longer description, RK
I1.9-19 ({in which some of the material is necessarily more detailed
because the stick-zither type has not been already described in that
text as it has been in the Nara@yana). The dimensions are slightly

different. but the instrument is obviously similar.

71.-81. The kapiladsikd is, to judge from the description of its playing
method, like the North Indian unfretted vicitravina, without the
sympathetic strings. The present account provides an interesting bridge
betwee the medieval ekatantri vina of SSR and the 19th century
instrument. (2) éé}ﬁgadeva, according to Deva“®’, calls this ekatantri
the 'original vina', and this suggests another link with our present
adya. The earlier instrument was played with a wooden slide called
kamrika. Like our kasthl (v.79) this was of bamboo. The modern
Northern instrument is more often played with a round glass object, but
the gottudbgdyam uses a similar wooden piece. For a text of this date
1t is more likely that the 'Sruti! string (74.b) is a drone, presumably
tonic, than a sympathetic string. é}utism;tikari'probably intends a pun
reflecting the traditional division éruti/sm;ti. dvayam (76.b) seems to
suggest that both gourds are under discussion in 75.4 — 76.b; but as
there is no reason to think that there are two kakubhas, 1 assume that
from 73.d to 75.4 only one end of the instrument is meant, while at 76.a
1. SSR VI.110 and Simhabhupala's comm. (Adyar ed. vol.3, p.249).

2. cf. Widdess 1984, p.729f.; Dick 1984, p.734: "The vicitra vina and
gottuvadyam ... appear to be modern instruments dating from the 19th
century." This may be subject to question in the light of Purugottama's

(presumably inherited) description of the kapilasika. 3. 1978, p.158,
Marathi ed. p.93. The word used is milavina.
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the gourds are considered as a pair. If the instrument is held like a
bin, the ‘upper' end (77.c) is that to the player's left. If it is
played more like the modern vicitraving, standing free in front of the
player, then this is simply a way of describing the left side by analogy
with the other instruments. The precise nature and function of the

nakhari (78.a) remain unclear to ne.

82.-83. Of these varieties some are already mentioned by BhNS XXXIV.26
etc., but the present list is a selection and rearrangement of a longer,
later series as seen in SSR VI.12-14. éérﬁgadeva mentions twenty-three
instruments, and later in the vAdya chapter describes each in detail,
devoting the greatest attention to the pataha with all its playing
strokes; the word in medieval and later texts is applied to a barrel-
drum generically termed dhol in present-day India.<'” Among Purusot-
tama's instruments kupgalf'(cf. éuthD p.55, 1.8) is not in SSR, nor are

§amaki and (?)nwppha.

84.-91. The prevalent accompanying instrument in vocal and dance music
in Orissa to this day is the mardala, the term now being applied to a
type of pakhdvaj<=> and corresponding to the khol of the Bengal kirtan
tradition. The singling out of this instrument is therefore consistent
with the regional tradition. By contrast we find that é%fkag@ha (RK
IV.10) gives pride of place to the muraja - a similar instrument but of
different dimensions. The description (from 84.d) is taken from SubhSD
(p.55), with some new vrtti added, and one or two improvements may be

made to the printed version of that text on the basis of our version,

1. cf. Deva 1978, p.74. 2. ibid. p.95.
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e.8. karand® for karenz®, 87.a. The instrument is of greater length (1%
hastas = 36 angulas) than the mardala described in otherwise roughly
similar terms by SSR VI.1010ff., and the faces are one or two angulas
less in diameter. Our text states clearly that the middle is broad,
which I take to mean broader than the extremities.¢'® The description
(88.-91.) of the lepa (or marjana as it is called generally
elsewhere“®’), gives us some interesting Eastern information on the
technique and the ingredients. For kenduka ('ebony tar', 89.a) éubh has
a variant kﬁﬁjuka, 'gruel'. The term puta (89.2), for Mano's mukha
(dakginamukhe) gives more of a notion of 'covering' or ‘enveloping'.
purika nama ... (90.1.-91.2.) modifies with new information what we
find in Subh. Mano p.58 gives the further information that the paste is
to be dried in the sun, the process being performed twelve times:

parika (for purika) n@ma bhaktaldjacipitaka(for ka)nam

anyatamena jalapistam bbasma !

tatah suryatape dattva sosananantaram tatha |/

evam dvadasavdran tu kurya(1> lepanasosane Il
It is not clear whether koyT (91.2) is the local term for the paste or
for the dish. This gloss is, interestingly, omitted by Ghan, presumably

because it did not apply to his linguistic environment. vajra must be a

'hard-drying' substance (cf. vajra, vajralepa, MV p.913).

92.-97. Vidvakarma is associated already in BhNS (XXXIV.9) with the
creation of the various drums, and what are here the three types of

muraja are in that text (v.201ff.) the three kinds of m;daﬁga, for which

. In $SR VI.1021: manam yasya manan madhyah prthur I accept
Simhabhupala s interpretation and take mandk as an adverb with prthub
('slightly broad<er>'), and not as Dick 1984, II, p.&95 interprets it
(with man&k meaning 'less'). 2. A good detailed summary of the

ancient and modern techniques for mixing and smearing this is in Dick
1984, II, p.694,697.
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much more detail is given concerning measurements etc. v.94 is in fact
derived from BhNS v.202 (GOS ed. vol.IV p.488, where the reading svakah
is surely inferior). The method of playing the m;daﬁga and other drums
is circumscribed in great detail by Bharata in this chapter, whereas
égrﬁgadeva deals most extensively with the playing technique of the
pataha <éSR VI.830ff.). The four margas are introduced at BhNS
XXXIV.10f. (GOS p.468); the aksaras, or individual sounds, are said to
be sixteen in number, and out of them VEkkarapéni, intelligible
combinations (on the analogy of utterances from articulated syllables,
aksaras) are constructed. Bharata's margas (addita‘'®, @lipta, vitasta
and gomukha) are related to the strokes of different instruments; so
addita strokes are produced by a combination of alingya and mrdanga,
gomukha are a combination of all the 'covered' (puskara) instruments,
etc.. The present version in the Narayana, though some readings differ,
is derived from SubhSD (p.58). The feminine forms of the marga names
suggest that some feminine substantive is to be understood, but the pre-
Subh. context is not yet to hand. 1 have accepted Subh's Tritas
(v.95.a), which makes caturmargz correct in sandhi though a faulty
karmadharaya samasa. Here the marga terms have been re-applied to types
of hand and finger movement which were presumably in use in the Eastern
system or its model. This passage, in which éiva (Candramaulin) conveys
the teaching to Nandin (in the Puranic style) shows the same Saivite
context as we find in SSR VI.828ff., where the various categories of
playing strokes are said to spring from the various manifestations of
éiva - Sadyojata, Vamadeva, Nandikedvara etc. The description of the

7/
1. This spelling, as opposed to ghattita, is preserved only by Subh.
among the Eastern texts. The later Orissan tradition appears to have

corrupted the namne,
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alaptikd corresponds to Sarngadeva's konahata hand-stroke (SSR V1.851),

both in content and in wording.

98.-103. The three praharas are mentioned at BhNé'XXXIV.40 (GOS
p.414), and are degrees of 'damping', the mukta ('free') strokes
allowing the instrument to reonate freely after the impact, the nigrhita
(‘restrained' or 'controlled') being fully dampened. '’ Bharata
specifies which bols are in which of the three categories. The present
account, like that of the margas, is from SubhSD (p.58). The function
of the kaldsa is not yet clear to me. The 'Bharata' quotation (101.a)
is more directly from SubhSD (p.57-58), where various types of vada
(stroke) are listed: kaldso dvikaldsad ca t@kall cardhatdkalT .

Subh too declines to explain these terms "for fear of prolixity". The
Fﬁkapf is, however, mentoned by $SR (VI. 1050 etc.), apparently as a

combination of strokes forming a 'run' or 'flow'.

104, This again is taken from SubhsSD (p.58). I find some support for
the reading mukhavadako (as opposed to sukha®, 'playing with ease') in
§SR' s mukhavadyesu patavam (VI.1065), unexplained by the commentators.
Our present reading possibly refers to the playing syllables, which are
‘mouthed' (enunciated), or, in my view more probably, suggests that the
player should also be able to play other (specifically wind, blown,
mukha) instruments in addition to the drum; this is, I believe, the
meaning of éﬁrhgadeva's mardalikaguna. éérhgadeva's account of the good
drummer, like Bharata's before him‘=7, also stresses more general

1. The BhNS account of these strokes is summarised by Powers 1984%,
p.695. 2. cf. Ghosh 1961, p.199.
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aspects of musicianship than mere dexterity in the technique of the
particular instrument.

105.-106. The list is from Subh (p.B53). Of éérﬁgadeva's susiras it
omits only the pavika (éSR VI.11-12). TittirT, as éé?ﬁgadeva himself
explains at v.797, is a vernacular name for the tundakinI, sometimes
also called turaturT. (SrikRK IV.180 lists tittirT as the only form.
The dodahI and the two extra vapéas are additional to the earlier list.
cukka (also so spelt in the ébbh Mss) may be an orthographic corruption,
but I assume it is early enough to precede the original NAtrayana. In
such cases I have not venfired to 'correct' the text. In 106.c I find
the readings very uncertain. If we prefer (as lectio difficilior) éfﬁg
to Sankh, we shall have to change to érnga-(3)13pikavaméaé ca or take
éfﬁgap lapika®, which is implausible, or éfﬁgay kapalika’, which 1 have
accepted from Subh as possibly genuine there (but without much certainty
that this is rthe reading Purusottama inherited). Though I knowa of no
other mention of this instrument, it is possible that a particular type

of flute was associated with members of the Kapalika sect.

107.-110. This traditional account of the construction of the vaméé is

derived immediately from SubhSD (p.953). It corresponds largely in

content, though not always in expression, to $SR VI.425¢f. éé%ﬁgadeva
gives three possible positions (two, three and four fingers' length) for
the distance of the blowing hole from the end of the tube. After our
v.110 Subh has an extra verse which is also used by Ghan. (11.45). I
do not think this disproves the precedence of the Narayana to Ghan;

Narahari could easily have had independent access to the SangTtadamoda-
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ra, this being one of the most used of all Sangita texts in Bengal and
Eastern India in the 18th century.<'’ This contains a reference to
Matanga, interesting in itself (along with 117 below) because the
chapter on instruments in the Byhaddeéi has not survived. Matanga is
said here to have stated that the vaméa was of Va@éé itself (bamboo).
Ghan's reading is an improvement on the Calcutta Subh text: va@éénaiva

mato 'pIti matangamuninoditam |

111.-114. The specifying of distance between the seven blowing holes
of course makes no sense except when related to the overall dimensions
(length) of the flute. So the l%-angula gap is apparently what is found
in the case of the 5-angula flute (i.e. where the distance between
blowing hole and first finger-hole is five angulas), and longer
instruments will have the tara holes further apart. From the practical
point of view, it would be difficult to finger a flute in which the gap
was less than 1% angulas, and it is therefore reasonable, even apart
from the sound of the instrument, +that the 5-angula should be the
highest pitched vamsa in use. As Dick (1984, III, p.713) points out,
éErﬁgadeva's description suggests that the end of the instrument is
stopped, and éabhahkara's confirms this (here 112.d). The
‘application', however, may not be on the ends, as Purugottama's vriti

(112.1) interprets, but rather on the playing holes themselves, to

temper the pitching.

115.-118. SSR VI.433f. gives names for vaméas of all lengths,

1. cf. Jones 1965, p.135: "The Pandits of this province unanimously
prefer the Damédara to any of the popular Sangitas ... "
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including those not in use or ‘eschewed' (to which Sérﬁgadeva adds the
17-angula, v.437). Three of the four cryptographic names differ from
SSR (v.435%f.), which gives rudra, aditya and manu for nanda, vijaya and
jaya respectively. éérﬁgadeva's are certainly commoner numerical

cryptograms.

119.-122. The gunas are from SubhSD (p.54>. The prototype is SSR

V1. 663-665, where most of these gunas are referred to. é%rhgadeva's
susthanatvam is glossed by Simhabhlpala merely as ‘correctly achieving
the sthana' (samyaksthanaprapti) and is left without comment by
Kallinatha. As the rest of the verse is concerned with musical
(technical) matters, I take sthana as ‘register' rather than ‘'posture'.
In the context of 'moving the fingers cleanly' (Simhabhipala:
angulisdrane pidhanamocanddau abhyasah), the correct achievement of
sthana would mean pitching the note correctly and not in a higher octave
(which would come about through sloppy fingering). For 120.b SSR has:
svasthanavad apasthane régodbhutipragalbhata | This means, as
Kallinatha explains, that the player is able by his own prowess to show
the development of the raga not only in the svasthanas (four standard
sections of an alapti, as elaborated at SSR II1.191ff.) but also in the

portions other than these, termed apasthanas:

svasthdnani purvoktani mukhacalanadini catvari | tato 'tiriktani
svasthanany apasth@nany ucyante | atra yady api svasthana eva
ragabhivyaktir bhavati papasthane tathipi vamSikah svapragalbha-
taya apasthane 'pl svasthanavad ragam utpadayati cet sa tasya

gunah |/
This is a different quality from our nﬁdanirmépakauébla, but the wording

is sufficiently similar to suggest a connection - a reinterpretation by

later dastra of the original guna. As for gatrnam sthanadatrtvam, this
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follows what Kallinatha tells us is a variant reading for SSR VI.664.a
gatrndm tanadayita (Simhabhipala reads sthanadayita). Sthana here, as
Kallinatha sees it, means 'register' and the flautist's quality consists
in the pradaréana, 'demonstrating', of the correct register to singers.
Purusottama's understanding of this is different. The guna of covering
up the singer's faults is also mentioned by éérhgadeva.

The dosas are also clearly derived from SSR V1.666f. (through Subh.
p.-54). svasthanaprapti (122.a) represents $SR's istasth@n@navapti (and
so at least in this case not the technical sense of svasth@na as in the
alapti). vrthaprayogabahulya is in $SR mithyaprayogab3®; most obviously
prayoga here means simply a musical ‘usage' ('execution' of notes) in
general, but Simhabhiipala takes it in a technical sense as the
gamakalapa which éérhgadeva has said (SSR IV.360) is employed in the
vipula type of ekat@lT (salagasuda) prabandha. This is an anaksara
Alapa, and the player's fault would consist in excessive and redundant
use of such @lapas. alpatd gitavadane is an additional dosa not

mentioned in ééR.

123.-127. The sthanakas (123.a) are the 'standing postures' in dance,
an important class subdivided in dastra into six meaningful
positions.<'® kald is not explained, but as the text stands the most
obvious meaning would be the iala division, assuming the word is
technical. The gunas of fingering (124) seem to be not so much laudable
characteristics as simply technical 'positions’ or 'features'. The
terms are not in SSR, as far as I can discover. At VI.456f. éarhgadeva

1. For the nature and dramatic meaning of these cf. NandAD 260, 262,
274-282.
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details five playing modes (gatis). The first two of these, kampita and
valita, both appear to involve inflections of pitching. The other three
correspond, I think, to our present three gunas - mukta, in which the
fingers are all released, ardhamukta (fingers half eleased) and nipidita
(holes completely covered by the fingers). Under phutkadra, 'blowing',
égrﬁgadeva lists twelve gunas and ten dosas (VI.654-662). Though it is
hard to be sure what éﬁbhaﬁkara’s terms mean in the absence of a com-
mentary, certain correspondences with SSR's lists are likely, namely
our naividya ('lack of gaps') with SR snigdhata ('smoothness') and
praudhatd with SSR n&d&nurapanam (?), but the present list is
differently conceived, only mddhurya being common to both. Among the
dosas, visvarata and sphuritatva are common to the two. In a variant
list reported by éérhgadeva as the opinion of some (other) authorities,
kampita (apparently an equivalent of sphurita) blowing is mentioned, and
explained by Simhabhiipala as the unsteadiness or trembling (sphurana)
which results from an excess of phlegm in the mouth: yah kaphopahatad

vaktrad vikrtasphurane yo dhvanir jayate sa kampitah /.

128.-129. The ghana category, though mentioned by BhNS in the complete
statement of classification at XXVIII.1, is otherwise not given any
detailed treatment in that text, presumably because in the context of
drama it was of less importance than the other categories. The
reference to ‘MunTndra' (129.b) is in any case probably conventional or
'formulaic*. éSR VI, 15, fuller in this respect than Par$vSSS, lists
eight ghana instruments, all of them in our present list if we assume
correspondence of our kampikd (or kambik&?) to kamra and patavadya to

patta. Our ghargara, éérhgadeva tells us elsewhere (VI.1198), is a
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laukika term for the ksudraghantika of this list, another name being
marmara. The jhanjh@tala (obviously the small cymbals, Hindi , Oriya
etc. Jjh&fijha), the mafijira (another kind of cymbal, already mentioned by
Kumbha as being four ahgulas in diameter and struck with a stick:'’),
the kartarT and the (?)ungura (perhaps connected woith what Kavi
transcribes as uguru from Somardjadeva's ghana list¢=?) are additional

,-— -
to Sarngadeva's listed instruments.

130. The karatZla here described is not the same as the instrument
for which this name is commonly reserved in other parts of India, namely
the wooden clappers called cipalya in MarathT. The word is, however,
sometimes used in a less technical (or less specific) sense, for 'any
two pieces held in the hands and clashed'<“**, and in Bengal and Orissa
the kartal is still a pair of small cymbals (kara-td@la, 'hand-
cymbal'). << It is qﬁte likely that the type of instrument given here
was current in the kIrtan music of Purusottama's time, though the
language of the description (Subh. , p.59) has points in common with
$SR*s kamsyatalalaksana (VI.1181). It also contains information that is
not found there, e.g. that the instrument originates from Kashmir. The
difference in strength of tone between the right and the left cymbals is
expressed (in the case of the tala) by éérhgadeva through the symbolism
of Siva and éékti (VI.1177), the union of the two producing the musical
sound. The instrument plays all the angas of the tala except the
anudruta; presumably the cymbal clashes correspond to the claps

signalling the kriyas (cf. notes pp.164-166 above).

1. cf. Kavi, Koéa p. 457. 2. ibid., p.831. 3. Deva 1978, p.55.
4. cf. Dick 1984, II., p.361f.
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1. In this final chapter we are given two examples of extended
compositions. According to the definition in the first pariccheda, only
the second of these is a sﬂga (cf. 1ti sdlagasudodaharanam, 25.1 below),
being in a single raga and lacking pata and the other afigas (cf.I.397
and commentary). The SuddhagTta (vv.2-11) is, however, a somewhat
similar compound structure, in which each part is in a different tala,
and almost the same selection of tadlas is followed as in the sZlaga
composition (only substituting kudukka for nihsaru). Except for the
final ekatalT, the tala is in each casqﬁentioned before the raga, and
this unusual order perhaps underlines the crucial role of t@la-change in
such a composition. It differs from the salagastda in that the
component prabandhas have other angas that are required according to the
traditional concept of the guddha prabandha - pata, tena, svara. I
believe that these must be among the latest examples of such

te Aave
compositions so faﬁ(come to light.

2. The duddhagita, as the &lapa 'colophon' tells us, is called the
Balabhadrodaya, and consists of a series of Balabhadra (Balarama)

stutis, some containing references (I believe) to local Orissan
traditions with which I am not acquainted, and consequently posing
problems for me in translation. The imagery of these poems is vivid and
would lend itself to mimetic performance of the same genre as

GTtagovinda dancing in the Orissi tradition. At the end of the gita
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(11.1) we are told that the words Jaya ... °‘nuta are the first kalad, and
that the mana is established therein. Iﬁfhis is the same mana as the
talasamaptikrt (I1.589f.), then the meaning is, I believe, just that the
tala-avrtti begins and ends at the beginning of the line of the poem.
Purusottama has given his view (I.460f.) that aditdla is two laghus
subdivided into four drutas, and I have suggested that this may amount
to something like the Karn@tak aditdla: 4 + 2 + 2, but in any case the

pattern is clearly a yugma in groups of four:

(jaya rohinisuta‘'> ...)

VY miv v vl e i a . e e ow Y 2
(O 0 o .| ° o | o o | o o
1 0 o o o0
1| ool e0.1 oo:ete. ; | 3

Though the tena, svara and pata cannot be fitted to the metrical scheme
with any certainty, a rough pattern is suggested by the pata, covering
the same time as two lines of the text, if the dram can be assumed to
occupy four matras. The pata is, of course, an interesting record of
percussion (presumably mardala) stroke-syllables, partly resembling the
modern Karnatak mrdanga notation but also showing common features with
the much earlier system described in éSR (VI.1051f., etc.)?

jhem jhem jhem krina thongita nangita khatamataratakita dram dram

— .—I__ uu'—,u“'-—- uu’Uuuu‘Juuul—.—.’___.l

dram drimikita dhakum dhdakum jham ta ri jham ta ri ta t@ dugata

The order of pata, svara and tena follows the rule laid down at I.606.
In the supplementary textual notes I have for convenience divided the
notation of these into groups of syllables which are easily identifiable
1. Unlike the o reading rohini°®, the third syllable must be short for

the metre, though this could be understood regardless of orthography.
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and easily compared in the various manuscripts, but not to be taken as
strictly metrical units. The readings have, however, been conjectured

on grounds of metrical as well as palaeographical plausibility.

3. The meter is in agreement with the khanda-rule for addatzla
(I.429f.), i.e. a pattern of multiples of five mAtras. The cadential
portion (each second khanda) contains the rhythm | — « — |

(sIradhara ...)

_'vuuruuvuu\rvaquuT—- u——'e_te.

4. The khanda of mantha is perhaps said (see note on I.432) to resemble
rupaka, which has a dala or khanda of twelve or eleven matras. This
would match the ayugma pattern apparent in the present verse:

(kamapala ...)
A

. ] . . L ]
— D\ ames o b -t - e UY-———- -~ * e - s (%] -b u‘___. l ‘t‘.
. 13 »

q L]

If there is some contemporary sense in the definition of mantha
(I.473f.) as | t S I r r, the matra could, as I have suggested, be

equivalent to three prosodic matras:

L ] -~ ———— S o wl f e -

]
] 1 1 ]
)
.

s 4

[ ' ; [ T

5. The khanda of yatitala (I.428) is fourteen or twelve matras, divided

after seven:

(ballavikara ...)

Ci%) C12)
To preserve the pattern laghudvandvad drutadvandvam - 1 | 0 0 -

I have suggested that one or other of the laghus (more likely the first)

may cover three prosodic matras: =— ¢ =— <~ 9 [|— < — = <
® g n % x = - X x m » M m »n
] | o o || | 6 o

- 234 -



pariccheda 4

6. Jhampd has a khanda of ten, fifteen or nineteen matras in two
portions of five (cf. I.429):

(@krstadivasa® ...)
— = WY oo L LYl e L Y= A

The khanda of the present example must therefore be nineteen. Again

interpreting the angas loosely, the pattern 0 0 | could be arranged as

follows:
— ——— VTVUUV ~ -~ L d - ,,,,,Y___ —
x %X < X x » » ”® X L3 < » X »r x x X X
8 \
o ©o [ 0 o |

but Krenaddsa seems to have taken a different, and simpler, view., (See
my note on I1.471 above). The pdata/svara section may be arranged in some
such way as follows:

tho fga ki ta jhem kri na t& ththa ri ki dram drap
_@_:3|

ni ga ma sa ri dha pa dhi ka ta dri mi ka dri mi ta tta

vvuuu'uuudy’v uuvu’—-—.f.‘_.:a

7. (I have not taken avanTIyam as a participle of the root av,
‘protect', mainly because the word order suggests otherwise; I read
avanT (= bhiimi) TIyam. ) At I.477 we are told that kudukka has the angas
001 | , but at 1.426 that the khanda is like that of adi and ekatalT
t3las, i.e. sixteen or fourteen mAtras. In the present composition we
have a line, as it stands, of 16 + 12 akgaramﬁtfﬁs, and in my note above
(see p.160ff.) I have suggested a model in which the 'short' khanda may
be built up to complete the tala avrtti. I suggest further that in the
present case the simple protraction of the end of the line (‘'taram,
udiram etc.) to eight matras appears unnatural, and that the continuity
of the song would be too greatly disturbed by the 'gaps' if the last

four matras were in each case left empty. The vocative haladhara would
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comfortably serve to fill the line, keeping &sava as the initial point

of the khapga of 16 matras:

_ _ [ haladharal
asava panamadhuram arunadyuti caficalamecakataram haladhara

lajjitamadhyavilolimadhuvratasonitakamalam udaram haladhara

To avoid repetition of haladhara there could be a short prantavantara-
khanda before c. haladhara tava vadanam ... Alternatively c.-d. could
fit the same scheme (perhaps as a dhruva, if haladhara were similarly an

anacrusis:

udaram haladhara
tava vadanam kamanTyam manasi mamdstu sat3m avanTyam haladhara
tava etc.

6. As in the specimen of triputa at I.467 above, the present son@ﬁost

naturally suggests the pattern 3 + 2 + 2 + 2 =0 0 0 :

/' -3
(sikharamandsla® ...)
\’JJ-——uv:—— - — uu;— - — - 0,—— - -2-:#
LY ‘\ [
o o o .0 o o 'o © o & o [o]

and the pata:

td tt3 dha ri ku ku dri mi ki dram ki ta tho ngi tho ngi ta n@ figi n&

- Y - - u: - - - — - u:——- - — - .J’——u Q:‘f
o o o - 0 o o . o o ‘o o [<]

9. This agrees with the former definition of khanda (see note on I.469,
p-175 abaove). A rhythmic subtlety here is the ambiguity in the measure
of each line, in which the six matras tend to three groups rather than

two: & @ e v o

10.-11. No r&ga is mentioned for the atala Zlapa; if the melody is at

all structured, perhaps it continues in bhairava, but the intention may

be that the performer have scope for improvisation at this point. The
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final ekatall shows the same yugma, 16-beat khanda as is prescribed

above. (See also note on 1.476, p.178 above.)

ta dimi'dimikita.thaﬁgita nangita jhem ku ku jhem krina jham tari re
. . N ) : * ’ "\74'

2
~/ -f ¢ ~t L H
A— ~d -~ . — - -~ - " - - 4 ."—_,
- . ! e— d “t — ~ v | — s

As in the tripu@a (v.8), the svara and tena together appear to occupy a

line.

12.-25. In the sZlagaslida example those tZlas that can be used in
structures of either dhruva or mantha mode are demonstrated in both (cf.
25.1f.: atrobhayalaksanesu ...).<'> The stobha-like syllables ti a i a
(cf. I.417f.) are used in many of these Salaga gTtas, and are quite
absent in the Suddha gTtas, though the use there of the ‘classical' tena
anga may be analogous. It is also the case in the GitPrak and the
Sangitakalpalatikd that these syllables are confined to the sdlagasida
compositions. Though I had previously thought they were peculiar to the
Eastern compositions, I have been sent some specimens of similar
syllables used as 'line-fillers' (i ya re etc.) in vernacular or
Apabhraméa songs bearing signatures of early composers (Nayak Gopal
etc.) and transmitted by Bhavabhatta in his AnUpasangItaratn@kara. ¢’
In the present context we have to guess at their 'scansion', remembering
that in the Orissan manuscripts the notation of i/T is often hard to
differentiate, and perhaps is not metrically crucial in this case
anyway:

(12. @bhoga b.)

ol

ti aa,Taa TaT ta a T tT ta3 na-ra-ya-npa-nr-pam a-va-tu bha-van

\lu—: —4

| >

4 [
o o “ & - — & - ‘4:-——_—..0 - - u:d ~ - - !
M .

1. The labelling of principal khandas (prathama°®, uccah®, dhruva and
abhoga) is throughout this composition quite confused and erratic in BS.
2. Ms in the Anoop Sanskrit Library, Bikaner.
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(14.£.)
ra-ksa ra-ksa kr-pam-bu-dhe ti a3aiaiadaia

]

ar— W e s | —— -~ — Vuf—-..;_..,../',-—-—.,
. ! )

! ) : A\

aix@ia iai3ai bhu-pa-ma-ni-na-ra-ya-nam

) ' : A .

‘.

—-— ) b - - — ——
pr—— ] P —— .l:._. - - - — W 1
L)

15. I have discussed the definition of nihsaru and its khanda-structure
above (pp.162 and 173). 1In this case the laksana (see 1.463) agrees

with the statement on khanda. There is, it is true, a tendency to

“ Vi v *; rather than ~ ~ vt~ « v in the first portion, but this

2. Lo

could give a plausible, even an interesting, syncopation:g v
aiaia iIﬁapéarratha nandane. kauéaly§1h;dayasu candana—'

- - - - _UJ-—.."..—., - G ] e— L

d ) :
man—do—ditaTha-sa—mu—-khaf e ‘ . t: 3 \ '

b Y - 4

—— .—l—\- v 2 v - - - AL TS
o ;0 \ |
In attempting to restore the correct reading in the Zbhoga (k.-1.) I

have added 5 3 before tava nidma, as the line is otherwise metrically

incomplete (and suggests haplography with the end of j.).

16.-18. The metres have now all been discussed, and here it should

suffice to indicate briefly the tala pattern of the remaining gItas.

(manthatala ~ sitastanaghana® ...)
/N

(See notes on I.432, 437f. and IV.4.) Here in several lines, including
both in the prathamakhanda) a syncopation is seen in the first

avantarakhapnda (and sometimes beyond).

(c.-d.: namo namo dina°® ..

w‘,_.'

}
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jhampaka - aghaharana ... (17) (cf. notes on I.429, p.161f., I1.472 and
IV.6.
ai tia... (18. Zbhoga)

Ve v—Y Vv — Y v — oY = 2

~w -
¢ =Y — =Y — .Y .

19.-20. triputa - surapatitanuja ..

This presents a problem. Though the definition (I.467) of triputa as
0 0 0 was hard to reconcile precisely with the examples we have had so
far, these were consistently seven-beat structures (e.g. IV.8), con-
firmed by the direction that the avantarakhanda be of fourteen matras
(1.428). The present composition is clearly a yugma four-matra

structure, quite unlike the earlier samples:

Vere it not for the fact that in the normal list of salagastida gTtas
(cf. 1.460f.) we should expect a triputa, we might assume that this one
had simply been mislabelled. Nor can the composition be either of the
two 'extra' talas, kudukka and upadda, as the second of these is a
different metre (cf. 1.478) and the first, though yugma, is only
manthalaksana (I.414). 1 can only suggest that a composition in some

other tala has been used here in error.

21.-22. a@@atala - kakutsthatanu® ... (21

— -—VY-’ - ~ VTU\J -~ [V JY-—. ——

—_— ~—T’.~. - o ,‘{ v o e w ,\(__. 13-‘

(See notes to I.465f. and IV.3.)
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The manthalaksapna sample (22) requires no extension of the final
syllable of the line (and thus has a full-length prEhtévEntarakbapqa):
nispistadusta’

——— — JT—-—-—-U U-JY - - [ v 91’__- - ———“ Q#c.

23.-24. rupaka - amrtajata’ ... (23)

l

2,
A\
= |

vdq——-u‘._.uuuu\uuguuu‘——v

—
v oo ve|l— — o s — v e — -

(See notes on 1.469f. and IV.9.) There is also in this case an
interplay between 2 x 3 (v « «i- - =) and 3 x 2 (- =1« i« ), €8
narayanavarana® ... (23.f.)

—_— - ul — v, - ...'u - b e— olu — ! —‘_-‘ch‘
. .

dTnagatijana® ... (24.d.)

.
o+ ae— Wt ) . N
. . luv ..——n.-.n‘ o v u"._..) o -

> b

.
. R .
—— - L -~ v — .
.—"" .;.‘ - L R A e A (S IR

. - .

o5. ekatalT - hatadasakandhara ...
)

J'uuui_—— ..lu\u.;y.oi._- ————

<D

dvd.)\'_"vu\——- ——“-—- ——

(See notes on I.475f., IV.10,11.> Here it appears that the short final

_a of the vocatives is to be lengthened in performance.

atriasya nirmdpna’ ...<25.5f.) In this definition the word khanda (of
prathamakhanda) seems equivalent to dhatu or avayava; this khanda, which
is the dhruvakhanda (and so presumably is repeated), is twice the length
of the abhoga<khanda>. At 12 (etavata dhruvas ...) we return to the
component khanda (referred to above as avantarakhanda). The position of
punar (9.: manam dattva punar dbhogam gayantl) should properly give the

sense I have indicated in translation: 'again they sing the abhoga'.
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But as no mention has been made of the abhoga before this, perhaps the
word is (from a strict point of view) displaced, and should be taken
with dattva; the sense would then be that the mdna is 're-established'
after the dhruvakhanda, and then the abhoga is sung. I doubt that this
mana is the same as that which is defined at 1.589 as tZlasamaptikrt; in
a less technical (or less specific) sense it could mean here simply the
'standard measure', i.e. tempo of the matrds. As Krsnadasa says
(GitPrak p.4), the mana is given (or perhaps 'is to be apprehended') in
the dhruva because it is the dhruva that most securely establishes it,

through frequent repetition: dhruvatvan niscalatvat punahpunarupidanat

| yato 'traiva dhruve manam |/

26. The additional colophon (see app. crit.), attributing the work to
Purugottama (as against the raher weak verse yavacchivasya® ... and the
first colophon) must be a fairly early insertion, since it travelled
into the B prototype(s). I have left it out of the main text simply
because it conflicts in sense with the first colophon and is, I believe,

an accretion (though correct in assertion).
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