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ABSTRACT 

THE SAtiGlTOPANISATSARODDHARA: 

A FOURTEENTH-CENTURY TEXT ON MUSIC FROM WESTERN INDIA 

Allyn Miner 

Ludo Rocher 

The Sangitopanisatsaroddhara (SUS) is a manual on music written in 1350 by 

the Jain scholar SudhakalaSa who belonged to a lineage centered in western India, 

primarily Gujarat. It was composed one hundred years subsequent to the great 

compendium of medieval musicology, the Sangltaratnakara, and fifty-two years after 

the permanent establishment of Muslim rule in Gujarat. The SUS treats many of the 

main topics of medieval musicological discourse, but has been noted for the 

introduction of several new ideas which were carried into the later musical and 

musicological practices of north India. The changes that it represents in comparison to 

the Sangltaratnakara and its position at a pivotal and relatively unexplored time in the 

history of north Indian music make this a uniquely valuable document. The literature, 

architectural constructs and paintings which emerged in surprising abundance, 

especially from the Jain community at this time in Gujarat, make the time and region 

especially rich in sources for a study of cultural history. As literature reflected new 

vernacular and populist choices, and painting adapted techniques and motifs from 

Persian court traditions, the SUS documents a breakdown of many of the musicological 

categories of earlier periods, and suggests that the thinking on and the practices of 

music were undergoing a parallel process of dissolution and vernacularization. 

This study has two main parts. The first sections summarize aspects of the 

cultural history of twelfth to fourteenth-century Gujarat, examine the contexts of 

musical performance practice and the tradition of sahglta&astra, and summarize the 

ii 



positions that the SUS takes on each of its main topics of discussion. The second part 

consists of the text in Devanagari followed by an annotated translation. 
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PREFACE 

This work is a product of my involvement with the art music of north India 

dating to 1971, when I made my first study trip on the Wisconsin Year in India 

program. Subsequent grants allowed me to pursue performance studies under Dr. 

Thakur Raj Bhan Singh and musicological studies under Dr. Prem Lata Sharma in 

Banaras until 1982, when I received the Doctoral degree in Musicology from Banaras 

Hindu University for work on the eigheenth and nineteenth century period in north 

Indian instrumental music. After joining the Ph.D. program and completing the 

coursework in Sanskrit at the University of Pennsylvania, my background led me to 

choose a musicological text for doctoral study. Dr. Kapila Vatsyayan first brought this 

text to my attention in 1988, and suggested it as a subject for translation and study. This 

study has been done under the guidance of Dr. Ludo Rocher, and incorporating 

suggestions offered by Dr. Michael Meister of the University of Pennsylvania, and Dr. 

Harold Powers of Princeton University. The project has also been guided by Dr. Prem 

Lata Sharma, with whom I read the text in Varanasi in 1991 and 1993. 
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THE SAtiGlTOPANISATSARODDHARA: 

A FOURTEENTH-CENTURY TEXT ON MUSIC FROM WESTERN INDIA 

Allyn Miner 

INTRODUCTION 

SafigltaSastra, the Sanskrit technical literature on music, is the primary source 

both for studying the long intellectual tradition surrounding music in India, and for 

reconstructing the history of musical practices. This holds true for the period from the 

early centuries C.E. through about the seventeenth century, when vernacular, pictorial, 

and oral tradition sources add to available material. The texts offer a mixture of 

descriptive and prescriptive information. Exemplifying the relationship between Sastra 

and historical application, they require the reader to sort out the changing use of 

terminology and categories, and differentiate between theoretical and applied constructs. 

The case of music is a particularly interesting one for considering the relationship 

between text and practice, since musical practices are constantly subject to regional and 

vernacular influences, and challenge the normative influences of the Sastra. Yet 

performance practices are also constantly informed by theoretical tradition. 

Published editions of sangltaiastra texts began to appear in the last quarter of 

the nineteenth century, and by about 1965 most of the major treatises were available in 

print. 1 An early wave of modern musicological work focused on establishing the 

chronology of the texts (Raghavan 1956,1957,1960,1961; Kavi 1983, iii-xxvi). 

Other studies began to reconstruct understandings of the obsolete technical terminology 

and define historical periods in performance practices (Bhatkhande 1956-7,1970,1990; 

Kavi 1983). In the last two decades, with refinement in the understanding of 

1 For a bibliography of published texts, see Nijenhuis (1977:42-5), and Powers 
(1980a). 
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terminology and technical categories, increasingly specialized studies and thorough 

translations have appeared (Lath 1978; Ramanathan 1979; Ayyangar 1980; Sanglta-

ratnakara 1978,1989). Several major recent publications signal a new vitality in the 

field of musicological study. The new studies represent a range of concerns. The Katz 

volume (1992) contains important topical studies by some of the leading musicologists 

of the day focusing on the relationship between theory and performance practice (Sastra 

and prayoga), and adding the first musicological input to current academic discourse on 

text and historicity. Rowell (1992a) has made a significant contribution by reviewing 

musical concepts and categories of the ancient and early medieval period in the context 

of the wider Indian intellectual tradition. Dattilam (1988), SahgltaSiromani (1992), and 

BrhaddeSl (1992) are new annotated translations of important sangltaSastra texts. 

Music historians assume that social context influences and is reflected in 

musical practices, and that musical material can provide insight on aspects of cultural 

history. Although such assumptions are eminently applicable to the Indian materials, 

cultural history has not yet been used as a primary focus for examining a musicological 

text The work at hand assumes a continuum among music, literature, painting, and 

architecture, and between these arts and social reality, and uses this relationship to assist 

in the understanding of a text that was composed at a critical period in musical, social, 

and regional history. 

The Sahgitopanisatsaroddhara (SUS) (1961) is a manual on music written in 

1350 by a Jain scholar belonging to a lineage centered in western India, predominantly 

modern Gujarat. One of the only fourteenth-century works on music, the SUS is 

contemporaneous with the establishment of Muslim rule in Gujarat, when major shifts 

in the political and social landscape were affecting every aspect of urban life. Composed 

about one hundred years subsequent to the great compendium of medieval musicology, 

the Sangltaratnakara (SR) (1943-1986), it treats many of the same topics of 

2 



musicological discourse, but has been noted for new ideas that it expresses in its 

descriptions of ragas and talas. In fact, the changes that it represents in comparison to 

the SR are fundamental, and in some cases seem to relate directly to later north Indian 

performance practice and theory. However, much of the SUS material has an 

anomalous relationship to the texts and practices of the fifteenth and sixteenth centuries. 

The SUS represents a period of musical and musicological history intermediary to the 

medieval period as defined by the SR, and the later period, defined by developments in 

Mevar and Malva and associated with the appearance of dhrupadcourt music. 

This study considers the material in the SUS in four ways. It asks what 

information is reiterated from earlier sources, which topics from earlier works are 

omitted, which topics receive new interpretations, and which appear in the SUS for the 

first time. Of the last group, it asks which points are to be found later in musical or 

musicological history, and which are specific to the SUS itself. In general, the SUS 

restates enough material to indicate its participation in the musicological tradition. Most 

interesting, however, is the material that it reinterprets, newly introduces, or omits 

entirely. The main prabandha and raga categories of the SR are omitted in the SUS, 

and subsidiary categories of the SR appear at the top of the SUS hierarchy. The 

concepts marga and deil do not appear in the SUS at all. Theoretical terms such as 

grama and tana appear with new interpretations, apparently based on contemporary 

performance practices. A new classification system for ragas appears in the SUS, in 

which they are explicitly grouped by gender, and visualized as tantric-style deities. 

Gender grouping and visualizations for ragas later became a standard part of north 

Indian musical culture, but these were substantially different, a fact that exemplifies the 

problematic connection of SUS with the following period. A set of drumming sounds 

(upaSraya) provided for each tala in the SUS signifies possible new developments in 
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drum accompaniment practices, and may relate to later north Indian practice, but the 

absence of these in subsequent literature makes their appearance here a puzzle. 

Seen on the background of the political history, literature, painting and 

architecture of the time, the SUS appears to represent a period when Sanskritic 

traditions encountered a wave of vernacular trends. Its shifting categories and 

terminology tell of attempts to deal with contemporary reality from within the textual 

idiom. Its new contributions tell of the existence of an active musical culture in Gujarat 

which must have been interacting with the changing environment around it. 
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THE MANUSCRIPTS 

The text of the Safigltopanisatsaroddhara (SUS) reproduced here is largely 

based on the critical edition of Umakant Premanand Shah, published by the Oriental 

Institute, Baroda in 1961, as the Gaekwad's Oriental Series No. 133, General Editor B. 

J. Sandesara. Shah used four manuscripts, which he designated H., K., P., and O. H. 

is ms no. 1442, in the collection of Muni Sri Hamsavijayaji, Sri Atmaramji Jaina 

Jnanamandira, Baroda. K. is no. 1953, in the collection of Pravartaka Sri Kantivijayaji, 

in the Sri Atmaramji Jaina Jnanamandira, Baroda. P. is no. 218 from the collections of 

Agama-Prabhakara Muni Sri Punyavijayaji, Ahmedabad. This manuscript is now in the 

L. D. Institute of Indology, Ahmedabad. O. is no. 4550 in the collections of the 

Oriental Institute, Baroda. Shah identified two different scribal traditions represented in 

the available manuscripts of the SUS. One, which he calls the H. tradition, is 

represented by H. and K. in Baroda. The rest of the manuscripts belong to the second 

tradition, which Shah calls P. 

I obtained a photocopy of P. from the L.D. Institute, Ahmedabad. I examined 

four manuscripts of the SUS, which Shah had not seen, in the Anup Sanskrit Library, 

Bikaner, and two in the City Palace Library, Jaipur. One of these consisted only of 

chapter two, on tola. I also examined one other manuscript of chapter two in the 

Bombay Branch of the Royal Asiatic Society. All of those that I saw in Bikaner, Jaipur 

and Bombay, except possibly J, belong to the P. tradition. This is clear in every chapter, 

but particularly in chapter two, where some verses are omitted in P. and a number are 

arranged differently from H. 

The manuscripts in the Anup Sanskrit Library, Bikaner are designated A, A2, 

At, and A3 in the text portion of this work that follows. A is ms. 2465, consisting of 39 

folios, clearly written. A2 is ms. 3536. It is brittle and poorly written. The first nine 
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folios are missing. At consists only of chapter two, on tala, and is in the folder with 

A2. It is neatly written and in good condition, with highlighted headings. Manuscript 

A3 is in folder no. 3537, along with a manuscript of the Sangltaratnavali, so far as I 

know the only available copy of the latter text. This was hand copied for me (see 

Bibliography). A3 is one of the most clearly written and best preserved of the 

manuscripts. It was transcribed in sanivat 1517. 

The two manuscripts from the City Palace Library, Jaipur, are here designated J 

and J2. J is ms.7025. It had 34 folios, and is of medium scribal quality. It ends at verse 

6.135, with probably one folio missing. It shows minor variations from both the P and 

the H traditions, but offers no new material. J2 is ms. 6884, and has 34 folios. It is one 

of the most clearly written of all the manuscripts that I examined. 

The tala chapter from the Bombay Branch of the Royal Asiatic Society is here 

designated B2. It is a poorly written manuscript. It is nearly identical to At, which is of 

superior quality. The existence of two copies of the tala chapter by itself indicates that 

there was some special interest in this portion of the SUS. The recording there of the 

upaSrayas, "supporting" drum vocables for each tala, could have been a rare 

commodity which made the chapter desirable to music patrons. 

I found variations among the manuscripts to consist for the most part of variant 

scribal readings of conjuncts or letters. Since I found no manuscript which differed 

substantially from those used by Shah, the text as produced here does not amount to a 

new critical edition. My purpose in reproducing the text is to present a clean edition that 

corrects the few typographical errors, suggests occasional new readings, and supplies 

only the most meaningful variants. Readers interested in specific textual problems may 

refer to Shah's critical edition. I have retained some of Shah's suggestions for text 

changes, designated in the notes as "Shah." In cases where I chose a reading that varies 

from the Shah edition, I have noted the source by the manuscript designations given 
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above. I have added, with notes, some new suggestions for text changes in consultation 

with Prem Lata Sharma. I have dropped the Sanskrit topic headings added to the text by 

Shah, which appear in parentheses in his edition. I have retained the occasional topic 

headings found in the manuscripts. 

The translation strives for clarity of meaning and a reasonable degree of English 

flow. The style of the SUS is far from elegant. Many passages are vague, and some are 

nearly unintelligible, such as much of the prastara section in the tala chapter. Sanskrit 

technical terms have been retained in cases where no good English equivalent exists, 

but the attempt has been to make the text intelligible to readers unfamiliar with 

musicological terminology. I have added topic headings to the translation, and put them 

in boldface. The annotations to the translation are meant to elucidate the reading of the 

verses, and supply the most immediate references to sources of the material. More 

detailed discussions of the major terms and topics covered in the SUS are found in the 

sections on music below. 
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THE AUTHOR 

Sudhakalaga tells us that he wrote his comprehensive treatise on music, called 

the Sangltopanisad in 1325, and the concise version, the SUS, in 1350 (6.152). He also 

wrote a short work, the Ekaksaranamamala, a lexicography of single-syllable words 

(1946). We know that his movements must have centered around Gujarat, since his 

predecessors in the lineage of the Svetambara Jain Maladhari gaccha, were primarily 

based in that region. His immediate guru, RajaSekhara, is known as the author of a 

collection of semi-historical tales called the Caturvim&atiprabandha, or the 

PrabandhakoSa (1935). Another guru was Srftilaka, and his earlier predecessors were 

Naracandrasuri and Abhayadevasuri. Naracandrasuri was an instructor to the famous 

Jain figure Vastupala (d.1240), and is known for his writings in grammar, nyaya 

philosophy and literature (Sangitopanisat-Saroddhara 1961, viii). SudhakalaSa tells us 

that he was also knowledgeable in music. SudhakalaSa gives us the information that 

Abhayadevasuri was given the title Maladhari by King Karna, who ruled in Patan, 

capital of Gujarat, in the late eleventh century. SudhakalaSa's lineage in the Maladhari 

gaccha has been worked out, in part on the basis of the SUS, by Caturvijayaji (1936, 

27-35). Sheth traces the literary works and activities of various members of this and 

other lineages in the history of Gujarati Jain scholarship (1953,28-185). It is clear that 

SudhakalaSa was the inheritor of a distinguished and eclectic tradition of scholarly 

activity. 

Some general points about SudhakalaSa's experience of music and musicology 

are inferable from the SUS itself. SudhakalaSa's treatment of many topics indicates that 

he had relatively limited familiarity with the arcane details of musicological tradition. 

His very brief notes on the major prabandha and raga categories detailed in the SR do 

not convey a feeling that he was fully conversant with the earlier more elaborate 
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systems. His interpretations of several technical terms (,grama etc.) appear to be as 

much misunderstandings as conscious revisions of traditional musicological concepts. 

One might suggest that as a product of the fourteenth century, with its interest in 

vernacular or populist themes, and as a Jain, SudhakalaSa was not overly concerned 

with the details of Sanksritic tradition. His reiteration of many topics which were clearly 

not a part of contemporary practice, however, and the style and layout of his overall 

work make clear his intention to be a participant in the musicological tradition. He 

expresses his concern for this tradition in chapter six, where he complains of dancers' 

use of vernacular terms instead of those of the Sastra. SudhakalaSa obviously had 

exposure to contemporary conceptualizations about music: his novel treatment of 

prabandha, raga and tala make this evident. We do not know his sources of exposure 

to musical practice, or if he had access to the court at Patan, which was under the 

control of the appointees of Alauddin Khilji and his successors. The mention of drums 

of the foreigners indicates that SudhakalaSa had access to the music of the Muslims, but 

the instruments he mentions would have been visible to the public in general. It appears 

that he moved in a setting with access to performance and oral traditions of the court or 

other locations of patronage, but one in which arcane musicological traditions were 

either not easily accessible or were given limited attention. The unstable but stimulating 

and changing conditions of the fourteenth century in Gujarat may help explain this 

situation. The sections below outline aspects of the history of medieval Gujarat which 

formed the milieu of SudhakalaSa's background. 
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HISTORICAL CONTEXT 

Gujarat in the eleventh to thirteenth centuries 

A long history of mercantile activity in western coastal India created a 

prosperous, cosmopolitan and relatively egalitarian culture by the early centuries C.E. 

(Munshi 1967,7). While Hindu Saiva beliefs dominated the region, waves of foreign 

settlers were absorbed in the early centuries without apparent violent conflict. Such 

qualities in the region attracted a growing Jain community from an early period (Thapar 

1969,65), and the prodigious economic and cultural activities in which it engaged 

would help to form the social identity of modern Gujarat. 

One of the tribes who may have entered India overland through the northwest 

passages were the Guijaras, who, in about the sixth century C. E., established a long 

and successful line of rulers in the areas inland from Kacch and the Kathiavad 

peninsula. The area became known as Guijara deSa, and its capital was established at 

Anhilvad Patan, about sixty miles northwest of present day Ahmadabad. In the tenth 

century C.E., the establishment of the Calukya or Solanki dynasty initiated what is 

considered the high period of medieval Gujarati culture. During the eleventh through 

the thirteenth centuries, rulers of the prosperous Solanki and Vaghela dynasties 

expanded their territorial control, and provided a high level of patronage for public and 

religious architectural works and literary activities. Bankers from the affluent Jain 

community supported building projects as well, independent of court patronage, and 

provided a thriving market for a variety of religious art and manuscript production. 

Because of these patterns, an abundance of source material exists for the history of 

medieval Gujarat, including Sanskrit and Prakrit religious, literary, and technical 

literature, architectural monuments with carved iconographic wall and ceiling panels, 
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inscriptions, and miniature paintings. A brief summary of the material on architecture, 

literature, painting and music as provided by some secondary sources for the eleventh 

to thirteenth century period follows, to establish the background for the changes of the 

fourteenth century. 

The early Solanld period of the early and mid-eleventh century produced the 

first great wave of architectural constructs, exemplified by the Vimalavasahi Jain temple 

on Mount Abu (Dhaky 1980), said to have cost more than one hundred and eighty 

million rupees (Jayantavijayaji 1954,28). A distinctive temple plan, characterized in 

part by a plain exterior and a profusion of interior carved reliefs on pillars, walls, and 

ceilings, began to define the regional style (Dhaky 1975; Singh, H. 1982). The 

prosperous twelfth-century period under Siddharaja and Kumarapala saw a continued 

production of elaborate architectural constructs all over Gujarat, including reservoirs, 

tanks, gateways, and temples. 

Jain Sanskrit scholarship in Gujarat reached a peak in the work of the 

Svetambara acarya Hemacandra (1088-1173), who is credited with raising Jain 

scholarship, and with it the reputation of the court of Patan, to a status recognized all 

over India.2 Hemacandra and scholars influenced by him wrote on grammar, yoga, 

poetics, astrology, metrics, and Jain philosophy and ritual (Narang 1972), and their 

writings contain occasional passing references to music and dance. In their works can 

be found the premises and scope of twelfth century intellectual life in Gujarat, as it 

shared in the intellectual traditions of wider India. 

Alongside Sanskrit in the courts, Prakrit and especially ApabhramSa works 

were increasingly prominent in Gujarat from about the eleventh century (McGregor 

1984 3-9; Bhayani 1989). The writers on poetics RajaSekhara and Bhoja refer to the 

2 The Jain literature from Gujarat is surveyed by Sheth (1953), Munshi (1967) and 
Sandesara (1953). 
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preference of the people of Gujarat for Prakrit and ApabhramSa over Sanskrit.^ 

Thematically, this period of language shift was accompanied by a tendency to populist 

and romantic material, exemplified in the Gltagovinda, a Sanskrit work of eastern India 

whose devotional-erotic subject matter and non-classical meters made it popular across 

India (Miller 1977). A parallel shift in metrical and language specifications for songs, 

tending toward an increased use of ApabhramSa and vernacular languages, would be 

central to changes in music. 

The Jain brothers Vastupala (d.1240) and Tejahpala, ministers to the Vaghela 

ruler Virdhaval, are legendary in Gujarat for their activities as patrons of literature and 

sponsors of public and religious buildings in the thirteenth century. Sandesara (1953) 

explores the literary contributions of Vastupala, whose level of erudition and patronage 

was said to have recalled the time of Hemacandra (Sheth 1953,117-50). The 

Klrtikaumudl, a kavya by Vastupala's chief poet SomeSvara describes the thriving 

metropolis of Patan at this time {Klrtikaumudl. 1961). Semi-historical prabandhas tell 

of Vastupala's enormous wealth, generosity, and acts of piety in the sponsorship of 

numerous public works (Prabandha KoSa 1935:101-30). The most prominent of the 

two brothers' architectural endeavors is the marble Lunavasahl temple on Mount Abu. 

Epitomizing the style of thirteenth century Gujarati temple architecture, it is profusely 

ornamented with figures in carved marble. "The finest craftsmen are said to have been 

employed on the work, and to have been paid in silver equal in weight to the marble 

dust chiselled out of their carvings" (Commissariat 1938,, lxxix). Prominent among the 

motifs are dancing figures and vma-holding vidyadevls. 

Besides building projects and scholarly and devotional literature, the wealthy 

Jain community supported another important product Some types of Jain literature, 

3 RajaSekhara, Kavyamlmamsa ; Bhoja, Sarasvatlkanthabharana 2.13, cited in 
Majmudar 1965,305. 
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especially popular religious narratives (kathas), were illustrated by paintings. A 

distinctive genre of miniature painting, found as palm-leaf and paper manuscript 

illustrations, painted wooden book covers, and paintings on cloth, is traceable from the 

twelfth century. It is of special interest as one of the few available genres of this period 

in India, and as the precursor to the important Rajasthani and Sultanate styles. 

Fundamental studies of the painting styles of western India by W. N. Brown (1933, 

1934ab, 1978) and Moti Chandra (1949,1974) have been followed with works by 

Khandalavala and Chandra (1969), S. Nawab, (1956,1980,1985), Shah (1975,1987), 

Kramrisch (1975), Bender (1983) and others. 

Moti Chandra speaks of three major stylistic periods: 1100 -1350,1350 -

1450, and later, when paper finally replaced palm-leaf (Moti Chandra 1949,28). Each 

period has several phases, but certain features exemplify the characteristics for which 
f / 

the genre is generally known. It is highly stylized, using strong contrasting colors, an 

angular style of face and body, and a unique eye which protrudes onto the flat red 

background from the three-quarter-view of the face.4 In the late thirteenth century, 

changes in technique, color, and subject matter signal the beginnings of a transition 

from Chandra's first to second period. These changes tell, in part, of a response to the 

Muslim presence in Gujarat, and will be the focus of the discussion below. 

A few works of technical literature on music are traceable to Gujarat in the 

twelfth through thirteenth century, as outlined in the section on musicological sources 

below. SangitaSastra formed a minor part of the Jain scholarly tradition. SudhakalaSa 

mentions that his predecessor Naracandrasuri in the Maladhari gaccha was 

^Brown suggests that temple idols provided the model for the protruding eye and 
angular figures (W. N. Brown 1933,16-17); Kramrisch sees the eye as expressing the 
symbolic spiritual prerogative of the Jain figures (1975,385-404). 
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knowledgeable about music (SUS 6.150-1). Kapadia and Shah have collected 

references confirming a long Jain tradition of scholarship in music .5 

References to dance in Gujarat are especially prominent in musicological and 

other literature. The SR speaks of the dance called lasya as first being learned by 

women in Saura§tra from the women of Dvaraka (SR 7.7-8). References to dance in the 

context of Jain practice date to the RajapraSnlyasutra, an upanga of the Svetambara 

canon, in which Mahavira gives silent acquiescence to a dance and music performance, 

and technical details are described in significant detail (Rajaprashnlya Sutram 1982, 

46-59). S. Jain credits the open presence of performing arts in Jain society to its 

authorization by this text (Jain, S. 1991,20-9). Medieval Gujarati Jain temple 

architecture includes a dance floor, rangamandapa, in front of the inner sanctum. 

Female dancers and male and female instrumentalists form prominent motifs throughout 

the carvings of the Mount Abu temples. Paintings also use dance as a motif, and 

Vatsyayan traces dance references in the paintings of western India, arguing that the 

technical verity of twelfth century paintings indicates a strong interaction among 

sculptors, painters, writers and performers in medieval Gujarat (Vatsyayan 1982,60-5). 

Outside of the court and temple contexts, group dances, especially rasa and garaba, 

have a long history in Gujarat, and these may be related to the lasya tradition described 

in the musicological texts. Majmudar explores a long history of references to such non-

court dances in Gujarat (1968,98-112). 

Music is also mentioned in passing references in such literature as the 

Prabandhacintamani (1940,97), and the Klrtikaumudi (1961). Together, textual and 

visual references place the musical arts firmly in the midst of the other aspects of life in 

the courts, temples, and urban public arena of medieval Gujarat. It is clear that at the end 

of the thirteenth century, as in past periods as well, a scene of prodigious productivity 

^Kapadia 1980; Sangitopanisat-Saroddhara 1961, ix-xviii. 
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and consumption involving the ruling court in Pafan, Jain monks and laity, poets and 

scholars, builders, scribes, stone carvers, painters, musicians, and dancers, fueled by a 

strong mercantile base, had produced a remarkable continuum of literature, art, and 

architecture in Gujarat. But new and powerful forces had already established 

themselves in Delhi, and with their final and permanent incursion into western India, a 

new period of Gujarati social history was to begin. 

The fourteenth century 

In 1290, Alauddin Khilji, who had acquired the throne in Delhi as the second 

ruler of his line, sent his brother and his leading general with a large army to conquer 

Gujarat They defeated the Vaghela king Kama, who lost his wife and daughter to the 

Delhi court, a story romanticized by the poet Amir Khusrau (1253-1324) in a mathnavi 

of 1315 (Nath and Faiyaz 1981,11). Anhilvad Patan and other cities of Gujarat were 

plundered. 

All Gujarat became a prey to the invaders, and the idol which... the 
Brahmans had set up under the name of Somnath, for the worship of the 
Hindus, was removed and carried to Dehli, where it was laid down for 
people to tread upon....[Alauddin's general] proceeded to Kambaya...and 
levied large quantities of jewels and precious articles from the merchants 
of that place, who were very wealthy (Tarikh-i-Firoz Shahi 1974,75). 

The wealth taken from Gujarat was so much as to cause fighting between the generals 

and the soldiers during their return to Delhi (ibid.,75-6). Alauddin Khilji appointed his 

wife's brother, Alp Khan, as governor of Gujarat. He made his capital at Patan, from 

where he administered Gujarat for sixteen years, from 1300 to 1316. 

The upheaval in the city of Patan and other urban and religious centers of 

Gujarat must have been tremendous. The networks of patronage set up by the court 
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were suddenly dissolved. The movement of the court elite, and other groups dependent 

on their patronage, must have been sudden and frenetic. The relative absence of literary 

works leads Munshi to conjecture that many writers moved to smaller cities or villages 

or left Gujarat entirely (1967,84). 

One group, however, managed to maintain relative stability and quickly form a 

relationship with the state. The Jains, by a combination of political neutrality, 

negotiation, and economic leverage, were able to establish a working relationship with 

the Muslim government almost at once. 

It was a statesmanlike act of Alp Khan to conciliate a community as rich 
and talented as the Jain; but on their part too, the Jains acted wisely in 
wasting no tears over the expelled Waghelas and in making the best of 
what had been a sorry business...Such an attitude towards political 
power was surely not unexpected in a community which relied 
exclusively on commerce for its livelihood and to whom security was a 
prime consideration (Misra 1982,70). 

Examples of Jain and Muslim cooperation are plentiful. In 1312-13 a number of 

temples on the sacred Mount Satrunjaya were attacked by passing troops. Alp Khan not 

only granted permission for rebuilding the temples when approached with gifts by 

Samra Saha, a wealthy Jain from Patan, but issued an official order, sent troops along 

for safety, and donated a box of jewels for the purpose (Vividha tlrtha-kalpa 1978,27; 

Misra 1982,68-9). Sultan Alauddin himself granted honors and favors to Jains 

CVividha tlrtha-kalpa 1978,26-7). Some of these events are recorded in the chronicles 

of the Muslim writers who documented the campaigns and intrigues of the court 

(!Tarikh-i-Firoz Shahi 1974), and some are found in the writings of contemporary Jains 

(Vividha tlrtha-kalpa 1978). 

Alp Khan, however, was recalled to Delhi and killed by order of Alauddin 

Khilji, after which Turkish officers in Gujarat rebelled. Attempts to control the 
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rebellious factions in Gujarat and in other parts of the empire continued through the rule 

of Alauddin Khilji, who died in 1316. 

From the accounts,...which these Moslems themselves have left us,...it 
is clear that Goozerat was very far from having been conquered even by 
the lieutenants of Allah-ood-deen. The task had to be attempted again 
and again by his successors, and was...never fully accomplished 
(Forbes 1973,222-3). 

An inscription in the town of Petlad, central Gujarat, in Persian and Sanskrit, requests 

the cooperation of the residents of the area (Misra 1982, 96). 

The Tughlaqdynasty was founded in Delhi in 1320. In Gujarat, unrest 

characterized the political situation of the next thirty years. Muhammad bin Tughlaq 

(1325-51) was almost constantly troubled by rebellious factions in Gujarat. He came 

with his army in 1345 to attempt to bring Afghani factions under control, and soon had 

to crush a rebellion in Patan. He spent nearly the last three years of his life 

reestablishing his authority over Rajput leaders in Saurastra. He died in 1351, shortly 

after leaving Gujarat The reign in Delhi of his successor, Firoz Shah Tughlaq, is 

documented in a number of contemporary Persian chronicles. The Firoz Shah period 

would be relatively peaceful in Gujarat. 

Despite the upheaval in Gujarat, the Jain community's conciliation with the new 

rulers, and the stability of many Jain scholars who were independent of royal 

patronage, enabled scholarly production to continue at a substantial level during the 

years following the establishment of Muslim rule. 

The Jains did suffer by the Muslim conquest of Gujarata. But even in 
these hard times, they maintained their trade and temples, obtained 
permission to repair old jinalayas (temples) or build new ones and 
served very faithfully Sarasvati, the goddess of learning, by contributing 
to Sanskrit, Prakrit and Gujarati literature very generously, at a time 
when other communities in the province had almost entirely given up 
her worship (Sheth 1953,171). 
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Consequently, despite the disappearance of patronage in the court, the early fourteenth-

century period saw Sanskrit works on diverse topics produced by Jain writers. 

Between 1271 and 1333, Jinaprabhasuri wrote the Vividhatlrthakalpa, an account of 

pilgrimage sites all over India (1978). In 1304-5, Merutunga wrote the 

Prabandhacintamani, a collection of stories on figures in Jain history (1940). In 1349, 

RajaSekharasuri, guru of SudhakalaSa, wrote the Caturvimiatiprabandha, or 

PrabandhakoSa (1935), one of the most historically informative prabandha collections 

of the time, containing stories of Jain acaryas, Sanskrit poets, famous kings, and lay 

devotees. The Sanskrit works of this time were primarily accounts of earlier and better 

times, or commentaries on earlier Jain works. 

Twenty-seven years after the establishment of Muslim rule, according to his 

own testimony, SudhakalaSa wrote his treatise on music, the Sahgltopanisad. He wrote 

the concise version, the SUS, in 1350. The turbulent social and patronage 

circumstances set a clear context for change. If the changes in music have parallels in 

the visual and literary arts, the overview which follows will give an idea of the 

directions of that change. 

Fourteenth-century trends in literature, painting, and architecture 

Sanskrit learning and literature were cultivated in Gujarat throughout the 

fourteenth century, but looked for their inspiration back at the more glorious days of 

history. A strong tradition of ApabhramSa literature existed in Gujarat and surrounding 

regions from about the eleventh to the fifteenth centuries, a phenomenon associated 

partly with the Jain presence there. ApabhramSa was used primarily for Jain religious 

and katha literature, but probably for lost secular works as well (Munshi, 1967 92-3). 
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The emergence and gradual dominance of the vernaculars as literary languages in north 

India took place in the fourteenth and fifteenth centuries, and is explained by a complex 

of social factors, many deriving indirectly from the Muslim presence (McGregor 1984, 

3-11). Many of the vernacular works were poems to be sung in public settings, 

following on the long-standing bardic traditions (Bender 1971). The predominant 

themes were populist heroic, moral and devotional. Rasa, a poetic genre describing the 

amorous adventures of Kr§na, which grew out of the Gujarati dance tradition of the 

same name, became a prominent vernacular literary form in the fifteenth century 

(Sandesara 1953,150-1; Munshi 1967,131-60). 

The information in the SUS supports the logical assumption that in the 

fourteenth century ApabhramSa and vernacular songs were displacing the Sanskrit and 

Prakrit art songs of earlier periods. While not explicitly mentioning the languages of the 

songs, Sudhakalasa describes shifts that must pertain to a process of vernacularization. 

The salagasuda song category (saligasuda in the SUS), whose songs conformed the 

most loosely of any category to the classical Sanskrit metrical regulations, moves from 

a subsidiary position in the SR to the primary position in the SUS (chapter one). Other 

sections of the SUS describe related trends. Ragas which appear in the most subsidiary 

popular (adhunaprasiddha) categories in the SR move up to form the major ragas of 

SudhakalaSa's system (chapter three). A few of the formerly major categories of songs 

and ragas are noted, but Sudhakalasa seems to be unclear as to their details. 

Sudhakalasa makes one explicit reference to the vernacular, when he complains of 

contemporary dancers' use of it for technical terms, and their lack of knowledge of the 

Sastra tradition (chapter six). The evidence for vernacularization in the SUS and its 

implications are explored below, especially in the sections on prabandha, raga, and 

tdla. 
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There was evidently little interference with the work of manuscript production 

and its associated painting industry in the Jain community after the installment of 

Muslim power. In fact, Jain paintings were produced in large numbers in the thirteenth 

through the fifteenth centuries. The details of a style change which occurred at this time 

provide some of the most informative material on the early response of Gujarati artisans 

and patrons to the foreign culture. 

The movement of people and goods between West Asia and India may have 

brought examples of Persian manuscript material to Gujarat at an earlier time, but Moti 

Chandra traced significant changes in color and technique to examples dating from 

1370. He wrote: 

It is remarkable to notice a considerable improvement.. .from the 
technical and aesthetic points of view. The drawing is finer; to the 
limited range of subjects of the first period are now added 
representations of the episodes from the life of the Jinas; every attempt 
is made to represent finer details, and there is palpable improvement in 
the colour tones....We find attempts being made by Western Indian 
painters to give a lyrical feeling to their line; even fine hair strokes, a 
Persian characteristic, are resorted to and the use of gold and 
ultramarine, hitherto unknown in plam-leaf miniatures, is frequently 
made (Moti Chandra 1949, 33). 

The sudden change in the quality of draughtsmanship in the palm-leaf 
miniatures of the 14th century is not due, in my opinion, to the 
evolutionary process in the twelfth and thirteenth century art, but to the 
influence of Persian art which delights in fine draughtsmanship (ibid., 
36). 

The incorporation of colors, techniques, motifs, and even elements of aesthetic choice 

from Persian sources into the Jain paintings within a short time after the establishment 

of Muslim presence hints that curiosity, appreciation, and receptivity were a part of the 

Gujarati reactions to the world of Persian art culture. 

...with the advent of the Sultans and Persian culture and literature a 
revival, slow and hesitant at first, discovered new forms and ideals 
which accepted and even welcomed foreign influences, and a new 
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chapter thus came to be added to the history of Indian painting 
(Khandalavala and Chandra 1969,9). 

Kramrisch thought that the period was one of extraordinary vitality: 

The Western Indian style consolidated and reached its zenith under 
Muslim rule. Muslim fashions and their patterns are depicted with regal 
splendor in the Svetambara Jaina paintings of the fourteenth to the 
sixteenth century. (Kramrisch 1975,387) 

If we assume that subjects and styles in art carry messages of wider application, 

then the illustrations that accompany the Jain narrative, the Kalakacaryakatha, are 

especially provocative in reporting on the early contact between the two cultures. This 

hatha tells of a Jain acarya who enrolled the help of the ancient West Asian Saka 

people, and their rulers the Sahls, in defeating the evil king Gardabhilla of Ujjayinl. In 

illustrations dating from the fourteenth century (Khandalavala and Chandra 1969,13), 

Kalaka and other Jain figures are seen juxtaposed with the Sahl king or soldiers. While 

the Jain figures are depicted in the poses and garments traditional to the Western Indian 

style, the Sahl characters wear elaborately patterned clothing, boots, chain mail, and 

turbans or helmets, and have body postures characteristic of Persian illustration styles. 

Their round Mongol-type faces, many with pointed beards, often face almost fully 

front, in contrast to the Jain figures. Strikingly, the foreigners never have the three-

quarter profile with^he protruding eye that is so characteristic of the western Indian 

style. Kramrisch contemplates the significance of the eye to Indian spirituality, and sees 

it as "the prerogative of the Indian figures" (1975, 394). Brown states, more simply that 

"we seem to have here in Gujarat a clear meeting in one manuscript of two styles, 

which remain unblended in the paintings" (W. N. Brown 1978,236). Kramrisch sees 

the segmenting of the page, a characteristic of the Sahl paintings, as a reflection of a 
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cultural boundary between the foreigners and "their Indian interlocutors" (Kramrisch 

1975,398). 

The Sahl paintings tell us that the exoticism of the Persian-style motifs was 

being appreciated by Gujarati artists and patrons, but the juxtaposition of motifs and the 

incoiporation of new colors and techniques did not amount to a blending of styles. The 

distance and reserve which must have characterized personal and social relations 

between the two cultures created an environment in which the Gujarati artists applied 

the new input very much within their own idiom. 

The implications of these changes for music are significant. Musicians too must 

have been exposed to new instruments, sounds and aesthetics. Like the painters, they 

may have reacted with curiosity, and begun to adopt new material or ideas for use 

within their own idiom. Since the music itself is not available to us, specific statements 

cannot be made on changes in melody or rhythm, but the material in the SUS provides 

clues that such influences might have occurred. The SUS' introduction of drumming 

patterns (upa&raya) in its tala section may indicate that the relationship between melody 

and drumming accompaniment was changing, and may point to changes in the practice 

or extent of improvisation. Later north Indian practice would place increasing emphasis 

on improvisation. The new song forms replacing the archaic prabandhas, and the new 

way of thinking about ragas described in the SUS may be other clues that changes 

were inspired by contact with new sounds and aesthetics. 

One of the most intriguing aspects of the SUS is its introduction of gender 

classification and visualized descriptions of ragas. The much more longlasting raga-

ragird classification system and the ragamala painting genre were to appear later in the 

Malva and Mevar areas, but the SUS is the earliest text to describe ragas in visualized 

forms. Unlike the later poems and paintings, in which ragas and raginls are depicted as 

poetic characters, the ragas of the SUS are multi-armed tantric-style deities. The 
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disjunctive between the SUS visualizations and the later raga-raginl system is one of 

the intriguing core problems of the SUS, and is not easily explained away. The SUS 

visualizations apparently had some currency: a set of paintings in a manuscript of a Jain 

Kalpasutra, last held at Devasanopado, Ahmedabad, tentatively dated to 1475, 

illustrates the visualizations in the SUS (S. Nawab 1956, 1-7). The Sangltaraja 

includes SUS visualizations in its section on raga . Other than these, no other examples 

of the SUS system have been found. As to the source of its inspiration, the Jain role is 

a point to be explored. These questions are examined in the section on raga below. 

In architecture, the first and most obvious phase of the Muslim presence 

consisted in the demolition of a great number of temples, and the replacement of some 

of them with mosques. From the earliest examples of architecture after 1298, it appears 

that local artisans were employed by the Muslim patrons. Builders used the pillars and 

wall stones of temples for the new structures. An early mausoleum at Patan, according 

to Percy Brown, "is a Hindu temple, converted by means of a few adjustments and 

additions to serve as a Muslim tomb" (1965, 1:46). Brown explained the willingness of 

artisans to undertake such projects thus: 

When the Muhammedan governors after the fourteenth century changed 
the orientation of the building art from temples to mosques, these 
masons had no very deep religious or other irreconcilable convictions to 
overcome, but carried out the orders of their Muslim over-[lords] 
without any actual break in the continuity of the architectural tradition 
(ibid., 1:118). 

The result of such apparent pragmatism was an intriguing juxtaposition of indigenous 

and foreign elements. P. Brown suggested that "the style is in a state of transition, it has 

not coalesced, and therefore has not yet attained a definite character" (ibid., 1:118)., a 

striking parallel to W.N. Brown's statement above on the fourteenth century Sahi 

illustrations, with its implications for parallel stylistic developments in music. 
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In summary, the fourteenth-century period in literature, painting and architecture 

in Gujarat provides material from which to interpret some of the changes indicated in 

the SUS. The history of literature describes a process of vernacularization, in which 

new possibilities for populist themes, meters and modes of expression were introduced 

while a relationship with the Sanskrit tradition was maintained. The history of painting 

tells of painters' and patrons' willingness, even enthusiasm, to adopt new techniques, 

motifs and colors from the Muslim art culture for use within their own idiom. The 

history of architecture reveals the Gujarati artisans' adaptability to new materials, and 

their quickness to respond to the demands of changing patronage. The SUS hints that 

music as well was changing with the trend of vernacularization, and responding to an 

influx of new sounds and aesthetics. The most prominent changes are a shift in the 

hierarchy of song forms; new drumming patterns associated with specific talas; 

reinterpretations of certain technical terms to reflect contemporary practice; and raga 

gender grouping and visualization. These topics are examined in the sections below. If 

the historical material helps us to understand the SUS, for its part the SUS offers a 

perspective that the other material does not - here is a scholar's effort to balance Sastra 

with changing performance practices in a changing environment. 

24 



MUSICAL AND MUSICOLOGICAL CONTEXTS 

Performance contexts 

Sanskrit musicological texts speak of formal settings in which musicians, 

composers and audience are seated in specific arrangment around the royal patron. 

SudhakalaSa discusses such a seating arrangement at the end of chapter six. He 

comments at the end of chapters one, three, and four that only the person who has 

mastered the theoretical material qualified to sit in the king's musical assembly. Like 

other writers, he speaks of a hierarchy of composers, with the one who is competent in 

both the literary and the melodic aspects of music at the top (6.143). He also speaks of a 

hierarchy of performers (6.144). The atmosphere is a formal and competitive one with a 

critical and educated listening audience. Contexts for dance performances include both a 

formal court setting (6.137) and ceremonial occasions such as a ritual entry, a sacred 

pilgrimage, the coronation of a king, a wedding, and the birth of a son (5.3,6.138). 

Temples are not specifically mentioned in the SUS, but temple architecture, painting, 

and passing references in literature indicate that they often must have provided settings 

in which dance and music were performed as part of devotional ritual. 

One wonders about the specific musical arenas to which SudhakalaSa was 

exposed. He mentions a court context, but the court at Patan was under the control of 

Alauddin Khilji's appointees and their successors. Did the new court hire Indian 

musicians? Did SudhakalaSa have access to the court? His mention of drums of the 

foreigners, especially the "dholla, and the tabla," (4.93), shows that he had exposure to 

music of the Muslims, but some types of music and instruments must have been very 

public in processional uses. It is clear from his introduction of new material that he had 

exposure to current music and dance performance. At present, it is not possible to make 
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any more detailed statements about SudhakalaSa's immediate experience. One can only 

imagine that, given the environment of urban Gujarat and SudhakalaSa's scholarly Jain 

background, he moved in a cosmopolitan setting with access to intellectual and 

performance traditions from multiple sources. 

The Muslim incursions and settlements introduced new contexts and forms to 

the music of northern and western India. Ibn Battuta, who travelled through Gujarat in 

the fourteenth century, mentions sima', music of the sufi tradition; military music, 

which was played on march, in camp and in battle; music for horns announcing arrivals 

at the gates of the palace; outdoor music accompanying boat trips and other activities; 

and processional music for royal occasions (Rehla 1953,1-li). The SUS does not deal 

with any of these varieties of music. The earliest Sanskrit text to recognize musical 

forms of non-Indian origin is the Sangitasiiryodaya, a seventeenth century work 

(1986). Songs performed in the non-court context, such as the bardic traditions which 

thrived in the Gujarat of this time, are not the direct subject of the SUS. It is 

undoubtedly the case, however, that a continuum existed between court/textual 

traditions and popular/devotional and bardic practices. 
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The musicological context 

The SUS represents a period in sangltaSastra literature during which categories 

and terms of the earlier textual tradition were significantly shifting. The changes 

represented by SUS must be read against the background of the musicological material 

written in western and central India between the twelfth and the fifteenth centuries, with 

occasional reference to two earlier works. 

The Safigltaratnakara of Sarngadeva (SR) (1943-1989), dating to the first half 

of the thirteenth century, was written in Devagiri (modern Daulatabad), the capital of 

the Yadava territory to the south of Gujarat. It acts as a standard of comparison for all 

other medieval musicological literature. This comprehensive work explores both the 

musicological categories of the ancient period, as in the NatyaSastra, and those that we 

may use to define the medieval period.^ In addition, new categories are appended at the 

end of some of its sections that seem to represent contemporaneaous performance 

practices. Its presentation of seven topical chapters, on tone (svara), melody (raga), 

miscellaneous (praklrna), composition (prabandha), rhythm (tala), instruments 

(vadya), and dance (nartana), embodied the concerns of the period, and set the model 

for much later musicological literature. It received two commentaries, the Sudhakara by 

Simhabhupala of Andhra in the fourteenth century, and the Kalanidhi by Kallinatha, of 

Vijayanagara, in the fifteenth century. 

Sudhakalaga does not mention the SR explicitly, but his treatment of many of 

the topics closely matches that text. That the SR was available at SudhakalaSa's time and 

place is certain, since there was regular exchange between the two kingdoms 

^The dichotomy of marga and deSl music which appears first in this period, contrasts 
an unchanging with an expandable system. That this is of particular interest for an 
understanding of historicity in Indian textual traditions, has begun to be explored by 
Pollock (1985,1992) and others. 
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throughout this period. The author of the Ghunyat al-munya, written in Gujarat about 

1375, explicitly mentions that he used it {Ghunyat 1978, intro:7). It is most unlikely that 

Sudhakalaga was unfamiliar with the SR. The topical order of material in the SUS is not 

always that of the SR, however, and Sudhakala$a may have intended that his study be 

perceived as distinct from that of his famous predecessor. Indeed, it is the contrast of 

the SUS and the SR treatment of many of the musicological topics that makes the SUS 

so clearly representative of musical changes. Still, many details in the SUS are virtually 

unintelligible without reference to the SR. 

The Manasollasa (1967,1939,1961), attributed to SomeSvara HI, a king of the 

western Calukya dynasty whose capital was at Kalyani, in south central India, was 

written prior to the SR, in the early twelfth century. The large section on music is 

especially important for its treatment of prabandhas, art songs. It provides the main 

surviving examples of prabandha poetic texts. The author's son and successor, 

Jagadekamalla (1134-43) is credited with writing the Sangitacudamani, of which only 

the portion mainly on tala, has been found (Sangitacudamani 1958). This work is 

explicitly mentioned by SudhakalaSa (SUS 3.23). There is no way of knowing if he 

took some of his ideas from the lost portions of this text. 

The Sangitaratnavali was written in 1180 by Somaraja or Somabhupala, an 

official under the king Ajayapala, also of the western Calukyan dynasty 

(iSangitaratnavali 1992; Kavi 1983, iv-v). It covers many of the same topics as the SR, 

and in doing so attests to the consistency of the musicological tradition at the time. The 

mention of this work by the author of the Ghunyat al-munya indicates that it was 

known and available in Patan at SudhakalaSa's time {Ghunyat 1978, intro:7). It may 

have been another of the references on which SudhakalaSa based his ideas. This text 

has not been edited or published. The Sahgltasamayasara, written by the Digambara 

Jain author ParSvadeva about the time of the SR, is probably from south India. A 
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number of its points contrast significantly with those in the SR, attesting to the 

importance of regional variations in India's musicological traditions. The SUS 

resembles the SR in most cases of contrast. The Sangltamakaranda of Narada is a 

work tentatively said to predate the SR (Sahglta-Makaranda 1920, intro:ix-x), but its 

treatment of raga and other points seem to have an affinity with the SUS, as mentioned 

in the discussions below. This text may be a near contemporary to the SUS7 

Nearly contemporaneous to the SUS is the Ghunyat al-munya of about 1375, 

the earliest Persian treatise on Indian music. The anonymous author worked under the 

patronage of the Muslim governor of Gujarat, and had come with him from Delhi 

(Ghunyat 1978, intro:5). This important work treats topics of sangltaSastra which the 

author gathered from a number of Sanskrit sources. Most interestingly for historical 

purposes, he uses colloquial versions of a number of technical terms, and supplements 

certain topics with comments based on his observations of performance practice. Some 

of the comments have provided valuable confirmation of changes, especially to song 

performance, which are only indirectly inferable from the SUS. A work supposedly 

contemporaneous to the SUS and also from Gujarat is one by Moksadeva, cited by 

Kavi (1983, ix). According to Kavi, Moksadeva refers to the SR, further confirming its 

presence in Gujarat at the time. I have not been able to trace this work. 

Two Sanskrit sources follow within about one hundred years of the SUS, and 

were written in a contiguous region. The Sangltamandana (1962), by the Jain author 

Mandana of Malva, to the east of Gujarat, dates to between 1405 and 1432 

(Sangitopanisat-Saroddhara 1961, xii; Gode 1953, 64-7; idem 11:25-34). An affinity 

between this text and the SUS can be felt in its treatment of prabandhas and ragas, 

although the Sangltamandana follows the SR somewhat more closely than the SUS 

does on many points. This text provides the earliest reference yet found to the term 

^Nijenhuis also contends that the Safigltamakaranda is a later work (1977,13-14). 
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dhruvapada as a new song-type. It also contains the earliest examples of raga 

visualizations in a poetic-literary style. This text has not been edited or published, and 

deserves a separate study. 

The Sangltaraja, a monumental work compiled by Maharana Kumbha of 

Mevar, which had its capital at Chittorgarh, in 1456 (Sangltaraja 1963,29), is a 

compendium of earlier and later categories that borrows heavily from the SR but adds 

some material from other sources and treats details even beyond the scope of the SR. It 

is the only other text that contains the raga visualizations as found in the SUS, 

providing an important dating and geographical reference for the SUS' otherwise 

anomalous treatment of raga. 

In the discussions that follow, references will repeatedly be made to two 

Sanskrit texts that predate all those mentioned above. One is the Natyaiastra (N5>), 

attributed to Bharata, and tentively dated to the early centuries C. E. (NatyaSastra 1926-

83). This work defines the categories, terms, and practices of drama, dance, and music 

for the ancient period. The other is the BrhaddeSl of Matariga, tentatively dated to the 

eighth century C. E. (BrhaddeSl 1928,1992). This is a seminal work which establishes 

the categories and topics of the entire medieval period, including the fundamental 

concepts of de$l, raga, and prabandha. It draws on philosophical and linguistic 

traditions, and displays an influence of tantric philosophy, something that was both 

representative of the time and standard for many subsequent works on music. 

This summarizes the sources that are of immediate relevance to a reading of the 

SUS. They are cited as necessary in the following discussion of the terms and topics of 

the SUS. 
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TERMS AND TOPICS 

Glta, deSl, nada 

Gita, "sung," is song or melody in general, defined in the SR as a "pleasing 

arrangement of notes" (SR 4.1). Vadya denotes musical instruments, instrumental 

technique, or, when paired with glta, specifically drumming. A broader term for music, 

which encompasses glta, vadya, and nrtta (melody, drumming, and dance) is sahgita 

(SR 1.1.21). 

DeSl, "local" or "regional," an important term introduced into musicological 

terminology in the BrhaddeSl, is described there as the music "sung by women, 

children, cowherds and kings out of their own will... in their own (respective) regions" 

(BrhaddeSl 1992,1:5), deSl is contrasted to marga, "path." Marga is explained vaguely 

in the BrhaddeSl, but more clearly in the SR, as music which follows the unchangeable 

principles laid out by the author of the NS (SR 1.1.22-3). 

The working understanding of deSl is that this was a system encompassing a 

variety of contemporary medieval performance practices. True to the conservative 

tendency of Sastra, it was defined in terms related to the system of Bharata, but allowed 

for expansion and variety. The marga!deSl dichotomy is a way of approaching issues 

involving the relationship of theory to practice, regional versus national identity, and 

historicity in Indian thinking (Pollock 1992; Sanglta Ratnakaral9&9,2:210-11, 

Widdess 1992,55). 

By definition deSl was a broad and flexible system. Its specific identity was 

defined largely by its contrast with marga. Sarrigadeva and other writers of his time 

recognized the marga system, and preserved it in their works, though it is doubtful that 

the system had a living performance tradition at that time. SudhakalaSa, on the other 
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hand, does not acknowledge it - the term marga does not appear in the SUS. In 2.14, 

SudhakalaSa brings in a definition from the marga system of tala, but this appears to be 

inadvertant, and an indication of his loose grasp of the details of musicological tradition. 

The ragas and talas with which SudhakalaSa deals, and which are described as deSl in 

the SR, are categorized without reference to the presence of a marga!de&l dichotomy. 

SudhakalaSa's unconcern appears to signal the end of the period in which the terms 

marga and deSl were meaningful in their original senses. 

The discussion of nada, vocal sound, inspired by its treatment in phonetics, 

yoga, and especially tantra, appears first in the BrhaddeSl. The concept provided a 

metaphysical foundation for the field of musicology, and is more or less reproduced 

from the Brhaddesl throughout later musicological literature. Breath, situated in the 

Brahmagranthi cakra at the base of the body, gives rise to fire, which, on combination 

with air, produces nada, the substance of spoken sound (BrhaddeSi 1992,1:7). Similar 

but much more elaborate formulations appear in tantric works, which explore the 

production and types of nada and other elements of primal sound in relation to 

cosmology, the body, and meditation (Sarada-tilaka-tantram 1982,16-20; 

Musalgaonkar 1980; Sinh 1980; Singh, J. 1980). Earlier discussions of nada are found 

in works on phonology. The RkpratiSakhya speaks of a primitive sound produced by 

the movement of wind or breath in the body, which, when it passes through the vocal 

chords, becomes the material that makes up phonetic sounds. Nada is the sound 

material which produces vowels and voiced consonant sounds (Cardona 1981,64-6). 

Sarrigadeva follows the Brhaddesl tradition, but adds elements of inspiration 

from Vedantic cosmogony, speaking of the role of the atman and the manas in the 

formation of nada. He takes the discussion one step further in introducing 

nadabrahma, a musical counterpart to the linguists' concept of Sabdabrahma, sound as 
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the ultimate cosmic principle (SR 1.3.1-4). SudhakalaSa does not follow the SR in these 

points, but briefly treats nada in a manner consistent to its discussion in the BrhaddeSl. 

Alapti 

DeSl was broadly divided into "non-bound" (anibaddha), and "bound" 

(nibaddha) music. The SR explains the distinction. Nibaddha was song subject to the 

prescriptions of formal sections (dhatu), and specific types of song text (ahgas) (see 

discussion below). Music not bound to these specifications was called anibaddha, and 

its performed genre was alapti. (SR 4.4-5). 

From a-lap, "to converse," alapti is described in the SR as that which "makes (a 

raga) manifest." It is "filled with melodic movements and ornaments, and varied by 

graces and phrasings" (SR 3.189,202). Alapti was used as a prelude or interlude to a 

structured song and delineated the melodic features of the raga. The SR describes 

alapti as being of two main types: rupakalapti, sung within the structure of a composed 

song, and ragalapti, independent of the composition. Ragalapti was performed in four 

stages, progressing melodically through the gamut of the raga. Widdess has written on 

ragalapti as described in the SR (1981,143-181), a description that conforms 

significantly to the modern practice of alap. Rupakalapti interacted with the text and 

rhythm of the composed song in specific ways (SR 3.190-202). 

Since alapti carried into modern performance tradition as the important alap of 

north Indian dhrupad music, one would expect it to figure with increasing importance 

in this period. Interestingly, SudhakalaSa says relatively little about alapti. He mentions 

it in passing in four instances (1.31,3.35,3.64,4.14). In an another passing reference 

he uses the term alapa (2.20). In one reference (3.64), he gives a hint at the existence of 

a rhythmic section within alapti, by speaking of vocables called tanas (see section on 
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gana etc. below). In general, his use of the term alapti seems to indicate a unique 

understanding of what it was. He uses the plural in every reference except the first 

(1.31), and counts alaptis among basic scalar concepts such as svaras, gramas, Srutis, 

and rmrcchanas (3.35). His list of alaptis, given in the context of the vina, differs from 

descriptions in other texts, and seems to represent something with an undefined form, 

but a wide range of musical applicability (4.20-21). It appears that for him alaptis were 

varieties of scalar and elaborative techniques. They were important, as they figured 

among the basic skills necessary for every vlna player (4.14). In only one passing 

reference, where he uses the term alapa{2.20), does there seem to be the sense that this 

is an independent section of a performance preceding the composed song. 

On the whole, we get relatively little feel for the details or extent of this 

important part of performance. It may be relevant to note that later, as a/apdeveloped 

into an elaborate and extensive part of court dhrupad music, it became a specilization of 

professionals who taught it exclusively through oral tradition. It is conceivable that 

SudhakalaSa's access to the details of professional practice was limited. 
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Prabandha 

The strong connections between literary history and music pervade nearly every 

aspect of music performance and musicological discourse. Prabandha, "composition," 

was a term borrowed from literature to designate songs which were regulated by certain 

textual, rhythmic and melodic specifications, and received categorization in the 

musicological texts. In the BrhaddeSl, where prabandha is first described, a group of 

six features was used to organize and define the genre. 8 These features were called the 

afigas, "limbs," of the body of the metaphorical "song-man" (prabandhapurusa) by 

later writers. They consisted of textual material (svara, tenna, biruda, pata, pada), and 

rhythmic cycles (tala) to be used in sections of the songs. 

By the time of the twelfth century Manasollasa, which contains examples of 

musical prabandha texts, and represents a peak period for the genre, a second set of 

features had appeared for describing or regulating the prabandha genre.9 These were 

the four structural melodic sections called dhatus, "humors." The dhatus were a 

beginning section, an interlude, a fixed or repeating section, and a conclusion (udgraha, 

melapaka, dhruva, abhoga). Each dhatu was to be repeated according to definite 

specifications. The dhatus are clearly the direct precursors of the four sections of 

dhrupad music, although the exact correspondences and the details of the process of 

change are problematic (Sharma, P. 1987,102-18; Widdess 1981,164-7,180). Their 

appearance as the dominant structural feature of prabandha over the course of the 

medieval period may be significant in indicating a subtle shift in the relationship of 

^Rowell's translation of the prabandha chapter of the BrhaddeSi (Rowell 1992b, 107-
141) provides the original context and application of this term. Rowell's exploration of 
the parameters and conceptualization of prabandha is a major evaluation of Indian 
song-making (idem 1992a, 276-94). 

^The historical precedence of anga to dhatu is Rowell's conclusion, based on his study 
of the prabandhas in the BrhaddeSl (1992b, 107-141). 
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melody to text. In another use of the term, dhatu denotes melody, as opposed to text 

(matu), in musicological texts (SR 3.2). The use of this term as a section of a song in 

the later medieval music literature may suggest an increased attention to melody in the 

period between the ninth and thirteenth centuries. The profusion of vowel clusters in 

Apabhramga made it amenable to freer melodic movement. Thus, the use of 

ApabhramSa and vernacular texts in later performance practice is also linked with a 

process of increasing melodic freedom or autonomy. Aside from dhatus and angas, 

prabandhas were defined and regulated in the musicological texts by specifications as 

to language, emotional context and literary content. 

The prabandha was the single term for the art songs of the musicological texts 

at least through the thirteenth century, when the SR describes hundreds of possible 

prabandhas grouped within three large categories. Developments in literature, 

however, had already begun to show signs of a trend away from the meters of classical 

Sanskrit, and this trend was soon to affect music. The Gltagovinda of Jayadeva, 

composed in Eastern India probably in the twelfth century, is the most well-known 

example of a literary-musical prabandha form, but it is significantly different from the 

prabandha texts in the Manasollasa. The Gltagovinda's meters resemble those used in 

ApabhramSa poetry. Its tremendous appeal, due to both its devotional-erotic content and 

its comparatively colloquial style, made it quickly known and loved all over India 

(Miller 1977,7,11). If the musical prabandha thrived during a time in which Sanskrit 

literature flourished under court patronage, its demise began during a period when 

ApabhramSa and vernacular writings were increasingly influencing and entering 

mainstream literature. 

The SUS tells us that in the fourteenth century the prabandha song-type was 

no longer current (1.37). SudhakalaSa states that there are one hundred and two 

prabandhas, but lists only twenty-one. Most of these are traceable among the three 
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main categories in the SR, but no systematic relationship is apparent. The SUS 

prabandha list appears to be a remnant of an archaic tradition. Instead of prabandha, 

Sudhakala£a uses the term rupaka for his subsequent discussions. Rupaka is a term 

mentioned in the SR and other texts (along with vastu) as a synonym for prabandha 

(SR 4.6). There may have been nuances involved in the use of the term even during the 

time of the SR,*0 but from the treatment in the SUS, it is clear that rupaka is now being 

used in a sense distinct from prabandha. The Ghunyat al-munya confirms this, treating 

rupaka in a section preceding prabandha, and adding the comment: "besides the fact 

that every melodic composition cannot be categorized as Saliz-sul-Rupaka, there is a 

particular form of it known as Rupaka, nowadays [sic]" (Ghunyat 1978, intro:3). 

Although the SUS art songs were called rupakas, they were directly related to 

one of the prabandha categories of the SR. They belong to what in the SR was the least 

traditional category of prabandha songs, a group called salagasuda. Explained 

etymologically as chayalaga, "attached as a shadow" to the ancient and more regulated 

prabandhas, these were songs that were the least regulated by the metrical 

specifications of classical Sanskrit. The salagasuda group appears in the SR appended 

at the end of its long section on prabandhas. This was evidently a group that had only 

recently attained musicological consideration. 

In a shift from the bottom to the top of a musical hierarchy, the salagasuda 

category, called saligasuda in the SUS, a further sign of vernacularization, forms the 

sole focus of the SUS discussion, and the primary focus of the Ghunyat al-munya. 

Both the SUS and the Ghunyat al-munya nearly reproduce the defining characteristics 

^Kumbha in the Sangltaraja has tried to make distinctions among the terms on the 
basis of etymology. He suggests a dramatic or emotional implication in the word 
rupaka, which is also a well-known term for drama (Sangltaraja 1963,551). The SR 
appends to its prabandha discussion a description of qualities of the best songs, here 
using the term rupaka, and saying that the best ones have qualities of "newness" (SR 
4.361-73). 
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of this group as given in the SR, but they differ in at least three notable points. First, the 

first of the salagasii4a songs, dhruva, is given a new prominence. Second, 

SudhakalaSa's dhruva song structure differs somewhat from the SR. These points are 

of considerable interest for constructing a possible historical connection between the 

SUS dhruva song and the subsequent dhruvapada genre, as discussed below. Finally, 

the songs' rules were changing. This is apparent from the vagueness of the SUS details, 

and is confirmed in the Ghunyat al-munya. After reiterating the Sangltaratnakara 

definitions of the songs, the author states that some of these rules no longer apply 

0Ghunyat 1978, intro:2; see notes on SUS 1.68,72,74). 

In summary, the SUS tells us that the prabandha form is now obsolete, and that 

the current art song type is called rupaka. Rupaka are the songs of the salagasiida 

group (saligasuda in the SUS), which according to the SR conformed the least to the 

metrical rules of classical Sanskrit. This song group has shifted from its position as an 

addendum in the SR to the preeminent song-type of the SUS, and its specifications 

were loosening. With these points in mind, we now turn to the terms dhruvapada and 

dhrupad in a search for hints about the origin of this important song genre. 
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Dhruvapada and dhrupad 

Dhrupad would emerge in the sixteenth century court of Raja Man Singh 

Tamvar in Gwalior, to dominate high art music in north India for the next two hundred 

years. It is generally assumed that dhrupad developed out of prabandha, but the 

details of the transformation have not been worked out The SUS represents a period in 

which the term prabandha denoted an archaic form, but dhrupad had not yet emerged. 

Three interrelated questions are pertinent here. Does the structure of the dhruva song in 

the SUS indicate any change from that in the SR, or any affiliation with later dhrupad? 

Does the use of the term dhruvapada in the SUS relate to the later dhrupad^ What 

trends are decipherable from the fourteenth-century treatments of song? 

The term dhruva was used in two distinct senses in the SR through the SUS 

and later periods. 12 First, it was the refrain section, one of the dhatus that defined a 

prabandha. Second, it was a song-type, the first song of the salagasuda category. The 

dhruva song is given a new and emphatic prominence in the SUS, the Ghunyatal-

munya, and the Sangitamandana, a prominence which is not in the SR, a point that 

would seem pertinent to the later usage of the term. The SUS description of the 

structure of dhruva is slightly different from that in the SR. It specifies a total of six 

subsections and the inclusion of a dhruva refrain line in the middle section, neither of 

which is mentioned in the SR. However, the SUS account does not appear to signal a 

change in the structure of dhruva song so much as to fill in details that were vague in 

HFor general overviews of the history of dhrupad, see Brhaspati 1976, Srivastava 
1980. For more detailed examination and analysis of form, see Widdess 1981,143-181. 
For the history of textual references, see Delvoye 1991a, Sharma, P. 1987,102-118, 
1988,83-97. For language, and literary content, see Delvoye 1990b, Dvivedi 1956. For 
a bibliographies and other articles, see Dhrupad Annual 1986-91. 

l^The term dhruva had an even earlier musicological usage in the Natyafastra, where it 
denoted songs used as accompaniment in a drama (Rowell 1992,108). 
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the SR. Widdess has extrapolated the information in the SR, the SUS, and the 

seventeeth century Sangltadarpana, to hypothesize convincingly that the three sections 

of the dhruva song each included a refrain (dhruva), and were distributed thus: 

udgraha, dhruva, antara, dhruva, abhoga, dhruva (Widdess 1981,180). 13 The close 

structural resemblance of such a dhruva song to dhrupad, with its four sections (sthal, 

antara, saiicarl and abhoga) seems to be a strong argument for a direct historical link. 

The songs of the seven saligasuda groups as described in the SUS and the 

Ghunyat al-munya indicate that this was a fluid tradition. The particular tala or gana, 

rasa and phala with which the songs are associated differ in most cases in the SUS and 

the SR. The Ghunyat al-munya indeed comments that the performance details of the 

dhruvas, manthas and pratimanthas have changed (Ghunyat 1978, intro:2). In 

addition, the lack of correspondence in the SUS between some of the talas mentioned 

in this context and those in its own tala chapter leave the impression that the details of 

these songs had become arcane and were reproduced from another text. 

The compound term dhruvapada first appears in the SR. It appears two times 

in the context of the rasaka song of the saligasuda group (4.353, 355) as a designation 

for the refrain. It appears in the same context and sense in the SUS (1.87, 88). The 

Ghunyat al-munya uses the colloquial dhurpad in the sense of the dhruva refrain 

noticeably more frequently than do the SR and the SUS {Ghunyat 1978,33). The 

dhruva song, in contrast, receives the colloquialization dhuva, and is never designated 

dhruvapada. The mantha and pratimantha songs receive the colloquializations math 

and parmath (Ghunyat 1978,33). Dhuva and matha are terms maintained in oral 

l^Widdess identifies the modern sthal with the udgraha (1981,180), while P. L. 
Sharma identifies it with the dhruva dhstu (Sharma, P. 1987,115). 
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tradition to the present day (Roy Chaudhuri 1975,11,64,92), *4 a fact that seems to 

virtually eliminate the possibility that the song-type dhruva was the source for the later 

term dhruvapada as the song-type. The Ghunyat al-munya, on the other hand, by its 

frequent use of the term dhurpad does seem to point to a continuity between the use of 

dhruva as a refrain and the later dhrupad. To add to the complexity of the problem, 

however, dhruvapada song as defined by Bhavabhatta in the seventeenth century has 

dhruva as one of its sections (Anupasangltaratakara 1919,15).^ 

The Sangitamandana, of Malva dating to between 1405 and 1430 (Gode 11:25-

34), contains what appears to be the earliest reference to dhruvapada as a song. At the 

end of its section on prabandhas is a subsection describing deSlprabandhas, a 

category separated from the salagasiida group. Dhruvapada appears in the following 

passage: 

<r«rr i ^nr 

II" 
(A song of) two, three or five lines (pada) (sung) with a tala and lay a of (the 
singer's) own choice, is known by scholars as dhruvapada." 0Sangitamandana 
1962,128).16 

l^The performance practice of dhuva and matha appear to be virtually lost. Prem Lata 
Sharma has tried to elicit a demonstration of matha from singers who are familiar with 
the term, without success (personal communication December 1993). 

l^Sharma traces shifts in usage and practice to show that the dhruva refrain, which did 
not originally come as the first line of a song, gradually came to be performed at the 
beginning of songs, and eventually received the modern designation and position of the 
sthal (Sharma, P. 1987,102-118). This does not bear directly on the relations between 
dhruva and the later dhrupad. 

l^Other deSl prabandhas mentioned in the Sangitamandana are carccarl, lahacarl, 
dhammall, and jakadl (Sangitamandana 1962,128-30). Lahacarl, dhammall, and 
jaka<fi are not mentioned in the SR. Dhammall is found in the Sangltaraja (1963,148). 
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The term here bears no clear link to the earlier use of the term dhruvapada. We must 

provisionally suggest that dhruvapada as the term for a song-type had a relationship to 

the earlier use of the term dhruva or dhurpad as a refrain, but that there is a 

discontinuity between Gujarat in about 1375 and Malva in about 1405, represented by 

the Ghunyat al-munya and the Sangltamandana. It is during this time that the new 

sense of the term dhruvapada appears. 

The use of the vernacular language for its texts is one of dhrupad's most 

fundamental characteristics. Bhavabhatta's definition specifies that dhrupad is 

composed in the madhyade&lya language,^ the colloquial language centered around 

Gwalior (Dvivedi 1956). The SUS and the Ghunyat al-munya indicate that by the 

fourteenth century the trend away from the Sanskrit metrical specifications had already 

resulted in an art song style different enough from prabandha to have been given the 

new designation rupaka. The greater melismatic potential of ApabhramSa and 

vernacular languages oveer Sanskrit, and the new lyrical content associated with its 

literature must have caused fundamental changes in melodic style around this time. New 

patterns of patronage, and perhaps melodic, aesthetic and conceptual influences from 

the Persian art music tradition, would combine in the environment of the fifteenth and 

sixteenth centuries to create the classical dhrupad form. 

Tala, upaSraya, prastara 

17 I rRrllO+qiSTCTT N N *\ 
II *HIK<«THMI*i <HIMIHlKlc'l«M I tRRIMTW ^ 3T II o o Nd 
VlRiMK *rsr I SpPTC II 
(AnUpasafigltaratakara 1919,15). 
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Tala is the system of measured musical rhythm in general, and each rhythmic 

cycle in particular. *8 The primary defining characteristic of tala is a series of hand 

actions which measure a repeating cycle: "Time measured by hand action, which is 

measured by laghu etc., affecting the measurement of song and the like, is tala" (SR 

5.3). The system described by Bharata received the designation marga in texts 

beginning with the Sangltaratnakara, and was preserved in juxtaposition to an 

expandable and flexible system called de$l.19 As with his treatment of other topics, 

Sudhakala£a does not refer to marga, nor does he use the term deSl in the context of 

tala, although his treatment identifies it as the latter category. 

DeSl encompassed a variety of talas, widely ranging in number among the 

different medieval texts. Talas are listed in no system of order or categorization (except 

by the SUS - see below). The only unifying factor is their common description using 

the durational units pluta, guru, laghu, and druta - measures of three, two, one, and 

one-half of a matra respectively. Some talas carry names common to prabandhas (or, 

in the SUS, rupakas), and others carry regional or metaphorical associations. Later 

performance practice often associates a song type predominantly with a single tala, and 

it is likely that specific song types were the source of some talas' inclusion in the texts. 

The numerous talas of the medieval texts are clearly an accretion of varied performance 

practices. SudhakalaSa lists seventy-three talas, most of which share names with the 

one hundred and twenty talas in the SR, but many of which differ in configuration. 

The relationship of tala to song in a performance was multilayered. Hand 

actions in the deSl tala system, unlike in the marga system, are not specifically 

l^For overviews of the term and concept of tala from musicological sources, see 
Rowell 1992a, 188-224, idem 1992c, 333-53, Sharma, P. 1992b, 143-171, and 
Chaudhuri 1984, passim. 

19 p. L. Sharma sees evidence for a historical continuity between the two systems 
(1992b, 165-66). For a comparison of the marga and deSl tala systems, see ibid., 143-
171, also Rowell 1992a, 188-214. 
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described, but later textual tradition tells us that each durational unit received a sounded 

hand action, and that longer units received an unsounded action as well (Sharma, P. 

1992b, 151,161). In a performance situation, the tala cycle, marked by the sound of 

finger cymbals and hand claps would be rhythmically overlaid by the song lyrics, with 

or without poetic meter, in Sanskrit, ApabhramSa, or, later, vernacular languages. The 

rhythm of tala and text would be overlaid by the melody lines of the composition with 

ornamentations and extemporizations. In addition, the drum would provide a layer of 

ornamentation, elaborating on the sung lines. This overall structure holds true of 

modern Indian art music. 

The SUS provides two new points in its tala chapter which hint that 

performance practices relating to tala were changing. In most texts, talas are not 

presented according to any system of quantitative organization. SudhakalaSa is unique 

in arranging the talas in order by increasing number of matras. This sort of ordering 

may be significant if it represents an increased attention to the overall length of a tala 

cycle. The Indian tala system is described by western musicologists as "additive," in 

seeming to emphasize the multiple sections that build a cycle. This is opposed to a 

"divisive," system, in which internal divisions are sublimated to the larger whole 

(Rowell 1992a, 209). Although the early medieval textual tradition seems to represent 

an additive system, the modern tala systems of north and south India differ in this 

regard. North Indian practice places relatively more emphasis on the overall length of 

the tala cycle, and stresses melodic returns to the first beat, sam. The south Indian tala 

system concentrates on the internal sections of a tala. Both in this way, and in the 

terminology and concepts it chooses, it exhibits a closer relationship to the SR and other 

musicological texts.20 In grouping talas by the total number of matras, SudhakalaSa 

20n. Ramanathan argues that some Karnatak performance practices have been recently 
shaped to conform to textual tradition (1992,75-99), a point which may have 
implications here. 
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may be showing us one early part of the stylistic split between north and south Indian 

practices, a split which is central to the musical history of the time. 

A second, and possibly related, conceptual shift is represented by the second of 

SudhakalaSa's contributions here - upaSraya. UpaSraya, "refuge" "support," or 

"retreat" in Jain usage, is a set of specific vocable drum syllables associated with each 

tala. Vocalizations for drum strokes, called pata, are given in musicological texts in the 

context of drumming techniques dating from the Nf>. Patas are described in the SUS as 

well, in the context of drums in chapter four, and in chapter one as one of the types of 

song text, but the term does not appear in the context of tala. UpaSraya clearly has a 

sense different from pata. The upaSraya notations found in the SUS manuscripts 

contain only occasional indications of internal divisions, and the readings vary too 

much to be reliable as exact representations of a performance tradition. The increasing 

lengths of the patterns, however, correspond to the increasing tala lengths closely 

enough that with some effort they can be speculatively set into the tala configurations, 

an exercise which is done here in the translation. A wide variety of sounds such as 

found in the upaSrayas are not unusual in written and oral traditions.^! There seems to 

be every reason to believe that the upaSrayas found here reflect real performance 

practice. 

The occurrence of this concept has intriguing resonances with the modern Hindi 

theka, from thek or tek, "support" (Platts 1988, 366). Theka is a set of drum sounds that 

define and characterize each tala in north Indian art music and serve as the basis for the 

composed and improvised patterns in a performance. The two terms cannot be linked 

on the basis of textual or performance evidence, as upaSraya is not found in any other 

2lThe SR uses a great many of these sounds in its examples of patas. Prem Lata 
Sharma points to contemporary Orissi dance, which uses a number of sounds (such as 
"jham") no longer found in the North Indian art music tradition (personal 
communication, November 1991). Orissan practice may have preserved such sounds 
from earlier tradition. 
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text, and theka is traceable only to a much later period. If we assume, however, that 

SudhakalaSa is describing an aspect of current practice, and that it has a sense similar to 

the later theka, how might such a practice reflect on musical performance? The original 

function of the drum was to provide ornamentation to the performance of a song, while 

the measure of the tola cycle was provided by a pattern repeated on the small hand 

cymbals (SR 6.4-5). In north Indian dhrupad practice, the use of cymbals was dropped, 

and the singer or an assistant indicated the repeating pattern through hand gestures. But 

an additional structure was provided by the repetitive pattern of the theka, which the 

drummer played as a basis for the singer's composition and extemporizations. In 

modem north Indian performance practice, the theka provides almost constant reference 

to the tala cycle, making hand gestures redundant. Modern style should not 

overinfluence a reading of fourteenth-century material, but an increase in melodic 

extemporization on a background of the theka as time-keeper is a feature of north Indian 

music, and this might have been taking direction around this time. SudhakalaSa has 

provided us another glimpse of a musical trend that appears to have been maintained 

and developed in later court practice in north India. 

Prastara, "extension," or "permutation," called ankapaSa in mathematical texts 

(Kusuba, 1993, intro:98), is a group of methods shared by poetics and musicology for 

deriving all the possible variations of a given value. It appears in highly developed form 

in the SR, where it is applied to both tonal combinations (tanas) and talas. SudhakalaSa 

gives a long section on methods relating to prastara, but the section is hopelessly 

vague, and can only be understood from the description in the SR. SudhakalaSa does 

not add any new material here, evidently reiterating this tradition purely for the sake of 

scholarship. Whether the prastara and related methods had any practical applicability in 

music is questionable, although the potential for rhythmic combinations and 
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manipulations must have been stimulating and inspiring.22 Methods of permutations 

relating to tonal combinations described in the SR such as khanda meru and ku\a tana 

aie untouched by SudhakalaSa. 

Prastara yields all the possible combinations of durational units that add up to 

a given total in order from the largest units to the smallest unit, druta. The number of 

prastaras for each unit is called samkhya, "count." These are written in chart form in 

sequential order, and the subsequent methods of nasta, uddista and kalita are applied to 

them. See Kusuba 1993 and Chaudhuri 1984 for detailed discussions. 

The talas themselves provide relatively little historical information. All of the 

talas in the SUS are found in the SR, except for the last two, purnacandra and 

prthvikundala, which may be SudhakalaSa's own contributions. Many of the tolas 

differ, more or less in configuration from those in the Sangitaratnakara. Aditala is used 

for the first dhruva song, but because they are ordered by number of matras, it is not 

possible to tell which might have been the most frequently used talas.^ 

Gana, svara, grama, murcchana, tana, Sruti 

The third chapter of the SUS begins with a discussion of ganas, the triplets of 

syllabic units by which poetic meter is described. Ganas in music apply to the analysis 

of metrical song texts, and to descriptions of tala configuration. The topic seems 

somewhat out of place here, and indeed the summary verse of the section associates the 

22 The modern disciples and descendents of sitar player Inayat Khan emphasize 
permutation as a practice and performance model (J. C. Chaudhury, personal 
communication 1982). Widdess explores Jairazbhoy's theory that prastara is a method 
for creating the phrasal development of alap (1981). 

2^Dhrupad is associated with the 12-matra cartala or cautala. P. L. Sharma has tried 
to trace the origins of this tala in the textual sources, and has proposed a relationship to 
addatala of the Sangitaratnakara (Sharma, P. 1988, 83-97). This receives no support 
from the SUS. 
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gana discussion with tola (3.33). The Sangharatnakara discusses ganas in the context 

of prabandhas. SudhakalaSa adds nothing new here. 

SudhakalaSa gives relatively brief coverage to scale degrees (svara), and other 

topics related to scale (grama, murcchana, tana, Sruti). This section has significance 

for two reasons. First, the terms are defined in ways that differ from the standard 

musicological tradition, so that his definitions provide insight into several points of 

contemporary music history. Second, SudhakalaSa gives us visualized iconological 

descriptions which are new to musical tradition. Such descriptions are especially 

significant for later north Indian musical culture. 

SudhakalaSa does not give much technical information on svaras, tone or scale 

degrees, which receive much more detailed discussion in the BrhaddeSl and the SR. He 

only gives us their names and places of production in the body, a tradition adapted by 

musicologists from phonetics. He does give us iconological visualizations. Texts from 

the time of the BrhaddeSi give for each svara a lineage, caste, color, refuge, deity, sage, 

and rasa, following on early traditions of vedic literature. The SUS, however, 

supplements these characteristics with the number of faces, color, number and content 

of hands, a tradition found in tantric ritual literature. Jain meditative and devotional 

tradition had for its subject matter a large multi-leveled pantheon of deities and 

subordinate deities (Shah 1987; Bhattacharya 1974), and an especially prolific tradition 

surrounding yaksas and yaksis (Sharma, J. P. 1987). Such a tradition supplied plentiful 

inspiration for visualizations to be applied to musical entities (see below, under raga). 

Grama, "group," in musicological tradition dating from the NJ>, is the set of 

svara intervals in an octave. It is the distribution of the seven svaras among the twenty-

two Srutis in an octave. There were three original gramas - sadja, madhyama and 

gandhara - although only the first two were considered usable in practice. The concept 

of grama was pertinent to the scale theory of the ancient period, but lost most of its 
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relevance to performance practice by the early medieval period. It was maintained in 

later texts as a theoretical or analytical model of scale intervals and related consonances. 

Sudhakala£a understands grama in a completely different sense. He equates it with 

register (sthana), of which there are also conventionally three (SR 1.3.39). This seems 

to reflect a contemporary or local understanding of the term, since paintings of the 

deities "low," "middle" and "high" (mandra, madhya, tara) appear in the grama 

position in the Devasanopado Kalpasutra (Nawab, V. 1964,1). 

The definition of murcchana relies on that of grama. A murcchana is seven 

tones, sung in ascent and descent, with its beginning point on each svara. Each grama 

produces seven murcchanas from its seven svaras. The twenty-one murcchanas are 

differentiated by the different svara intervals of each grama. When grama has the 

traditional sense, therefore, they all exist within one register. SudhakalaSa's concept of 

murcchana accords with his definition of grama, so that a murcchana begins from 

each note of three registers. Sudhakalasa runs into some difficulty here. Realizing that 

some of these murcchanas would be out of the range of the voice, he feels pressed to 

explain that they can only be fully demonstrated on instruments, such as the vina (3.63). 

The murcchana names in the SUS are unique. Their source is so far untraced, but some 

names seem to have affinities to those of subsidiary goddesses and yaksls of Jain 

tradition (Shah 1987). 

Tanas as described in the NS, and maintained as a theoretical tradition in later 

texts, are murcchanas from which one or two notes are deleted. The Sangitaratnakara 

has a lengthy discussion of methods for working out all the possible permutations 

(kutatana). The SUS treatment of the term tana is different. Here, tana denotes 

vocables in the context of alapti, the earliest hint that alapti included such a section. 

This receives corroboration in a similar use of the term in the context of alapti in 
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theSaiigUamakarandapA This reference seems to tell us something new about 

performance practice, foreshadowing the nom-tom of the later north Indian dhrupad 

alap and the tanam of Karnatak music. 

Srutis are the twenty-two microtonal intervals of an octave, among which the 

svaras are distributed. Theories of svara-Sruti intervals in Indian musicological 

literature, dating from the N& through the entire period of Sanskrit textual tradition, 

have provided rich material for modern studies of scale theory and history (Levy, 

1982). Sruti theories have a complex, tenuous relationship to performance history. 

SudhakalaSa gives no new information here, except that he inexplicably chooses the 

madhyama grama configuration to describe the standard Sruti-svara intervals, a 

configuration considered less standard than that of the sadja grama. Such a 

configuration would have affected the consonances of the fourth and fifth scale 

intervals, but given the SUS treatment of the other musicological concepts here, the 

details of this theoretical tradition may have had little to do with SudhakalaSa's 

statement 

Raga, bhasa, alamkara 

The raga section of the SUS forms one of its most intriguing contributions to 

musicological literature. Although specifics about the melodic characteristics of ragas 

are not given in the SUS, we are informed of the predominant ragas of the time, and 

introduced to a new system of classification, and with it a new practice of visualized 

raga description. The history of raga classification is complex, and it will not be 

II (Sahglta-Makaranda 1920,2). 
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thoroughly reviewed here.25 One major point of interest here is that the SUS represents 

a period of rift in the raga systems of north and south India, and foreshadows later 

developments in north India. Another point is that the SUS raga system is specific to 

its time and place, and is distinctly different from that which developed in fifteenth-

century Malva and Mevar. The relationship between the two is a central question. 

The SR gives us a compilation in which a total of two hundred and sixty-four 

ragas are described within two large categories - grama and deSl. Grama ragas derive 

from the ancient jati melodies, which are related to the gramas as described in the NS. 

Ragas derived from the grama ragas are called bhasas, vibhasas, and antarabhasas, 

"dialects," "subdialects," and "other dialects." DeSl ragas, in accord with other uses of 

the term, are those conforming only loosely to the ancient rules. The deSl ragas in the 

SR are of four types or "limbs" - ragangas, bhasangas, kriyangas, and upangas. 

These are evidently regional varieties (SR 3.112,116). The Sahgltaratnakara further 

divides the deSl ragas into the categories "formerly well-known" and "currently well 

known." 

Although most of the ragas named in the SUS are found distributed among the 

deSl ragas of the SR, the SUS does not mention the term grama or deSl. The SUS 

describes a system of six main ragas, and six subsidiaries, called bhasas. In addition, 

there is an unspecified number of tertiaries called ragarigas, bhasangas, kriyangas and 

upangas. Three other references to the raga-bhasa system have been found, providing 

evidence that it was limited to western India in the fourteenth and fifteenth centuries. 

The system is illustrated in the Devasanopado Jain Kalpasiitra paintings, dated 

tentatively to 1475 (S. Nawab 1956, Plates A-G), It is mentioned, without 

visualizations, in the Aparajitaprccha, a Jain work on architecture probably from 

25References on the history of raga classification include Powers 1980b, 376-450, 
Sangita Ratnakara-19%9, Nijenhuis 1976, Danielou 1980, Kaufmann 1974, Widdess 
1992,53-74, idem (in press), Gangoly 1989. 
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Gujarat. This work is tentatively dated to the twelfth century, a point discussed below 

(1950, 612-13). The Sangltaraja of 1456 Mevar contains examples from the raga-

bha$a system, with visualizations. The Sangltamakaranda is intriguingly close to the 

SUS in a portion of its raga chapter. Its region and date are not clearly determined. 

The six main ragas of the SUS are found among two categories of the SR: an 

anomalous group appended to the grama raga section, called simply ragas (SR 2.1.16-

18), and a group called "currendy well-known de$l ragas," (SR 2.2.159-69). The two 

categories have some ragas in common, and both begin with Srlraga, as does the SUS. 

Five out of six of the SUS main ragas are found in the first SR group, and four of 

them in the second. The movement of these ragas from minor positions in the SR to the 

most prominent category in the SUS is an indicator that ragas of relatively more 

popular or recent usage had become the new mainstream for musicological 

consideration. In indicating such a shift, this section parallels the section on song in the 

SUS' chapter one, where the saligasuda type has moved to the top of the song 

hierarchy. The raga section, therefore, adds to the evidence that a vernacularization 

process was taking place in music at this time. 

The bhasas of the SUS are found among various categories of the SR. There 

appears to be no pattern to the relationship here. One might assume that these were 

ragas that maintained currency in fourteenth-century performance practice. Some ragas 

are mentioned in the SUS for the first time. Some of these would maintain their 

presence in later periods (bhlmapalasl, kedara, dipaka, devagandhari). 

One of the most significant aspects of the SUS system is the assignment of 

gender to ragas and bhasas. The gender association has early linguistic roots: the 

grama ragas have masculine endings and bhasas feminine endings, and de&l ragas are 

mixed (Sangltaraja 1963, intro: 143-4). No explicit systematization along gender lines 

appears, however, until the period of the SUS. Closely related to the gender association 
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are visualizations, which in the SUS are descriptions of ragas and bfiasas as multi-

armed tantric-style deities. The later raga-raginl system would reformulate raga 

families into secular characters inspired by romantic-literary themes. The 

personification, gender association and visualization of ragas is a development central 

to medieval musicological and musical history in that it marks a point of departure 

between north and south Indian thinking on ragas. If the conceptual shift or motivation 

necessary for this change can be identified, one aspect of fourteenth-century north 

Indian culture can perhaps be illuminated. The problem generates two main questions. 

What was the inspiration and origin of this phenomenon? How does it relate, if at all, to 

the later systems of north Indian raga classification? 

There is some evidence to suggest that raga visualization had a tradition 

predating the SUS. P. Sharma and Nijenhuis cite a prayer directed to a female deity in 

the Brhaddeil section on bhasa as evidence that ragas were the subjects of 

visualizations in a part of the BrhaddeSi now lost (Nijenhuis 1977,. 18; Sangitaraja 

1963,142-4; BrhaddeSl 1928, 140-1). The Sangitaraja also refers to the author of the 

BrhaddeSl in the context of the visualization of raga nattanarayana {Sangitaraja 1963, 

409). Mandana also may be referring to Matanga when he attributes the poetic 

description of Srlraga to "the Muni:"26 The BrhaddeSl shows influence from tantric 

thinking throughout, and visualization of ragas might have been a part of that tradition. 

The lack of any references in subsequent musicological texts, however, makes it seem 

unlikely that the SUS is expressing an unbroken tradition dating from the BrhaddeSl 

period. 

Lath argues that male-female raga personification existed prior to the SUS on 

the basis of three texts - the Brhaddharma purana, the Sangltamakaranda, and the 

II (Sahgltamandana 1962,48). 
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Aparajitaprccha (Lath 1980). The Brhaddharma purana tells the story of ragas and 

raginls who appear and speak to the sage Narada who is discussing and performing 

music with Narayana. The evidence for dating the Brhaddharma purana prior to the 

SUS is tenuous. Term raginl does not appear in any musicological literature predating 

the sixteenth century, and several raga names appear here which are only found in later 

literature (jayajayanti, yaminl, sindhura, kedari, bhupall). The musical evidence is that 

this is a later work. The Sangltamakaranda is also only tenuously assigned to an early 

date. It describes ragas as male, female, and neuter (pullinga, strl, napumsaka) (1920, 

18-20). This is the text whose mention of the term tana in the context of alapa is 

similar to that in the SUS. The Sangltamakaranda outlines several ways of grouping 

ragas, and the last grouping has a clear affinity to that of the SUS. Here the six ragas 

of the SUS are listed, and each is assigned six "lovely women" (varangana) (ibid., 20). 

The Sangltamakaranda is intriguing for its affinities with the SUS. It may be a very 

nearly contemporary text.27 

Lath finally refers to the Aparajitaprccha, which has tentatively been dated to 

the twelfth century (Dhaky 1960; Aparajitaprccha 1950, intro.rix). It contains a section 

on music in which a list of ragas and bhasas is identical to that in the SUS 

(Aparajitaprccha 1950,612-13). It contains no visualizations. If this text does pre-date 

the SUS, it could be evidence that the raga-bhasa classification system was a product 

of the Gujarat region, and one that had a life span of at least two hundred years. 

What was the likely source of the SUS raga visualizations? The SUS 

descriptions have clear precedence in a long and thriving tradition of tantric-inspired 

Hindu and Jain iconography. The Jain pantheon, with a multitude of secondary deities 

described in iconological terms virtually identical to those of the SUS, is the subject of 

27The editor of the Sangltamakaranda places it prior to the Sangltaratnakara (Sanglta-
Makaranda 1920, intro:ix-x), but content consistently seems to place it at a later time. 
This is a point also contended by Nijenhuis 1977,13-14. 
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such studies as Shah (1987), Sharma, J. (1987), Hingorani (1978), and Jain, J. (1978). 

It must have required only a small step to include musical entities in the huge family of 

deities. The conceptualization, however, involves a significant move in musical or 

musicological thinking, away from concern with scale toward more imaginative extra-

musical associations. If the Jain pantheon provided a ready model for visualization, still 

the idea must have had another impetus specific to this time in history. One might ask if 

Persian art music had any direct influence in this regard. Although mathematical and 

astronomical symbolism are to be found in Islamic thinking on music (Pacholczyk 

1994), there appear to be no models at all in Persian, Turkish or other Muslim traditions 

for visualizations or poetic conceptualizations of the sort that developed in India. 

An interesting early reference to secular poetic raga and bhasa personification 

appears in the Aparajitaprccha. The text comments that bhasas should always be sung 

with their associated ragas because a default in this regard is comparable to a wife's 

association with a man not her husband (Aparajitaprccha 1950, 613). If the SUS 

system creates a Jain tantric association for ragas, the Aparajitaprccha reference 

appears to indicate that there was a more secular poetic imagery at work in Gujarat as 

well. 

The raga-bhasa system of the SUS was short-lived. The visualizations as 

multi-armed deities would soon be completely eclipsed by visualizations of a more 

secular literary type. The Sangltamardana of early fifteenth century Malva describes 

the personal characteristics (svarupa) of a select number of ragas in a style that draws 

on literary instead of tantric iconological themes.28 Poems describing ragas and their 

wives, raginls, would follow soon after, expressing literary trends of the times that 

28SW FT^i" I <Tfc: FTftftSW. 
«  C 

I II "The character of madhyamadi is thus: moving at a 
medium pace, skin the color of the black antelope, beautiful, auspicious, steady, and 
radiant, he is telling the story of Narada and Tumburu." (Sangltamandana 1962,46). 
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explored the facets of romantic emotion. The raga-raginl system, with its poems in 

Sanskrit and the vernaculars, with ragamala paintings illustrating them, would thrive in 

the sixteenth and seventeenth centuries all over north India, and continue to be produced 

well into the nineteenth century (Waldschmidt 1967; Ebeling 1973). 

Was the raga-bha$a system expressed by SudhakalaSa directly related to the 

later raga-raginl system? The most compelling evidence for a relationship is proximity 

in time and place, but the relationship might not have been causal. The Aparajitaprccha 

reference hints that ideas of secular imagery may have been current in Gujarat 

contemporary or prior to the SUS system. It may be reasonable to speculate that the 

SUS system was inspired by Jain devotional sensibilities under the influence of a trend 

toward extra-musical association and imagery. This trend may have been inspired 

indirectly or in part by the vernacularization process. Poetic imagery would find its 

successful expression in the raga-raginl system. 

Sudhakala's last topic in the third chapter is svara movement, called alamkara, 

"ornament." His treatment is not new, and follows generally on musicological tradition, 

but it indicates that the practical details of alamkaras were fluid, as the contours of his 

alanikaras do not match those of other textual sources. The charts included here are 

unique, and are reminiscent of meditational devices, yantras. They may be another 

reflection of Jain tantric inspiration. 

Instruments 

SudhakalaSa's treatment of musical instruments gives only a limited amount of 

new information. Four categories of instruments - string, blown, solid, and skin-
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covered - was standard in musicology from the time of the N£.29 SudhakalaSa adds 

categories based on holding position and sound production (4.4). 

The priority of specific vlnas in textual lists sometimes provides information on 

changing performance practices, but often ancient vlna names are reiterated to maintain 

intellectual tradition. Information on instruments must be corroborated by 

iconographical and other sources. The vlna list here is headed by the pinakl, a bowed 

stick zither30 that had some currency, but is not known to have ever been a dominant 

court instrument. The possibility exists that it had some popularity at this time, although 

SudhakalaSa's overall treatment of instruments is not detailed enough to trust as an 

account of living tradition. The second vlna listed is the kinnarl, a stick zither 

structurally related to the court vlna of the dhrupad period, later called bin. The kinnarl 

also receives detailed treatment in the SR. It is possible that this was a prominent art 

music instrument in the thirteenth and fourteenth centuries. 

SudhakalaSa's treatment of instrumental techniques indicates that performance 

traditions were increasingly carried in vernacular traditions, and that the categories of 

the SR were no longer intact. His list of technique names contains a mix from different 

categories of the SR and from untraceable regional or vernacular sources. In general, 

musicological texts make a strong relationship between ornamental techniques and the 

vlna. The topic of gamaka, which is relevant in this regard, is completely omitted .by 

SudhakalaSa.31 One interesting point is his mention of alapti in the context of vlna 

techniques, from which we receive an intriguing hint that vlna playing may have had 

29For studies of Indian musical instuments, see Deva 1978, and New Grove Dictionary 
of Musical Instruments (1984), under individual instrument names. Jain sources, 
canonical and literary, provide a significant amount of names of musical instruments to 
the early medieval period, as compiled by Kapadia (1969). 

30For classification of musical instruments, see Sachs 1940, and Kartomi 1990. 

31For a study of gamaka and vlna techniques in a seventeenth century musicological 
text, see Ayyangar 1980. 
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special associations with alapti. Dhrupad oral tradition often credits bin for aspects of 

vocal alap techniques. 

The section on skin-covered instruments, provides an early reference to a family 

of drums that would later come to dominate art music. The pattauja or a related drum 

would develop as the pakhavaj, and be closely associated with the peak period of 

dhrupad court music under Mughal rule. Indeed, the Ghunyat al-munya already uses 

the colloquial term pakhavaj (Ghunyat 1978,55). Late in SudhakalaSa's section on 

drums occurs the earliest reference in a Sanskrit text to instruments of the foreigners -

tabla, dapha, tamaki, daundi. Tabla is the tabl of the Persian court tradition.32 It would 

much later, in the eighteenth century, give its name to the modern north Indian drum. 

Musical instruments of Turkish, Persian and Central Asian origin became a part of 

urban and court life in north India from this period. SudhakalaSa's acknowledgement is 
r 

telling of the public visibility that these instruments must have had in Gujarat in the first 

decades of the fourteenth century. 

The section on drum handstrokes (hastapata) in the SUS largely follows on the 

SR and its two commentaries. In a pattern resembling the section on song, a few 

categories are nearly reproduced from the SR, and others receive only vague passing 

reference. The only section in this part of the SUS that may represent contemporary 

material is the brief example of sounds that follows the description of the muraja 

(4.71). The sounds given here seem to have more affinity with modern performance 

tradition than those taken from the SR tradition which follow it. 

Dance 

32See Jenkins and Olsen 1976,74-5. 
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Due to the energy and efforts of scholars and performers involved in the revival 

of dance traditions in India in the twentieth century, a significant amount of research has 

been done on the textual traditions of dance. Dictionaries, handbooks, and prescriptive 

and descriptive studies make dance by far the aspect of musicological tradition most 

accessible to the English language reader (Vatsyayan 1968; Naidu 1980; Mudras, in 

Symbols 1988; Krishna Rao 1990; Bose 1992). 

Early Jain canon may have held an unfavorable attitude toward music and 

dance, but in the Svetambara RajapraSnlyasutra, the Jina gives a silent, if ambivalent, 

nod to dance and music (Jain, S. 1991, 20-29; Rajaprashniya Sutram 1982,46-7). 

Ritual and narrative Jain literature in Gujarat in the medieval period contains profuse 

references to dance performed in the context of devotional practice. Dance became such 

an integral feature of devotional practice that Jain temple architecture came to include a 

rangamandapa, dance floor, in front of the inner sanctum (Shah 1955). Female dancers 

and male and female instrumentalists form prominent motifs throughout the carvings of 

such temples. 

Western India was recognized for its dance forms from an early time, and the 

unique and prominent traditions of regional dance which Gujarat still has are traceable 

in references in musicological literature from the time of the NfS. The Sahgltaratnakara 

speaks of the feminine lasya style of dance first being learned in mythological times by 

women in Saurastra from the women of Dvaraka (SR 7.7-8). Majmudar points out a 

number of textual and inscriptional references to art and court dance in Gujarat, and a 

profusion of references for the non-professional group dance forms for which Gujarat 

is especially known - garaba and rasa (1968,98-112). Vatsyayan traces dance 

references in the paintings of western India, arguing that the technical verity of twelfth 

century paintings indicates a strong interaction among sculptors, painters, writers and 

performers in medieval Gujarat (Vatsyayan 1982,60-5). This seems to have been the 
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case through the fifteenth century: the Devasanopado Kalpasutra border paintings, 

which illustrate the ragas and bhafas as described in the SUS, also contain labelled 

depictions of three hundred dance positions (Nawab, V. 1964), precious material for a 

study of the dance style of Western India. 

True to this strong tradition, SudhakalaSa gives us two full chapters on dance, 

and they are the longest chapters in the work. Most of his descriptions very nearly 

match those in the NS and the Sangltaratnakara, but he must have also drawn on 

different textual traditions and a living tradition of dance performance. In some cases, 

the choice of terms indicates a misreading of a written text on Sudhakalasa's part (6.82, 

101). In quite a few cases, the SUS differs in name and description from both the 

Sangltaratnakara and the NS. Consistent with the earlier chapters on music, 

SudhakalaSa makes no mention of deSl, which the Sangltaratnakara does in reference to 

several categories. At the end of the final chapter, SudhakalaSa bemoans the fact that 

dancers are no longer conversant with texts, but have created their own vernacular 

terminology, and likewise that writers are not conversant with practice (6.129-31). He 

may have been attempting here to reaffirm the textual tradition of dance, but he also 

seems to wish to demonstrate an awareness of performance practice. 

In chapter five, SudhakalaSa enumerates and describes major, secondary and 

minor limb movements (angas, upangas, pratyangas). These include head movements 

and facial gestures, single and double hand positions and gestures, movements of parts 

of the mid and lower body, and fixed positions, called sthanakas. In chapter six, he 

describes combined movements (karanas), sequences of karanas (angaharas), circling 

movements (bhramarls) and movements of the legs (carls). 

The technical or applied significance of the differences between the dance 

gestures and movements listed and described in the SUS and those in the NS, SR and 

other texts important to dance are beyond the scope of this work and the expertise of the 
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translator. Vatsyayan (1982) has begun to explore the history of dance styles and 

techniques on the interdisicplinary and pan-regional level that such a subject requires. 

Bose in a recent work explores the textual traditions of the concepts of dance (1991). 

Both Vatsyayan and Bose make preliminary observations about the SUS, noting it as 

an important source of dance information for the time and region.33 They and other 

scholars of dance may be able to make comparative stylistic observations using the 

SUS and the other textual and pictorial material of the time. If the SUS reflects 

performance practices or elements of style unique to Western India, they are buried in 

the subtle details of such a comparison. 

Besides lists of dance movements, Sudhakalasa gives us some idea of context, 

mentioning that dance is to be performed on occasions such as ritual entrances, 

pilgrimages, royal coronations, weddings, and births (5.3,6.138). He does not 

specifically mention temple settings, although he refers once to devotees who learned 

dance from the sage Vasi?tha (5.11). He mentions that dancers are professional girls 

and "clever girls of the royal family" and gives a description of practicing and preparing 

for performances. He describes the seating arrangement of a musical event, and the 

levels of hierarchy of composers, following on the Sangitaratnakara. He ends his 

work with praise of the work itself, an account of some of his predecessors in the 

Maladhari gaccha, and the dates of both the original Sangltopanisad and its present 

condensed version. 

Summary 

33 Vatsyayan points to the differences in the descriptions of karanas in particular 
(1968,40; idem 1982,69). Bose points out that padas and padakarmas are described 
separately from each other (5.126-30), as are sthanas and sthanakas (5.135-37), and 
that the bhramaris are described in a separate grouping, which she sees as evidence that 
Sudhakalasa is describing contemporary practice (1990, 65-8). 
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The SUS offers substantial material from which to begin to piece together the 

details of musical change during the fourteenth-century period in Gujarat. In its 

reiteration of the format and many of the topics of musicological discourse, it 

demonstrates a concern for the continuity of the long-standing intellectual tradition of 

writing on music. In its treatment of many topics, however, it tells of a period of flux in 

which categories were shifting and performance practices were changing. Many of the 

changes reflect the vernacularization process which pervaded social history during this 

period. The rupaka category of songs in the SUS represents a brief but key period of 

transition between the Sanskrit prabandha of earlier periods and the vernacular 

dhrupad. A parallel sign of vernacularization occurs in the hierarchical shift of ragas. 

The SUS gives us the first explicitly gender-based raga classification system and the 

first examples of raga visual imagery. The raga-bhasa system which appears here 

describes ragas as tantric-style deities. The relationship between the SUS system and 

the raga-raginl system is probably not a causal one. It appears that the SUS system 

was a Jain response to current trends toward extra-musical imagery. The SUS indicates 

a weakening of Sanskrit-based theoretical traditions. Technical terms are reinterpreted, 

ignored or misinterpreted here. The SUS also hints at changes and innovations in 

musical techniques. The appearance of new fa/a-specific drumming patterns 

(up air ay a), here imply an increased use of improvisation techniques and seem to 

foreshadow later north Indian drumming practices. Finally, SudhakalaSa's recognition 

of the presence of foreign instruments signals a new stage of recognition for the 

Muslim art culture, and supports the probability that a range of influences are traceable 

directly and indirectly to the Muslim presence. 
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TEXT IN DEVANAGARI 

•TR] 

snT*ftssq"PT: 

11^3411 £ ̂ Tf:^rnT35|| 

wm: fcr forrfa Wd%Rj vd 

¥ ftpT: fsPT 3": II ^1136 

««N^^^il^fafo«fH«IM fw qT I 

^W^Rftarwrfwf STT *PRT 3": ^d^M^Ul IU II 
«  ^  6  CN O  O 

sK+il^bRN TRt^TPT ^M^NR|N^|A| feiWT I 

1WPRT*T i+fhw to" iuii 

jTMkWI^^f^ll^iN tat: M«ridM 

^Approximation of an auspicious symbol (bhale mindu) commonly found at the 
beginning of Jain manuscripts. A comparable symbol found at the end is "cha," 
interpreted by Muni Sri Punyavijayaji as representing a mangalakumbha, "auspicious 
jar" (Bender 1978,199). 

35P - ^TR": ¥%RT. H, K - WfRTH. J1 - W9M 

*PT:. A3 - •TT: «fl"¥*/FTct. 

36The meter of verses 1-3 is vasantatilaka. 
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HRN«-M tat Frrwi" ̂  P+P^d n*1137 

asffcr ^r| WIK TTwrjfqr PWMC I 

^trtT STFT wr 11 ^ 11 

jjte^rfwt wt w: 1 
VS C  

'FUlWI^ TRT: Wm TO ^ IK II 
*0  N 

Mldl^KPwHlSM 3 8  ^T  ̂ TRT^n^TT I 

si^nT^rFwtwwrf^^^nw 11 w 11 

^ ^ M te ^wir#r TTNT 1 

^ ̂  ̂ Mr-. ik 11 e >0 

«3nwIH vil+Hi 1 NO 

3T^T^qTT%f IK II • *0 «d > *0 

w^R^nt *fter t Fraferf^rr: **T?TT:I 

S^FTfKTT: %f*T II *o || 

FTOT^W: %f^WTT^ ^ ̂ TT: I 

fn^r lc^R^T%: H<Md II « II 

37Shah - ̂ Ffl?l. P - as above. The meter of verse 4 is tristubh. 

38P, J2 - Shah, J1 - as above. 
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fq?r: I 

«+4hI<wii^ II ^ II 

^FirfwRrt wm: ^rr i 

iTOTtfwh": TO ^TR% II U II >a 

^HNF: #^FTt I 

^5jTqt qft ^Rtcq" fl" II W II « o 

snfeq" «n«nmi: w: ̂ rfwr w i 
<\  ON 

Wt: SRf^: Wt if^T W II ^ II VS N» 

«4d^ld 'ftt wt I 

^rarra^r wit 11 w n 

W£$: W*t IV«Ullfel«WK ^K9nfk^: I « vs va s 

<T ^TTfk^r II V3 II 
«  >9 N 

m <SMI<II m$m ̂ riw^r ?rrfe n « 11 

whi^IHIO yWuft i 

W?R»*SW^ W^pfctsfr <5T: II « II 
>a 

h^I-H fm ^sw i 

n ip II 
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ScTSft cTMl" HKI'tofidRMI^+1 II ^ II 

t fiî r f¥rr wf^nf wfwd^r: i 

P«<ihlM ^rt ^p^Rn fef%: n n 

r«M«lfi^lcH+W PH^Id M^-NdyldP^dM I *v N ev > 

WTdc^d HKW^HfrKd: TO II % II 

^TKf ^ W I va n N 

^dl^xIMd: IWMI^fa<qVkl  II V II 

^ Frra; aw f i 

ii % II 

^r^^pft *RfNl41fcl**lh«( ^FT: I <\ 

^T: fe^qfTRW ?fR^ Sfrqt II % II 

39 ^cfi^rfWRt^TO: I 

^t^TTO «lPw<l$lO HKtlWfFTT: II W II 

^K: 40 STFRTW: Wl<+l0 I 

39p - «T7^T?TPTWIf)". A - as above. Shah - '1KK*l(?41l)rR?liri. 

40p, Shah - TO»TC:. 
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^ II V II 

WT: TOM ^ ff^PT: I c\ c\ » « d 

FTRT W II RS II 

q*£: c^W^f #? ̂  ̂ ̂ ffw. | 
>a vo « >o c 

*ii«kHRiRRi #rtt itere^Tiwr^qt n \o n 
\D  

3^toT 

<hPH4 ^ JFld FHC*M Hot W I 

anwrra^n^rr^TO <r m+iF&h nw n 

i 

sf^Krt ^w sr^KR^rnr ?I$IuH II vi 11 >o N 

Midlife!*: I 

fowt Hld+I^l :  SWt W IIUII  

TfTpwfr iwiwq- I 

<|4|«t,^H+^<=l IWk: ̂ #T: II W II 

q^TM9TO^rf I 

<«l<^ STET^T^ 1wfT  ̂ WH: II V\  II  
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+<"11 Pi ^ I 41 
CN 

<rwrm-. II % n 

sra^RFSRSTriTt f^rwr I 
CN o 

d< îimuM t whwt -Tl-wiw gter: n v n 

^rwrftr f^pt ̂ kr f^: II v II 

d<ill̂ l WTOR" y=im>ll *H\<H\ I 

3TT^- vd<il I^Jd *T II II 

Sl^t sftsqw TOR W I 
>» "N CN N "N 

sftwt ^m+w î̂ iiî ^vnî  II tfo II 

'SRrf^rdMi fet ^TldHxi-HH I >a >s <o > 

GlfaiM TT^TR" 5TW f^TT fe: II *< II o o 

*\m i^i (Vqa^m*fpc^M*HVHa I 

STOT <HIIWm3hI fa^T: MldH<lPl ^ II ^ II 

ĵ: *mk41 mr wn: Mknrwm: i 
N «  

+l*WM«h<lfclMI ^ II n II 

41Shah - HK«lr6r: H^lfa «KullPl SET. P - as above. 
CN 
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dH^HI dHIW 7TH«hl<«hl: I >d 

?WVlwf% fem^KlpH: 42 II w II 

trt snraw ^rf: wSiTOnj; i 

*TtaFT H<dMI«TT TOTt ̂ Trfe%: II ^ 11 

MWl'kll ^TRHT: sj^ I 

fe^T: FTRT fwf^R" ^TT sft^TT ^:^T: II «<k II 

3rM^TT ^ f¥$WT M^dl STRPT: FRTT: I 
o « c 

WFtW 551# TO STST SRT^T: II V\3 || 
O CN « 

/ 

*RT: qs=qfeT: tffW dxl*[km StPT: I 
CN 

wrrftw ^qr^Tfer^: II w II 

^rfewft 43 T^TW: I 

^<K: sftsq- ^FTfinT: II ^ II « 

srrat aw^ft w: HRiiuA) fosrr^: 441 
>a 

^dwwrfl 45^iT^n#cWl"^w 11 <& 11 

42Shah - P - feTRWpR:. Al, A3 - as above. 

43 SR - ̂ WT. Shah - ^rfWCSTFW)^. 

44p, Shah - Pltl !<?*!». SR and below 77, 81- as above. 

45SR-<H^dH. 
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SpTFTt ^ II ^ II 

^RT: Wft^nfl" ̂ ft wfa^A I 

f^T: Wnr^Kt H^ux(rrt«l<s)<: II II 

firsRFiqT^' +^4«I^H^1 I 

Rlvi^l ^Rld^qi imo) 5RFT II M II 
C\  

n̂| FM ¥pf Ĥ ht i 

an^t <rw^ wf ^ n <# u 
S> «  N 

NdH^fclxl*!: Sftwt WPT: q^rfr: qt: I 
~ cs 

=^f: FTTfet ^ Wm mr: II A«\ II o « 

3pq#r cr q̂ ifr ft: n «*& n 
>& N» C  

SR" arrct^ ^rw^rnfrwr 1 
N3 

topRTfft =^T 'N^lfHlfifcd <TT*T 46 II ^ II 

lJ+KHIItH<l^ WRW5W®: I 

wtsfal": sfteST FT: ^RKMiiKNRT II ^ II 
>a « n 

46Shah - W3*1. P, Al, A3, J2- as above. 
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*11 fed 1^ 47 ip^ TO: vmt Uft: I 

W^IHiKH^ ^{li+O W: II <* II 

WW W ^ifWITZK: I 

^Ti^r W WW IKO || 

TTFt ^ 'IH&IMHH^m: 48 | 

^T^q" f^fcft 5k WM wmz: II ^ II 

3r^n^r w «fk: f# srprar i 

3fFP^T ̂  49 "piT II W II 

50 W I 

?n^T: ^ ipfK ^sq^TEpfT: II ^ II 

«fk: FTT^^hrC: I 

SpfK ^ter^R^: II II 51 

47Shah - AM ^ P - as above. 

48Shah - WOT. P, J2, A3 - as above. 

49p - SfFF^H. Shah: <HH^JM0r^T% 

50p_x(H<^HM2. 

51 Verse missing in P, J2. 
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f^pft I 

3T^ wffew II ^ II 

vil^H IdM-i ^TT II % II 

3f^" ̂ rf^Tcft 'FT: 52 =q-1 

ii w ii 

^r ̂ Tf^Md^Hl Nl^FklRdl ^T: I 

M«iTew*iu6et»i<)'ii ^nwqi^fmwT^ u v u 

wrm: WT: WW I >a 

r̂nfr HjfvUMÎ  53 BT|W H"6+l ft: II  ̂II 

<g««a4 ^1I¥ ^RT: WT I 
CN O N 

^r <hk>^ d^Km>il spj<^ II wo n 

WflW 'FT: ipfK WFtf ==T I 

WR ̂  TTT^T: ^TFT: W W II w* II 

W: Wm ̂  ## I 

m i l  

52p - SR - w. UPS - ^l^*xl(F^T>1H6'1. 

53Shah-H^IHHl.P - as above. 
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f^TK: mf w$*m 11 u* \\ >9 

H"6W yfdHu6^ *ff ill^lfe* *RPT I 

wfOT^f ^T ?pfK wffyrK: II w II 

WIT TT WERFT FPR HP<0 *RT: I va o 

fNr^rp- 54 TRt n v\ II 

f^TTsq-: I 

W fw^RT^T qiw^i"; || V36, || 

ii giOT^w^rrr n 

f^rr^nwtw ^T: "T^R WJf^T: I 

fawt WTf^Wt f^PT^PTT II W II 

^RPsqt W PKIHNN^I^ I 

«M^I**mri«hl feTt ^TTgcfr W: II W< II >d o >» ^3 

Wf W I 

^IT|^wWt fh^IFTqt: II «S II 

54p.^pY. 
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^rfNs^fr I 

f^3fW ^stnil^R I^W: II <^o || 

Sf^nwtsfr 56 q^T <4|(H:4I;$JH*K|JK1 I 

3rd r̂: î nMs«r ̂ FTR; ii II 

*i£ai3i ami I 

WfU WIT sfai ^kfTWfi": II ^ I 

FTRTT I 

SPT^f ^T W II a II o o 

f^W*nwP=r*fr *T WR II tv II 
O c I « 

^^nfNrr w w*% i 

y|«wifa ^rrTO II ^ 11 

n n 

wfwt* <i«+imm ^fr ̂ P«IH«I1 i n  >o >a  

55P - Ptmi^fi. 

56see note 11. 
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II ^ II 

mm: i 

^mihk^H<MP<<: II <flJ || 

fe^u^KNMIHlS^T *lhH«l: 57 | 

^MIMMK y<=IH<K M^:  W«R W II ^  II 
N «  *N 

W^T^nt WT ¥ =q^: I 
« N  ̂ C\ 

^m^nfhrqt: ^^K-^ld *K*KI<H+: II ^ II 

T^KfMl" fwr ^TT W 58 <TRT ̂  ̂ PtW>I I 

WTTf^T^r ^TT WfT PwfUkll II V II 

ii 

^ttr": mfm: urra": rtw i c\ o > 

f̂ fr IPW 59 1qf; || ̂  || 

HRH>J|T W fewfef: I 
CN N CN « 

57Shah - Sc^T^T fe<g«<s: FTRMNtSPT f ^ftST^T:. P, J2 - as above. 

58Shah - TTRT. SR, P, J2 - as above. 

59J2 - fWWT =tiHdM I. 
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WHT: sftW^ERt 60|| II 

FTT? 'Fkw W: I 
C\ C\ > 

^^JMlfa^iRMfcHH«: II % II 

3#T f%W 3W W1TW: I 

jfU îid 11 w n 

^ift^sh^ORlPl^n TFk <TT% ^R^T: I 

*ftt w ̂TSPT M^rfwt *1% *r wpmt: II % n 
> C\ 

II ?f?r n^ir<^«^<M«i^<«r<r«M-c\ 

'T^WnFfT ^TTR" wtorR: II 

60p, Shah - fWWTT. 
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^TR] 

laalHlSS^TR: 

TT^^^%?rrfq"f^RT^i^iirw ^if^FI 

^ ^ ^ RhRhWh fa*Will*flifi  I 

^fhfwrf^r si wt\) ?f 
«  <N «  N 

wt ^to^T^nf^nr in II 62 

5T^mM+Hl<+lf<<'Mc|^I^Kc|'W 3Tfr 

^WT: 5mf% 63 +WH&M 'ETWr I 
«  "N 

*KKlfe: 

^V^m:64 ̂  ̂ tsf^ ^ IR II65 

% ̂rflPW: ^fcrt ^TfTfWHt Mrf: I 

d^ffa c||^llPi *Hld«t»|fa WpT ^T 661| * || 

CN 

ipCT^ «sfldPl*HRl: 5ffcT C^i%t ̂  II y II 

61p _ +j-o^rjq shah - as above. 
CN 

62 The meter is SardUlavikrldita. 

63P - "f^rnrf^xT. Shah - as above. 

64A3 - cTf^P^IW:. 

65The meter is Sardulavikrldita. 

66Shah - ^PT^^cT. 
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" f r d " ' J c ' t  I  

W: ^l^dl^o^lViRt: II \ II 

?f <^H«i|c|^ i^ fiRT Wl" ?FI: I 

ik 11 

^ ^rrf^T: i o o 

S^ft vTErfc^W ^RT: Wf a-$=ii:67 II« II 
>a oo o  ̂

sMI^i FT: q^T H^lPW: sFTM" I va o « N 

^ St szftiT sq^jpf ^,f^n II ^ II 
VD %d N 

5^m: ^fr ̂ ft ic#r i 

W:W% PslHlpH: II S II 68 

iwf^fT;69 c^fr ^r^Tf: I 

3T%T: l^dMfn ft: II *o || 

srfcr fwrn i 

67P, Shah - 3^TT. 

^The two manuscript traditions, as differentiated by Shah, vary considerably in this 
chapter, especially between verses 9 and 38. This version follows Shah, who preferred 
the H version and noted P and other variations (see Sangitopanisat-Saroddhara 1961, 
16-23). 

69H - *11^. A3 - *il1^. Shah - as above. 
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f^RT: FTTcT II « II N9 *\ 

wft Pk<W) I 
\» 

¥hpM PkihiRI+W^M+O WT II R II 

+WM^|W|+TlMWW*ivi S^T: I 
C CN « 

3RT d-H<«h41 N i mfo <#W: II U II 

H^HMi ^rwrftrf ^cfr w 1 
N O  ^  

^nwfw WT ̂ feRF^T: 70|| ̂  II o 

TRT stdsl^M^dW: FTTf sfbfe I o «a *\ >s v» 

skiNd+H r̂ dl sCSTf^T: || ̂  || « >D >& N va >o 

srfer a* f^rct 71 fe4Vr: 1 « %a >d <0 o 

vTEti^t feTR" FTT^T^ TO ^t: II V» II72 «*& « va >d 

tw* -+F^c(Mtei|:cbM*iM* 3WTR" I « *\ 

W\\^\ W: ̂  W?*RT ^TT II W II 

70Shah - ^3s^(|)^F^:. 

71Shah - Sharma - suggestion as above. 

72This verse is problematic. P, J2 and A3 have a better version, as v. 13: vT^fHT 

FTR ^TTt: WZt: ^T: I pTR" ^HHpM |3wff i|Rl^d II 
(SudhakalaSa 1961:17) 
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fwrfcff ^rrai vft ^ i 

II v II 

Afta: wwm f i 

ST ^PT: fa>P~l<K«& 73 gf^fts^RNRi: II « II 
CN 

<^MIM fwqT^" *T: I 

*flViMdi^ TOft ^TRf II *> || 

f Kul* dMpl^Tl: I 

y îK î̂ Mbdî r :̂ 74 f̂̂ m=5r n  ̂n 

^HIH dHMi ywiO TTRr^rr 75 wr 1 
c 

^KKI srewfa reart n sa, n 

«WIW 'iRiS^i ^MlP^ 3TW: I 

f^nr TO ^ 11 % 11 
« C\ O *N 

zri wftsfa m^kA f^rw 1 

w^rt s^fir 11 v 11 
<\ c\ *0 o 

lllf^r«^IKRRT: II 

73Shah - tfw*. Sharma - suggestion as above. 

74Shah - T^T. A3 - as above. 
CN 

75H, K - wrfWr. 
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mr 76 

m f^rfwTf 

^NrhrfwRR^ ̂  TT^t WH: II % II 

d**ll<W"d<M$l *1M<) §ft ^ <n^T: 77 I 

«lR<*tlRl*iy«-<sMi ^TTWI^RT t |uuNRlsidM II % II 
^ N ON 

I U U lU |o I « I U KO |  |0U W I i»0 |  

W> I \0^ I <«&o I *««* I I «*«#> I I 78 

i^^Tfe^TT ^T^fecTH ^iflfl 3inmi: I 

lc*T ^TO^W^Wf WOTfT 3^" %fe^T ^ffe I 

^ w^Wtw: 179 

3W l®c*n(Vllyj$ 

76TWO charts as given by Shah are included here in the translation (see Sudhakalaga 
1961:20). 

77P, Shah - cR^T:. O, H - as above. 

78 P and related mss. add Wo I WI 

79p, B, A3, J2 - MqT: II WTTf^T 3TOcR 

fa *11 Rl ̂ 11^ I TT^fWi: II Wf^T *1<sMI II Shah, presumably from H, K - as above. 
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•uP'-wiiwi sWM ^ ^RT: I \a o N T" N > 

Tfraf ^^ <n?*T *\<*\\%<A: II W II 

wnfTfi^rRTft snail wit i 

^T ̂ rr snsrrot n v n 

aw ^rr i 

=ETKRW ^T *SRT: II RS II 
« « « c\ n va 

ift Wra^T: 80^q-irat^r^:^T: I 

dSL^I HNbR^ra" ^ St ^T: 81 II II 

arsftf^ sqrf^sqw^ 

SMMWUI aRTWMqfe I "T\ O > >0 c\ *\ 

<T ^TfRlWn  ̂ I Rid Id II \% II 

W «l^^sA|l£dMHST: I TCFft ^(FT 82 

l̂ r̂ W^WRIW^W R^FT dsi<sfl4 Rf̂ d Î HlvH Id 

80Shah - IT ̂ WRT d^T:. Rocher - suggestion as above. 

81Shah - ^WlfilC5^ 5t) t^T:. 

82Shah - ^(spHtM. 
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1 wnt*nrfa% i 83 

: I 

apqr^fw y+l^d 

^r^TF^RT ^if^xf^RWFT I 

|^T#ff^TFTTf" *[fc3T <T <RT: ^ II W.II 

dcHI*HMl ^ ^H<1 I 

3TfT ?n ĵT 3trV q  ̂atwnrw ̂ r: n » n 

^lts?T:ftw^TfT I^t €t q^PT: I 

fern <RT: 11 w 11 

+fadtfT:faq<rr 3TfT 3" ^MlOw «+nRTdl: I 
W^^iqT^WKkt WIX^rfN^^M II \\ II 

**N NO N 

tt^: w: q^ ̂ rr ^rc iiRmRi4^i l 

skil^M R^TR: sklN<i«M II % II >o o o N 

mP>todsidy^ll< ^  ̂<s±|| HdlR^II I 
\9 '  1\ VD 

83Shah -
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toY 84 85 n *« n 

ywwt 86 r^P^Hlfuife^ *T: I 

irscnvRK: wzmr 87 ^Riwfsn^sfw n \c n O >9 *1\ 

HWKI^kllfclMI 3RTWTT: f |  I 

^ 3rsrp% WTORT *RT: II VUI 

mwit wfer 3" 3MT: I 

^TTW^Ffr^rrCR; <TR MdV^-ld: II tfo II 

^ FTMNT: FffiT: I o c 

skWW<PWHMi ^MMi ^T:  ̂ FT: II ** II vd o 

^Rpz^hf t^wvre%TT«rwERrFr i 
« ON 

sh^T<W4l dWI^+dMlR+l^ II V* II 

WMIRmmhi' ^drw«RM i 

84p,Shah-l?^fl'. A2,B - as above. 

85suggestion - "tiRld? 

86Shah - P - as above. 

87Shah - ll^dW: H - *K<d<stj|. P - as above. 
o no o 
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fff ss P-Hd w imii^ 

14+dMl 901 

#gTTOts^RTster q#ft <H^$l<sK: II w II 

li+dl^i |cR?^t *TT W I 

«}£ sfo fsrfr <rc 11 

0 0 0 0  

1 *i 

srrferM *pt3%: y«fll3<j: 11 ^ 11 

191 

1 1 1 1  

STTfefM: I * I 

r«l<HN ̂ ftSTT# ̂  I 

1 <trr 1 fafafw 1 fafe 1 

^xffe gxrfe IWMw fafe 92 

88Shah - ^I^Vr. A2, B - as above. 

89shah gives chart here. See Chart in translation following 2.37. 

90shah - f^TO. H, K - fo^TTC^. 

91 Shah - ^RT sf. Suggestion - as above. 

92A2. UpaSrayas from other manuscripts which seem to fit the tala patterns more 
easily are noted here. 
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-^fa-.snw. i * i 

WRFT sfl^ldM si<A6HH II ^ II >0 N 

<m firfei «re*rei fat i 
*\ *> "N *\ 

O O  O O  0 0 0 0  

ffrsfiUdM: i* I 

*IHI<siJMM<lsft*il fe<J^I^R^fasfd: I o 

<rfc<rf%3T 1 11 TO i firfef i 

st 1%fe fat tt fsrfe 193 

o o"o o o o o o"o oo "o 

wf^r sTTxnoster i M 

St St 1w*T: FTRT MWT II w II 
O « N c 

<TT# ^wrr fernre 94 

OO OO 00 00 

Kl 

^TWl^rM WMM$)<s|< I 
ND «0 

flm i i ftfii i 

IV3 |  

93A2, B. P and O differ somewhat. 

94Shah - fi|cten^ . A2, B - as above. 
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WM: spq- fbTTfWT: II w II 

WW ^<1^1 *UM IWNfr fs#W: I 

TT#T: yfadM«M (sLHIRl-M: | |  »% II 

^HldH «r«IH S^PT I 

f 
C^C«r?fe>^f 95 

1*0'o 96 

ffir^FTT K I 

cRl^t# 3"M <R: II <\o || « *1 >o c\ va 

I o | 

Kl 

i TO^fyr 

15Rrrflr97 

II 

t&ffifa': I *o | 

95A2, B. 

96Shah - o o (o o |). A2, A3 - as above. Another possible interpretation - I o o. 

97A2, B - as above. O, P -
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Pk h m  <h^+) fswl̂  n  ̂ii 
m faited f 
<rf^<rf98  

0*0 1 

ifafMtw iu 1 

Rkwm s^rpff <r wft  ̂ nr 1 
O O O  C  N  

cnrftf I f%8T3-TT I 

o o 0*0 

W%TT5fr: I ttl 

yRi^M stda^a *ra*^r: y^RTd: 11 wl 11 
V& O 

fa «rt 

0 O I 

^TVlRklM: Ittl 

3TT f^TTfwrWMT d^RHWr 99 | 

^K: Rj^RvUM qddl*UM tieH,+: 11 ^ 11 

<RldM vTER^t TO%: 9#ffe I 
O vs 

I I «TJ I 

1 S 100 

98A2, B - as above. O - cTf^cT Si. 

99shah - f^TTW:. B -

100Omitted in mss. Shah - as above. 
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68 

•d 'o 'a 'zvm 

-If PIP - zv -9A0QB SB - o 'SZOI 

•QAOQB SB - QSQS *ssui ui pajjiuiOxoi 

£01 ££ ̂  2.!k^ 

I P-P>^jp i 

I ?b ujiuus^ho t^jbk Mb .fcifeftum£>k> 

I all 

| O O O I 

zoi 

I I feuu.iu 

II ^ II ki bk^jpftto 

Ittl rjajifejyi 

S o o 

I £h Joi£| I 

toliy»ibb.fc»T> blS^BPS 

|^| 

lOllJ I 

I J^]iJJ|J. I Mt| 

II to II kkh j^iH>bj |>^to 

I aH :HPPj> 



^fW IV I 

s^isra ll <6 ll 

<rf% fsrfe' 

0 O I I 

•?f?r ^-S^ti: I K I 

^rifen -:  ̂ wwi *rafor I 

TfwRTMt <^H) ^rfwt ^s^rr sifr n q> 11 

fwrt <^dM«n T#vfwft^hr^: i 

WRW^ft ^tvTKTM^r TRRS^T: II ^ II *a 

cfM ^T WTT 3" I c\ o va N 

11 i w i ^ 

1 1 1 1  

1% I 3.° I 

<i<\m m&t TO^^TT W: II II 

fw io4i ^RHPI i #\W\ t >p 

1 IS 

U* I 

^5PTF^wRfM Pl<HH |cIWT I 

104A2, Shah - as above. H - ^PT^. 
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w&i i i flrfe i 

I II O o 

ffa^vldM: l*U 

4<jffaHlfa$ <TM f^FTTT^T^: II <*> || 
vd >o >a S3 

Wrfrftr i #Ffrfafw«re 

0 o | s 

I % I 

Sfftt f^TPTT^xf ^<j^ld: I 
. r» r> r> r*» rN r> a» 

c!T TET^ T^kT T¥KT mtJmi $ 

crrf^r fVfe f 106 

1 o"o S 

wRr ^iRld: I 3# I 

HUAUM 5rf^RW5^ ^J|U|Id 107 WR3T II ^ II 

d W i  f a f w i  f e r e i  f  

fkfe t 108 

I S I 

105A2, B. 

106A2, B, 0, P. 

I07p - as above. Shah - cFFTRT, (S S I). 

1°8A2, B, P. 
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I IS109 

*F5WftWT: I % I 

PKHM feK II «, II 

dPkqd I I ifsit: 
v& 

<rf% «rar <rf% fa f i'i'o 

o o o*o o o o"o 

W % 1 ¥ r W W :  l % l  

<^Hll^t cTM <sMd*+ I 

o o o o S 

Wfo <^dM: uu |  

^TTW *llH+l413 WW II «. II 

112 

| | o o o o 

*rf^nfte: i v i 

l^Omitted in Shah. 

H0A2, O, P. 

HlO - as above. Shah -

112B. 
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JRTiWft ^jfllsKHIrd l^qiT I 

RiP^d i fofere 

flrfw fe f 114 

"S 0*0115 

f%5ra7W^: US I 

fjfl" ?HT: sMU*-*fcll: II W II 

i fofef 

o|^ 

"SHr^klM: Uo |  

fa^Hlfe<HMI^ W^t Wmtfc II 

i  T^fwr i Mg?nrf 

o*o o^ 

^r TTwfr: i« i 

m M~^lP*t<l: I 

Trsrf^rrar: II ^ II 

^fdM f^T d^S^Sl I 

1130 - as above. Shah, presumably from H -

114A2, O. 

H5Shah, presumably from H - S o o .  P - S o o .  
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si^Pi1161 Ri"iPiwi t  

i rt 

I U I » 7  

^RNR?T SPPRE II % II 
«rtf 118 sdfjVrwwr 1 %fe 

I I S o o  

TT^fW: I U I 

m \  d ^ i  f ^ w r  i  d %  i  f a w r f s r  >9 >a «o >a 

| O | | S  

wfr i \n i 

^?i^ara I^Ts^ ll ^ il 

<f^r°r n91 <t^rw i 

I l o o s  

I V\ I 

IfcR ^TM I 

dRhdfa Mw I *PF3 I f fMsr 

116B - as above. Shah - S^CHpl "fTT(f̂ T)ulPlul W 

H7Shah numbers this verse 33, and all subsequent numbering follows. 

H8p _ as above. Shah -

119A2, B - as above. Shah - <£Ri<l »l. 
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I I S O o 

IfcTC: I I 

*1ldoti ^5*PT II V II 

^fe^l20 |  TOI tef 

0 o S S 

«iv«cti^cnivi: I W I 

^ ̂  ̂  *PP^ I >a o 

i ^rif i2i Hi+d+d faw# 

o o | ]  

^fr: | V | 

S^TRsq" mWM WWR: II ^ II >d o o vd 

%fTRTT I fct: 5qwrfilt«Rl:i22 
*\ N» \3 O O 

1 IS 

^f?T3c*R: I VU 

Ml^lfo+llMMHdfofaHIWlRsMll: I vd 

d<^d| 123 cUHMl ^rferrfe: II wo II 

I20p. as above. Shah: Cffg" I. 

l2lShah-^(1|?). 

122p. as above. Shah - f^Plcl I f^TsC ...'Hvddt. 

123Shah - >i«c. 
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i 

<FTstf I 

Id+fa+^n I wrf^w ttowrr 

S M S  

l»o |  

f^f^rrlwit cT WIT^ *R: ^RT: II a* II *D >D v» 

wf i i ferfffwf 124 

i s^ 

m i 

<TMqfwt 5^" *PRT *\wh i o « > 

I srfr <pqwr ai 

O o | s S 

1^1 

fw*I JTWf f^m ̂  II u\ II 

TOI TORT I gftftw <wfkfe^p?i 

W crfe f 125 

s s s 

l24A2, B - as above. Shah - Plc^lsPl^il. 

125 A2. 
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mi 

^ ^idxn +^MI fcfr ^ 

^ 5? ?? ̂ r fafe ?FT % f?T ^ 126 

o o o o | o o s 

i W I 

^qftocTTt sr sr f̂t w II w 11 o o 

O o o | s S 

w^r^^f:iyM 

î̂ ir îr  ̂i 

f&mf ftwf wft 12? swfeiPi iwrswfePi ft^r i « o o o \» o o 

S S I I 

if?r ^tfwrfsR-: i i 

vOT 1T3" VI«AEFdl: II t* || 

*tfk?w 128^-^ i 

126A2. 

I27shah-WRTT. 

128Shah-^FT.P-^f|W. 
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si" eft129 

o o | || s 

TO i w i 

O >9 O O 

i ^fr i d r+fwi «TJ d r+ fexi r* i o \a 

| | o o o o S 

ff?T W^: I #c I « « 

 ̂ I Ri Pi II 

2ff| ̂ xT fafe fefif t 

<RT Tid+fd ^Tft^r fefe" Sffe 1131 

S o o o o S 

f^ffTMt" i I 

<^RP*fT TO^HRTM ^WTTf^r I « \9 O 

f^frr^n" 132Mgm£^ i M&z 

f^|frfkf|f^l«r3flrf^r^ 133 

I I I I S  

129A2, 0. 

130A2, O. 

131A2, O. 

132Shah-^TT. 

133A2, 0, P. 
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•?% etî cti: I \o | 

n »» ii 

dfafelfWl «^T I fafgfir «TW J 

I S 5 I 

^^n+llrf: K< I 

O >D 

xt#xt^ i «rffft m i 

^ ̂  «rff^r «rfff^r ^ 134 

I loooo I I 

Wf^yXWN": l<vU 

flkWlfa+dMHHq  ̂̂f̂ TR" II M II o -\ 

Trsr^THfaHHl" i cs 

*U<H"fi II US II 
ND 

^rf ^r wfl^t ^pfr i 
CN 

«ft I ^TT I i fqt i «rff 

«ff ^TT ^ fli| «rff ^ # 135 

I II O o | s 

<hM«SWfa: I «fc I c\ 

134A2, B, O. 

135A2, O. 
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IKo || 136 
O V> N 

«^lN 1371 «j^j I I 

«r iftr iw vft <rf% ftrfr mm «8 \â o va «o 

l o o  I S S  

-il^dM: I <$ I 

^nt^n^Hirw I 

i ^P^PkI" I 

Jlwr <&r fw 1139 

s i il; 

^r «TN^: i <a i 

ii c\ ii 
vd >a 

i «rftf*r *r%rr i 

wf^r^fyf ^%T3" 

<rff *rff % fz ̂ ff faf *df ̂ 31 140 

I 15 IS 

'^Rnfer: i i « >D 

136Shah - verse number missing. 

137P - as above. Shah - Tc^TTpT. 

138A2, B, O. 

139A2, B, O. 

140O, P - as above. A2, B differ slightly. 
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^TTCRW 5PFPTT SFTTC[ I 
dfafe* i ftrfw i4i) i afeafo i wr wTcfTi: 

OO IS IS 
wRMKm: 1 fill® I 

*w6<r& wr^t ^ #?% i \9 o \d « >d 

Mr Wrwr i 

0 o | | s S 

I ^ I 

Rd^lcTl ^T^N^TR^r: I 

sfKiff^HKiN ^fl"<H^iRi+i: II a  II 

-i-H^d: ¥ ^ FM WT: ^ I « d  " s o  

i-«rei*r*T3- i 

£ fimc^ f 142 

s s î  

i«G I S» 

Rî K F^TT t̂ vr̂ iiWt *nrt II & n 
^r 143 sî ipyfe i fwt 

1 s s Ts 

141A2, B, P - as above. Shah - f̂ Pldxtl. 

142A2. 

143A2, B, P - as above. Shah: 9 7  >9 
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Wf^rRi^K: K0| 

wrtw | wn^f sqrwr^ <nrr p: i 

I W | <Ff^ | t^R^fs^RTT^rJ I £ 

^ *rfz *PT 2: f*TC^ for Z144 

s i s i s 

Wflr ^T^ldM: | y | 

^  ̂XFKF <r l u lSL-HH IUMI 
<rf^fa?rT i i fwrf^f^fer i <c«iPifa i 

dwiwr t 

^T fim C«R ftfrfe ftfife TO«t Wr d^i TO 145 >0 

I  I S  I I S  
K%| 

WTTwT: TO" I 

f£rfwf% i «iP*fePi i «rwfwm" i aw i « *a 

I I S IS 

ffrsfklf: |%| 

i^pnt ^^i ii ^ ii 

dxl'tii I qif W1" ̂ flW ^ I 3tTT I •fkfet'Plt 

144A2, B, P, 0. 

!45A2, B, P, 0. 
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«rff wr fafe f wm S 

1"$ o o^ 

WWR 3" ^ W 3WT 3" ^RTfWr: I 

wrn^t n & 11 

SPFTTWI" 5?ft «IMt y+lffdl: I >o 

^idfo ̂ iHaRi i <rrfe i | rrwr i ^rfeT i fkfe i 0 >a o 

m ferf*r  ̂ f 
1 S I IO O^ 

KM 

^RRfM famt Wl" WR^TT II " II 

Sfe I I 147 «pj | jtjM I «F3"fat 

I I I S S S 
KM 

TsfNIwrt f wfr <H^Mfe 1481 

^ wis <IT wz ?nr fefr wis ̂  sw wi f^r fofr-
« « « >d «« o « 

fsrfr %ft ̂ T ferf*r # 149 
O « ND VD ^ 

146p _ as above. A2, B, and 0 differ slightly. 

147P - as above. Shah - (¥fT?). 

148Shah - as above. P - *14lul Iwl^d M Ih. v» 

149B, 0, P. 
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S S S 1  ̂

5%<ifWTkM: KW I 

«MM«< y^ifa  ̂ uwwfe+ii II <* II 

4i<ftWl-m«-3« r^MfedhPH ^ n so n 

^ 150 ̂  ^T: I 

^a: «df fcgft «rff § •& r^ni^l I 

i 

S S I s s 

^r ̂ «^Hcr>: IV I 

3W *TW3Rfr II <K II 
> vd o >a 

^wfw#fwr HyPku i i 

«i^i« <;^i« <TT err wwr f^rfwr^r 

s s s  s s  

^T ̂ dfndlH^^: I % I 

>a N© 

2¥% P^RP^tII ^csft cr^ft d% v» <a >s o «a 

fafw I 5Jf^M fafe dP<^| 3TT 

S  S  S  l o s s o o  

I50p. as above. Shah - ^'N^hl^i) dM. 
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130 | 

WTR^T: II II 

dddxii i fsrRrfsrfe#c«dt^r? i I?WT I 

TpflS^far I TR^«kr I ?FT WxTT |  s « >o 

i s i s si: 

Ri^fashlfed: I v\ I 

^N^Sli^nRlW: f^TvTT ^SeT^T^r: | 

st^fT vTWfM^FmlW: II % II o \a « 

S*t ^ ̂ TT^" "^c^K: T5^" ^ sr>+ild I 

^ ̂  s?TT^r vmtsw n s* n * >o o o 

^TRraT i <FTf?#i"crr i <Frftdrr«ret i ^%fr^rfFftraT151i 

i # ̂  ̂  ̂  fat <rr i 

II 

H^'sww: i i 
C v  

^TTW ^rfeni%^: I 

cnwrm r̂rwf̂ r: srfM^nr n % n 

FpM at 152 ?TW ̂  i 

151P - as above. Shah - <«4lPl 3T. >a 

152Shah - 'ft. 
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spft *fr PPW *R: st>Hld II II 

i i awrflrfo i «ifr^ 1 i 
sa o N& N9 o 

fcft 153 *TT fcfr I «k SRT «ff-154 I 
Nd ND 

firf^TdHi 3T i u i ^ri%firf*r^Fr^T^rr^XTT 1551 S3 \a 

I m f^ WTTJT 156 %w I 

157 ^iRyPi 1 f tw 1 

1 umMPi# 1 ^Txf 1 cTrT 1 1 

ifafccRTxr 1 df «rff ^rR^f^r 1 

I I I  I S S S S  I I  I I S S S S I I  I S S S  I I I S S S  

I I S S II S S I S I S158 

iiwiwim 3" cn^TT: % 1 

dM^I+^M^M^TlHI^rm: W: II W II o e 

^flW^vRTM: I v\ I 

l53shah - ^F?. vd 

!54Shah - «rn\ 

I55p _ as above. Shah - ^T ̂ RT xfT. 

!56shah - WT. o 

157o - as above. Shah - f^FWrf^FPT . 

158Shah- 111 ISSSS 1111 IS I IS 11 ISSS 11 ISSS I ISS I ISS IS. PandOhave 
different patterns, noted in Sangitopanisat-Saroddhara 1961,52-3. 
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Z.OI 

D^vbjitetotbm ,i»jk fj>ib.iub.ib 

II *  II hh R uitt^iDbteih^ \h 

I I^jbj >ifta,Dtoja, ^bjiba^ft 

II :k£kj. ^kks^MBihJslh^ %£ II 



fkniwr qwrctsfa wrot WTWT I \D O O N 

^qwlw wrr ̂  TTWM ̂  <r wf^nrmt n 

d^ill^Kl mtstift WT: W: I 

ftW: % ifapfl#: Wfcfa II 3. II \& X \D 

% 4luli: W <icH"it: Pr»<rMI: f^TJ^fSRT: I 

f^T: WT^Tcqf: P+PHd II \ II 
« > CN 

#iMM^K*dfO M m A  | 

^rf^r^u^wt fer fW 5PTTCWF[ II »n 

«4«H5hH*n ^JT f^WwT: *W: I 
« >• *& C 

i q u ^ ^ c j  1 5 9  ̂ f h r P T :  I I  ^  I I  

W ̂ rffetrt WIT I 

^fhjrar ^pfi" ^P^KIT ^RTT II ^ 11 

fcsrM i 
CN 

M^Md^iRl cTFT: W II w II 

159r, K - P, A2 -fqt #3\ Shah - as above. 
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 ̂  ̂IU II 

^ff H$x1HJM<i jfid^df*T ̂  f| I 

%ITO ¥ ̂  mt ¥11TORWT: II S II 
>9 « C\ 

HNI^IId TO^TT <riHHl' I 

ipifMlfotMltf fam 4\&hA f^T II *<> || 

^WW WT: I 
^ <hrirq- TO": TOWT wfe: II « II 

^jhFc^1 ^,Mr^r^rMdi w: i 

f̂% % II r n 
c\ x 

WRt ̂  fwft^n": | 

M,«t»RrH^ SF*fr II U II 

sFffa^TT W(W^ ?TO?A sFTO I 
C\ o > 

axî i'W  ̂̂ iidiw^Mcqi"17̂  denial: II W II 

fWTT: fwfwmT: *^HI:  ̂ f d" t I *5 

y*dK^i*HHife n v% n 

fo#?vnj wnr^to: m <r n % n 
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WFTR WRFW *T%WT II *O 11 

«WK<rHPl^ru l^d ^  |  

WTTfft ^Mfw il+KltK^ II ^ II 

Fn^" P^ldl^l: ̂ ifelT 160 ^fe^PT: | 

'l<sfa<J<*mil: ^Mr^mPid: II K II va >d 

^ i  « " N 

«i*<s*|;\%\ J^ *R: 3^n^ II ?.o ||161 

fM: ¥hR^nTT: ^fM^T: I 

4h4MR f^^TT *^dl TOT II ^ II %0 ' « ND *N 

^|cj4|^H^|^|ii+^|^tjf-i|^; | 
« C\ 

3  ̂̂  II ̂  II vd 

11^%+fadH II 

W: ̂ RT *ft ^rf: wftlM^II: I 
« CN 

^TWPTT^TFFft 1| ̂ fWT W: II % II 

l60p. ̂ M^MIslMl^r^dl. Shah - as above. 

IGlp, Shah - as above. H, J2 omit verse. 
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JPF2T: 3" WIT: II W II162 

fa^<rf>l«l: ^RTt mrft ̂  fWTI 

=q- wft ifef^Rfv^r: H % H 

wf wfrsfcwg; i 

WW<Wl ^PTFT: wft vr^t *TC: II % II >a vd 

wft 'ft I 

^45«Tl <>l+l<) Wft SFRsfo II ^ II 

wfV ̂  WT: I 
>& c\ c 

H < H k H \  W & K :  II V II 

^ f9R^ ^ ̂  Vpfl" I 

^kHlfafcft 3dtfdKl t  WKT: II « II >D « 

^ *Tft ^H^lPM: I 

3T^ i|i||feMKd<i fej ^[fe^R || ^o || 

^+iRw«iPii wf^4ii?zT8m^fyr i 

H+ittKifeMK w ™ ̂ #r iivii 

162P, A, A3 - ^TStTTT:. Shah - as above. Jl, A3 add two verses naming the element 
andphala for each gam, as below in 3.25-28. 

I l l  



sr^ftsfq 3" I 

f^% II W. II 

^TT^ ^TT«RT^^T Wl^mfhf ^ I 

^<ir«Hmmiuim^Rl<«T ̂ E5RT II tt  II 

<MKHII^mi^fih^ljf)HI^«ld: I 

Sfferwft" WITT: q5^ cflRTdl: II ^ || 

*<(lf^ ̂ TFTt I 

<M<MPDFA<W«N II V\ II 

*4«nfffr =Ef TFETRt W: q^WTT I 

fcHd«M PlNKiM d"FHT: W JfM: II % II 

\d o 

r̂ *lkMld *T^T: FTRT SPTO ^T: II V II N >0 *& *\ "> *N 

t>u6l<^ y^iqd m^t I 

wim^ r̂rfewr wmt Trfww: n v 11 

to: <t»u6ld tl̂ lld: q^HT: FIT: I 
^nt fer fa^lf^MK: II II 

^H<iuim^iri: mtr nR^RTdi i N9 
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ffKIWPOT II tfo || 

^lltiftl***: N^^IH^yW: II *\  II 

*Rfrl ̂  w wtswr Tncn <r 11*3.11 

wt c^T I c\  ̂ « 

vfspJT fs#qFTFT ̂ rar n n n 

II^^R^W^PT II 

Trf^Ti" ^W ̂  | 

%rt few tow  ̂̂ nfr %fWTcr n vy 11 N C > 

<HIHW t^RT?TFFfH"TRTT^q^HT: I 
O C\ 

Wf ^TR ^VlF^KWIT ^FPT II ^ II 

ii wRr ^fw^Fnr 11 

TF9R^i^fr *iU««fjMd*+<: I >D 

%IW5fWTf^: FTFWn^r: II y^ II 

sifft tw r wr i 

fa^ifdi wt fhftswr mtw w: 11 w \\ 
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WfflTWW: ^iJwiiM^+C I 

cPTT II w II 

TOT wit ^T: 3TRT: Wt^t ^TRFT <T II ̂  II 

II 5% WFMWT II 

H^^iU|4,c|<rfl f^Hcjuf^ q^K; | 

%TT «ltf M =ETTfa TOTSpft II <*> || 

*WH?M sK HIM fan ^fpfst: i 
c\ c 

*1^1 ̂ T TOT ^TR :̂ SPqrft W: 11  ̂11 

I I I I  

vmt *fk*pf: FTR^W^T^T: I sa so 

4i«n*n»î iir«w«nr̂ «rt.<: n <#. n . 

wt I >a «o 6 ON 

Wt WM*IMI*n irpf TOT cT cT :̂ll «& II va >D v& 

nî rte r̂wT n 
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Pim<l w«H: i 

II *•» II c\ « c\ 

*TWl" t^cT *1 Wl gfa tfi I 

TRTT ==T cpf^: TTRft W: FTTsTTp" *M: II ^ II 

II1% II 

^r ^ ̂ flyfa % i >a \d  ̂

IFSWRAROHRR TITRT: ^HR^KIVWI: II «A II 

4H 1**11 Mt ^T: ¥^piWM: I 

WrifcPT: Wte^n^frf^RTT: II W II 

iTR^r snsrrqt n h 11 c\ « 

TOT^wr^^mMl qr*fHm<ifadi i c\ 

M^RfT ̂ rf¥fr ^ srtercrcr n <* n 

aifadi thtt i 

wit wHwr jtkt ^nfWw WT II ^o n 
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CN C\ 

^HT^RR WR VRF^^RR MT: II Y n 

Trnit *i-siW5ii ^ T^rr 1 
C\ 

f̂ ntdK-î  f| II «. II 
C\ x 

^KlfeiW: W^Wni^l+RuiKl: I ' o c\ 

W^tW^TWIWTWfr^ WTR^T II % II 

d  ̂^"11 d M ltd t-cKtiR- l̂dl: I >a 

VF d" IKV || vs * 

qililiairldMrdidTTldrrletidrTlefli: I 

Pl^lW sFn^^PfT: IKMI 

fafM" ^rf ^ H<|«JIR|: I 

^xT^XWT ̂ «II+<IWWI: y^RFdl: II % | |  

n r̂̂ R^Fnr n 

*iKKII W^TWT WCT^nqT I c\ «o 

+IHIsfl W^T WTRT 3"RT "H^M'il W IKto II 
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^llRi+l TO" I 
C\ C\ 

5RP?n" 163 erprr stmt wrat ̂ rr n v n s» 

ilRtllKlH «RFT W IfaT: <H<I^II: I 

^f%f«r: fecfrfw ^TTW ̂  ̂ TT: WTRM II « II 

fesrfoHT ^TT: *ETT: II Wo || 

II 5Id ^f^T^WT II 

« CN  ̂

WT: ^F^TRt^T WT: II w* II o c 

m^f# <T TFTT: ^riwfr #^TRrq": I o >d 

W ifhfteT *RTT: II w* || 

3Rits?qwferFrTsf ^HT f^RTT: WT: II w* II 
O N& C 

«ftXFT9WT TFU: ^ N^INli^<P«ldl: I vd \ N 

 ̂̂  iwiw *m ̂ r̂ Fr̂ T n w n o > 

163Shah - H, K - STCRTr ^TT. 
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MUi'FN for: qs^i^rr |  

iwft ^-RIW. II ^ II 

1¥N^Thrr yRim^ 1 

sftTRtWT T^F?: ¥tS^^r^=T: || ̂  || 

fNT FTT^R" TO": ^T: II w II 

f^W?fts4 i^PTRt I 

i^Fnwiw 'iiHifn ^frorR^ n wc 11 

*frit ^n^rpsn# •m-nifti*) i 

V*5t WÎ IIHfellO ?vfrfk 164 II us II 

'M^WTMld^^l 'iUljfl I 

^tWT^TT Tfkr ^ 9I«MI^1I II CO II 

aramTT WIWTRJMi" W^T^TT I 

zfk^t <«kHHi ^Fq^TT II ^ II 

^fkr <*H1«KI i 

wrm ̂ TT^mt 4 r̂fkT9wf¥ft n a n 

164A-
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*n<Ml^kll *TFTM>ll^ll I 

WIFFE II A N 

II *R*RRE%FKWMWUÎ  N 

Hi*i<<i\ ?mf feM: I N O 

II & II 

sn^+lpMI =^t 'Ttw¥^r II II 

sn^lwr %fWt % ̂  wrrf^t i 

J|^fj|0 t^nwr TR# *T¥ ^PcRT: II ^ II \» *\ 

* w m  <re*r^Vii i ND 

w srPr ^ Tfkr^ft ^mr HKnRdi: n w 11 
tv C\ 

^T: W^jf: FTK^Wt^^nrr^ I 

IWFT: ffwraT: 165 n a II 

QIMWFWT II CS II 

165P, A - L^FWPT .̂ J1 - W*P3\ Shah - as above. 
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Wrr^TTWt-^TT I 

^wrr^^wit: nso II 

^191 + 1 <^|cjU|f W|^| |  

\\%\ II 

wwiif) *n*TMwif^fl i 

3<HI«HI <«KHUI *TKR WM ÎM II «. N V> S6 

wfiit ffefWIT W^TT I 

^Ml tow <«kl^l WTT II % II 

II wfr MTOWT II 

^ ̂ awr ¥mwmr i 

q3=^r: qo^^T: ^rT^I^ft WI: II ^ II 

1661 

dwm^iRt^HiP'i: ww^r 11 % n 

^ TTWJW: W 1dH< 1167 C\ N 

166p, A3 - <3£cU|fl«M1cK^C,:tK:. Shah - as above. 

167H - omits. P - Shah moved this line here from between v. 100 and 101. P here 

wr^x 3^pffa:*n^r vm mr. 
C\ 
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frpnT wwrflO ^n^rr i 

m\g\ Mdl: 11% II 

ftw *I^aihi ^ «wnwi $wi-«fl«Ki i 

^PiMtowwifrAp n w II 

41viih<I *r*ffcr WKMKI ^PMIIRHI 1 

^rfe^TT <*dlffl S^sn^TT II V II 

«i^<i4i foH««if^ i 

^d^«lF«fl<HM*5|| STR^t WI^'IKHI II « I 

II sfr WW^TW*MST*PT II 

3PT wrfwl" TFT H«M«Hhfcd4lP'l^ I 

wrf $fawinft HldlH<«OilH ^ II ^oo | 

9l^sM«MluIIM<JW^<lfa^T I 

w: wr II w II 

5T$fMT TTO % +IHl<l =^1^1 1691 

^ twr 11 v* n 

168p, A3 - ̂ KT^t. Shah - as above. 

169Shah,H-^l»*Hll(d«M. P - as above. 
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n v>* n 

^IH<I Tfh^r *\h\<\ i 

*!\<\if\ II ?otf || 

^n^fenr 3wtt I 

W^TT WTT Iwr %Nter n  ̂n 

^TRTWT mt ^f^fVq^T: I 

^TfWT^RKm: STOWSFT: II W II 

^[d+l H \ f e * \  % ? I f T c m ^  I  

H<™\\<\ R^H^lO 170 ^HK|A|U||«pTT: || \ov || 

Sfqwr^i" WTcfifc+l «H<I*HI I 

416+1 IWIT *fkr II IOD II 

?T£r*V^I*HI Hid-41«=i<l W^T I 

if <«kMUl II V* II 

170H, K - P, A - as above. 
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%msrr <«M«KMI Hv*U<\ ^ +M1<HII I 

Rl^wlKPhl T^TT M1<MH| JR1M II «o |  

<n«II^WI TOW WIT: ^T9KWTT: I 

TTW^rr^nft^FT "i II W 11 

<mii^I: wfmr mt n <R 11 

11?% <H||f(-|: II 

wf^SRH" ^®T vlTf^RfRT: I 

MW\%\ f%^TWRTlWfT srfr II m II 

n r̂wn^T: n 

3<lfe«W ^TT "UUlftd+K^J: I 

«n+M+l«l*t»imi^ 172 ft* lift y+lRTdl: II W II 

n wfr fcrnfrft n 

171 Shah suggests as above. P - <MI>I I^ ^nfN^TPT. 

172Shah - P, A3 - as above. 
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II W II 

ii ^m^iPi II 

m\ W <Hllsjl: foqilflHItf+Mfe I 
W^im^-l: || ̂  || 

^rfeT wr ^nr^r ̂ %rrfw: i 

4Hl#dl II II 

i i  <MKMii^f*Aii^m^iMmim^iti«i^ u 

dWRt c^f^KT: TO^TWT^rt: I 

T f̂ <̂|U|i wi 174 f| II |̂| 

apq^t «MWi <T W$m:\ >o 

*T ^TTW rfp^WS^fTTT: «+)[&! I: II Ro || 

5IWM: fw*t WT: I 

173Shah-H«iTiH«iT^Kl. P - as above. 
c\ c\ 

174Sharma suggests ^<"1. 

^T5p^rrfW9TWT: I 

^flwrfwRr 173 =^d%r: n«wn 
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^ ^TT II II 

STRTlt RNI^I: I 

m\ J|1(l*ldl4flTwi^|fcdK«l  ̂  II TO II 

W^T^T H<MtT| f^ffxT: MR=|J*: I 

srrfw: II II 

ffrctekfrsftaT: ̂ î yl̂ î: n R* n 

^IW-W^KI TO: ^fWT spf!" I ,  

sbH^rd^i^uir^ sF*ft fPT II R<\ II 

^Khnm^hm" n n < n 

m^PFFKtoT II qTRrT: II * II 

m% i  *rrck i *n<l'w i mxhmi ̂ Rhnmi mxtwrnti 

mxhmwfhETT 11 11 \ n 175 

^irHWr 1 %rcrr 1 ^ffawr 1 %wr 1 %wm 1 

175A3 has division markers throughout. Others have them unevenly or not at all. 
Divisions here as in A3 unless otherwise noted. 
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I TfNWKtoTII MfW+: II* line 

fterr i Mfcrri *prforr i wrctern gwrcfaTi ^ftwrntwi 

¥pftwFRhar II 3nfer: 11 ^ n 

i ^Tpfhr i ^rnft^rr i m^fhm i rtiwr i ^ntywRt i 

^FhWFRtoT II II e> II 

^TT I lfh *FT I TR" I «m ?fon ^TFft I II a II 

srrcn î #fan spri wri wri *Frch ftftern 
II  <  II177 

STTft I Tfr I W I W I W I S^fr I %TT I ^FT^: IK II 

*THt I %TI £TT I TH" I I I f^TT I II So || 

¥PT 1178 | IR | W I *pft I SRTT 179 | II K II 

*TFft I ^ra" I SR" I <FT I *TCt I WTI I II RII 

176Shah suggests division markers as above. A3 - ^ I'll I I *A I'llfcFT I etc. 

(identical to ^FSRFT:)-

l77shah-^TRt I^TI^I^TI^I^ITRtl ffaT I . A3, P - as above. 

178H,P-add^Tft. 

179h - mtm. P - ^TT. Shah - as above. 

126 



m(I'm *w<)*n i i pnr: 11 u 11 

m m  i f t f t i T O i w i w i s m ^ f l f h  m m  i  g s r t a :  m \  w  1 1  

STTWTT i uiteHUii i i mum i f^ffa: H ^ II 

m%m i ^nwr i srrMfaT i mvmr i : n % 11 wi 

uwhRfl i srwr i wrsr i <hft¥iw i ste: 11 VJ n 182 

snwfarn ^rrctwrn *rm Tter 1 *Hh *rcrT 1 mxhRhfTi 

twit 1 1 ^TT^TWT 1 mwm 1 *w(l'wi 1 

m*f 1 Tta 1 TOi*rit 1 tot 1 mi #r-| spt 1  ̂1 wr 1 

II ^ II 

T^m^RT ^TT: II 

180A3 -¥RTRt I Hk I m I TT I W I irft I Shah - as above. 

181 A3 - as above. Shah - ^lO^I I S7W I «ll*Hl*lI I mwm (H - Wmt). 

l82A3-asabove.Shah-Wra*l MTOT I ^WpfW I S1WTI. 
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Wr fgw wrf cRT^T: II 1% II 

STPF% ikl^RH-M^KJil *WT: II II 

tflW 3M^KT: ^WTT: I 

^IT 3pft 5TOTOT II W II 
c\ 

HIdMl ^WT <1 Rl4ViI %TT I 

^^l-cflc^MKNi ^IITICH^^^ II TO II 

3T^ ̂  cnrr i 

dM^i^dnl 184 II uo II 

II ^^KW<+<«Hld+<uIHi ^TOTJT II 

'M^rf^r: 

II ttt II 

184 P. ̂ -R|c|^|d|^l+i^Ml. 
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C\ 

<I"I<<I«MII[<VI'Mi<ML TPT |#QTORNR: n 
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*m] 

^nfernr: 

HlWl+lff-lHi 

^T^T: I 

f^n^rspRrPTT: ^TWT 

¥W(Wlt 41d<hil *T% 3T: II * II 
C\ >S 

m «l^lfa *FW W*H ^T: I 

^vsrrft̂  = ĵf: ̂ r̂ rr n * n 

<RT 41"llR4> ̂  dMy^ld+ WT I 

«i«III<+ <R «IN<HM4 *K«II1«+M II X II o >9 vd «\ 

C\ O N 

^fT 185 MddM^IN^I«nRl f q^lT II « II 

qiai^a WM<H«II H°*«W«4I ^<lRdl: II \ II 

at fhrrf^r ^Kr: fw#i^Rtwr: i \a 

*TfcHWMI faH^TfeftdfH+l: II * II o o o 

<A«llfcl 3«<flull3KdlRoWI ^wrfw: I 
« CN 

185 Shah - W^l. A - as above. 
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1w*T cfhMMH) 186 *K*«Mlfcl II tt II \d 

•MMdl dnOw wnrt ̂ r ̂ nTR t̂ iu n o o 

^TT ^fhiWi" ^1T PlH-n I 
C\ 

^T# <fl<J|l*KI*^H=MI: II S II 

<fl«ll^«W^I^IIW^^ |%d |iW , :  I 1 8 7  

^RSIRW^H^I +iiicHl twr arf^r n \o \\ 

fep^t ^ i 

^R^iRid^l ^t\h\ wnw: II « II 

*p^«i<WHm 3+cmI wHdH i >a "\ 

^j^ri" fCcwr ^H^KIM II R II 

^3": f?R: fw ^TfWTff^qt I es 

^ f^T: WT <5llftll ^wfo^fenE^T: II U II « «d  ̂ o 

WHIWk*h*SHIJM dHMfkl«Rf^r«TT I 
CN « 

TORN3W <HIIW *LF 3T3T: II ** II 

186 Shah - 41-IWW^n. Kavi 1951, 629 - as above. 

187 One syllable missing in first pada. 
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«TTC: qr: II II188 

WT^TO%ffir ^T cll^l^ #W I %a « N 

^HHHH«I ̂ ^T^r II % n 
>9 

«M«lli) STTCT ^ %^t I 
C\ 

+$M1 |%f?r fMWT <=i^i<ffa: II v» II 189 

^TpT: +|H fa Wl Rdl I CN 

3ft^: ̂ raWFT: WFTTWT tfw WT: II V II190 

W: TRR^T 3<sflwtel ^ #TOT: 191 | 

^lNl^xf<l Wt W tT^fw WT: 192 || ̂  || 

anvRnftsczpqr m\ ^«MM«Mk*H>i«h+i: 1 «d 

M<+l«t>?J!l+l«t>: wr 97WWT ̂ TT II 3P | |  
>9 "O >D *f\ c 

*MWI pR^KI H«£Ml I 

srf^TOT forST WM: ̂WT: II ^ II 

188 p omits verse. 

189 Numerous variant readings among mss. 

190 Numerous variant readings among mss. 

191 P. L. Sharma suggests tl*l<3el?l<dl}wlet»et»WHI. 

192 Shah - ̂  *111 WT:. P. L. Sharma suggests as above. 
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^sTTW^rfVi" $m *A<W<A\ II V. II 

^ +i4+< *nt worn i  

y+lc4d ^n^ipq^r *ffcrra; 11 % 11 

II sft ̂ RRTt fhrrf^rem 11193 

cPTT H£U*1K^: | 

+<lt4i^^ f c d e | 1^1^ 1 II W II194 

II dd«l 1^11 Pi II 

^Hiwr^Rft cr 1 c o 

<rn?ft ^ ^ wlwrfr 11 % 11 

^KH<l wfe fSFT: FTM «t»im«<: I 

niNHI-MI^+l cTT^" ^KT^zfl- <T II % II >9 

+H*iM+0 'Tit ^ PiMdcW<i I 

T^R^ITf# 195 tlffkl*im+) II W II 

193Shah - dd^l^l «flgllfa<!l*«1ul^. P - as above. 

194 p omits verse. 

195 p. L. Sharma suggests ^wiM^i'jtRid^l. 
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VIFHR ̂  F3T TO FNWFWT II V II 

11 

=11^ I FA ^ W: *PF?TT I 

^ W^ ̂<SHI*IM3«MI: II  ̂  II 

WRF^CT <MJMI^HL TT^T^T: 196 | 

3TFRT: TOMRT ^^T5T PW: II *O || 

*4\fc<\ ^T: ̂ T^FT IRPWWRF^F: I 

^RS5I^T%F^NT IFER ^RFERT WR N« N *t\NO %a *\ 

^ ̂  FSTC:FTW I 1\N» > 

W^RR MK+K«IN< 197 ^RFWTFWF^RR" 11 U 11 >» CN « > >0 > 

H^n^rf̂ iwrf̂ r <^«w fefta% 1 

H+I^WM<II«I ^H^I^IPI W^ 11 U 11 ' *TVO *© 

DMFCD) «K(J«N^^LLPL I 

196a, P - as above. Shah - T^T^F^T:. 

197 Shah - as above, modified from ^fTMlR^PlT. Something seems to be 
missing here. 
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^rr îWfer^r <r n v n 

L^+I^RL^L: SFF?TFPER §T^R SFRT^; II V\ II 

FFRF^NCZR^PRM W QI^^IIL I 

^PRM^RMW TOT #^T^T *FTW. II % II vs « 

5RT -WI^ IFCFT FWFT £K9II^W: I 

WT^TTFWT JT^T TF^FF^^R II ^ II 

3TRT Y<*IWI*M<RTK: TOFT: ^WT I 

WW T^FAT ^TRTT ^TT: SBHK^: II V II 

WIT I^TT % ̂ TT TO ^ ?TTW: I 

^TT «WKI FTTFETT ^RL<P*K1L II « II 
CN 

*RKRF «M^HMI<I TO<^PMNIML I 

II VO II 
« CN CN C O 

II^R¥F^:^M^ II 

W^I" ^TFWXMT^RTE WK^T I 

T^nf̂ r ̂ r vjk wx "9T^r ̂ twt n yi n 

N 
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*PF?NR ^NWFERR *N^I+K«IR<«N I 

Tr^rr n n n 

WR I 

s^^^wraw^T sM^rrMl' II n n 

H5%^frrcr°T^ II 

^PF <H*I+K ^ <UTF[ I 

WT IFTWST ^DPH<H II W II 
C\ O *V 

TIMNRMFOR <RRERR MRF^WFRFA U ^ U 

WR ̂  ^ rutMH I 

WL?F 198 ixfai FE: II *E» II \9 O O 

198 p. as above. Shah - WR^R". 
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199 ^TWT I 

| FAUI I UL HI^L ?<*H II W II 

W #3" «TRT: STFFTFRM: I 

5TT% F ¥ TOT ^5F: W: II »C II 

^RRW *RC^WR WFMWR; I 

n *s n 

WRFT^" F^RT WW I 

WKZl d?l|J|k*K«IKK: II  ̂II sd o 

* T T  < [  ? T  ̂ T * T C :  I  

^ ̂<LTIML^EWKD,KI TRRTRCR: II ^ II 

F^TW IWTWT I 

^ WRFFW^ ̂  ^ *T: II ^ II 

^TSFA MWFCI CNFT^NR I 

DHHLFT =5T D^LDL 3CFT II ^ II 

DHL^NFHPI ^RFCRFT FWFT ^T: I O Nd 

199 Shah - H3M<&. A - as above. 
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^•*SI*HI*D II ^ II ft ^ » 

^TTHTFHNT F^T\\ W: ̂  ZTRFW: I 

^PHC^ ̂  W^IW II «A II 

^ FAR T W*NWNW I 
vd N 

«T,U6H|U^PY^|RI ^ F^NC^R^T II «* II 

TO^WRWNT YII D^~*K^ I 

^QRR^T WT^R WFFE II «P H 

DCM^K-W T: PTIPH-4«K<MRWKD: I 

TRFOT ^RFR FWR N ^ N 
va e *n 

3P5RMRT^T: D^LMM^RH ^RR I 

^RL^R -^M£ WS^T II II C\ v» o 

FA^FCMLXK'D^D *RFAT ^FPTLW: I N9 « O 

wrf sffaro ̂ T^rr^r^r ̂  wr 11 ^o n « N 

D^SFEI" SRFMWFRT TO I >a *\ 

*UI<*»ITM ^«IW ^F^TRF^RNR IK< 11 V9 *> 

P+HDFCFD M«HWI< t FE": I 
C\ 

S^Q<F «H^H MWH\^ II W II 
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^FT I 

^Q- ̂  <RT: II % II 

<FCMHL ^TFT ̂ T: F^T: I 

IK* II 

^F$PN" ^RRFQ- ^<*11-^ ^T^TRT I 

5FT TFEPT UT«?: *T ^PT ^T«PT ̂  II ^ II 

F^QFR W <H^P< I 

FAW: TOW ^^RFT ̂ T II % II 

M^L^IY^T W°TT 9LL^=WHI PI^MID I 

W«T: ^TTWRIF JH^WSTLD^ ^PPJ II *W II 

IP^RW "?R^R MRNIRIDM I * «0 >d >9 N 

*HI«3'TLHFT'-&D ^«NFHTTWT II V II 
o c\ « « «  ̂

SW ̂  FWRR ?#FQTRO?KR: I 

^^LLDL QTF9TT: FLWIWI^II^IH^ <HFAD II « II 

FWT^FHT: ^T ̂ WFTFAFR I 

37^" ̂  M^HXLLTI OX,W®^I,WT ^ RMM<J II WO || 

^ ̂ T: ^ WF ̂  I 
c « 

S^RR: ^UP^RI N N 
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FAFEPFR I <LD<H^ I I 

1WFR ̂ IR ̂ R ̂ 7R MLT^NS F 1200 

•^TWTWT^T: M^CMHI *TC%FA ^ I « C\ « >D 

^FT: "9I®^T: H^BI'SKT WT: +0^1: II ̂  II 

TO^T: IPHRUT: WI<?IH+: I 

*RTWT\^% Q^Q- *TW: TO U+LFTIDL: II UH II 
' >o 

W 201 TO I 

^TW9TQ- W W T^KT ^TT II W* II 

33TRT % ̂ NFR PMIO TOW: I 
c\ 

m W ̂ RF^RRANR: ^R^R: 11 ««* 11 

M\<kM PlPlNu«l+: I 

F^W: 1{T£TW SRFFF C^" II »* II 

TO: WLCHU4><ULL ^T5WTT ^T: I *o >0 o o 

200 A3 - as above. Mss have slightly variant readings. 

201 Shah - H°^1. P - as above. 
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TOTT 202 N W II 

A^FFRT: TJTS^FT FW*FR ^FWI# I 

3TFP^: «L^H^<«LL ^MWTTF^T CRT: II »C II 

wmt ̂  T^V2T WTS^RR W I « vO 

cH'to**!! WTi^rfst i^K^ ||  \3% | |  o o 1 

ITII PI I 

HHRI^ IFED^R II 

II 

II 

1^ 'W II o >o 

II 

FERTERE II 

«FTFRR II 

SFF^RN 

t f t f m  I«FT«FTF^ N 

«ffe w n 
>& 

FE«FT II 

II 

^FF^FFFRLL 

II 

JTTWST: II < II 

WT: II 3. II 

W IUII 

^mr IIV II 

^RT II Ml 
CN 

SHTK: II £> II 

II« IK II 

II * II 

^T^T: I111I 

HWVLPM: II \ II 

=^R: II TF II 

PLPIN««L*T»: II II 

W&m: II E> II 

fafW. 110 |U H 

trg: II < II 

«<*WI: II * II ND 

202SHAH - «NWWR. 
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II 

n 
^TTT 

Mk N 

'LIFTS N 

^|U| || 

II 

2T 277 2T «I<| >a o o NO 

CRTXT^ II 

|FF^T% II 

CFRT ^ FMIR ̂  II 

^RLR^R^R N 

FE^FE^T N *N O > >® 

FE II 

IRFOQF U 

^ CFXTT ^ ̂TCF I 

^RFRFE^RFR N 

ITO^ II 

4'FCHI IUII 

¥FSNR: II II Nd 

II ^ II 

TOR: II i II 

H H < = I ^ 1  I I I ?  I U I I  

II * II 

II R. II 

1W*T: II \ II 

FCSRWT" IIV 

AN^": II <\ II 

3TFA: II E> II >D 

WIT LIU II TF II >o 

^RWT" II *11 

FESTIUII 

W  I U I I  V9 

3|^T H V H 

3HTT II ML >9 

SRWHKII 

SPFS^VLT II O II >d 

TOT SPFT M®^R«L^L^DL: I 

Sffft W: lUo 

WRA": MLH^D: WM: I 

*FLWR II ^ 
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^RN-TTT ^ I 

TW ST^JT ^TPRRF^: F^T: II A II 

WTRTZTT FL<R«ll C^RRFW I 

*Pn<^h * Pi Nil pnc^nf: n a n 
cs 

HlP>l̂  WT DOT^NR: I 

^Wt c)H^ui: wf%% II II203 

PlMPiPfd  ̂I 
St T^Rra" few m<i^lJK: II ^ II 

^ ^ I 

PRF^T 3CT*TT: II ^ II >D 

VFFAIW •^I'TL: <M: I 

W<=Msi ftftW Î+rd II M || 

ftPi«l«M W. I 

1FPT^% WM ?TTW9TTFW: TO: II " II 

I^TTO^TIFA Y^RTA+I I 

mvtfl WTWHT P+PH^Y^H^D II ^ II 

203 p. as above. Verse missing in Shah. 
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II +K«1DS1UL*I II O N 

SWR WFFN1 >a cn  ̂

204 <M+|IJN TRAT II SO II 
c\ .« 

<WI$FAW FMMFWR ^TOU: I 

WF^RRWR II <A N 

SRRGWI- ^FNWRM WW wi&n 1205 

WT: M£L<N«3RL H<<HWH<HLR"L: II « II 

H^I^IPI ̂ RT^RWRF^R <R 1 
\s \a 

^ 2TT# % H L<^ I R"L IH 11% II 

<RT W 206 I ND o" "O 

*TWF*RFA 11 S* 11 

n sfFi^T^m^ II 

EMWRFRRF^% *TFT ^T <HUI R^RL: I C ND *N 

«II*IHH£KHFTTFLFA: II % N 

204 4 47. P|^||U|. P. F?F:^FT:. 

205shah suggests 

206A2 - A3 - H - 5<ss<s). Shah - as above. o » <a N o 
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m n %  n  w  n  

<F ^WIWI: I 

^ISH^RNWT^RFE 207 F^OT: II S» H 

CRTE^WF¥OW^TWF^ <NFR 

yddfafafcHi^iffcciiPi «M^ia I 

*R ^ ¥^RAWNR ^ ̂EPTMT 

^ *T^T ¥TWTLI^FTF#: II V II 

cs 

«WMI4V|YYI+^IFA<FAA 

•^DPFECN^IVI+IJIHL TPT ^NFERNR: N * 11 O VD 

207Shah - as above. P - y^^lRl. \a 
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•TPT] 

SRNFRIMM H$\Uh ^RT 

^•0^^(910 TIL F»KIAI ^VT^FHFT^-
c\ 

^TFTT: F¥PRF^TKW ^R 11 < 11 

SRT *fl<s±|«K clrr *R*T *WK*H 3% II % II 
*0 c C\ >9 

WRFW^R 1 
CN 

FELT ^TSFITTW ^T% II1II 

S^IM^I QF 1 

<m\km ^RFSRAT ^NRR II «11 

^R TO MR^IW WSFA ^R 1 
c *N O *\ 

FTRARQ- ^R QT^FT SMT ¥ C^FCR 11 ^ 11 *0 > 

Ul^r^ft TTc^T ^^K^IdWd: I 

^TFTRT ^FC4 STSFT^ FRAMFR: II E» II 
C v& O 

IR^HRHRRF^T STIWF^W^N^ 1 

W T ^ # ^ T ? R R  M 3 < U I W ^  I I  W 1 1  « *N 
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^TT^T ==R ^NXHWRF^; N * II 

SJ^PNT <R ^RR^T DIU««I T^WN^PR I 

VNQA 3CT: II S II 

WI^-WW STUFT D^PKM ^TR; I 

<RN^R W ISJ-FAPKW II 10 II 

W MT4VN^LM54NPI I 

II « II 

CRT: SHTI ^KL^L ^9M: I 

DNMI^I 5TFFT*TT *rm TFRQFERFTSW II 

FTRFEFT 1W«RPT *R ^ II U II 

felfekll " Î̂ HlIn P<<ld<^dlTl<l I 
*rrfw*ft̂ r wnferwRTfer <r m u w u 

^KIB-Q" DXIT*IID MIKI QW^W I 

FEW <JMMT2> <R^T ̂  ̂ FT II V% 

JHIWIW^M1«W DHDN^NRIFTR YRTNI^D 
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208 TTT^T FKMT II W II 

FCFA *T§" FT: WW^GW: II *» II N vd 

SFRF ^ L^R ^TT *T»FE ^ I 

^j^T: 209 ̂ ft ffw^JT WRTWRT: II V II 

^?FN^T: WFA I 

VKM ̂ *I«^FI^I ̂ TT II « II 

5CQ^T: Q^FTT T*TT: #^T: SHHK^ I 

#<F <J<9M DKIHI^HLRL+ITO II RP || 
C >& CN 

FA«RE» #SF TOTFPP3" #FRR: I ND 

SMII^DMW^LFA H^V^M^KD: II « II 
CN O 

\FAA ^ RTTWI^RRWL^TWW I 
C CN o N 

FA$PHD ^FRF^KLHPHD F^R: II  ̂  II 

TRFWIWW ^WI+H+FRKFL I 

^ZFK^R FT: SFHTFFCR %m w$*m F¥^R 11 % N O 

208SR 7.27-8 - ^TF. 

209SHAH-^FT. 
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210 TRT^FRW FCWR IU« 11 

3Wt%£ YUIHKL WRHT% I 

*HIH« FSRCTSFN^ N % N 

=^R QFORF^M I 

wzuit F^NW m N % 11 
c\ o 

« *\ 

HC|FU^NIL FIKKMTFM ^ ^ II W II 

II F^LCL*JIFIFFT^ II 

^ FFRR ^ F^RW WF^RR I 

W^TT ^PQT FW^TT TRF^PTTSRR II * II 
CN 

9LF^TL ^RTT ¥T^1T RLHDL ^TT I 

WT^TTF^^LW WT 5^<LF^^R^DL II % II Cs 

T O O F E H I  H R H M I  mm ̂ M^RR I 

^rr^kr^mun ̂ wr^r^Pmdi IUO n 

^FTSW ^M^IC^WSFTT: I 
"\ N C C\ « 

210P, Shah - ̂ TtWTFTRT. H - as above. 
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SCMTDL TRRF: WT WRF^CTT: II W II 
« CN 

¥RF^R FKVFTFWF^F^' I 

m ̂XTIPNFTIA II VI 11 

FA^WLCL: mfa F I 

PUKRI 5ZTTETM STC# C^FTFWT II U II *o *\ 

gjsfek^fNr fa+iufiki w I 

^T: STfxT ^  fFTTFRf^f^nT II Vi  II 

LL^%^FMWT II 

5R"9R =^T 3?PT 3PT: I 

ft<*>iH: snft *rrat #T ̂  n vv n 

DKI+TFFA ^TWTSSFIT I 
« CN 

RWTSFWTS^: 211 «*K«D ^T FM^PT II V< II <ON6 « > 

PI«RICI>*I (A4*T)<IIUII^ I 

TO «rrat *ftt fwnfr ̂ R^TRT n w n 

211 Shah -M^ll^:. P. L. Sharma suggests as above. 
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FWH *A*i<xi* *1 ^ ̂  II V II 

II ^NRR^FEFPT 11 

TT^TT MD+^FFUI FAOT: W I O >D N 

FOD^R ^ FARRFAPJ N«11 

STRT ^ W *TSTW +>WWOTT I 

FE^R: QSQPM WFAT A" +PHD*I N YO 11 O C\ O «£> N 

*R*RMIWLWSRAT<RY^I<<J|ID I 
c o > 

PUFFD ^NR^XT FT3W MWR 11 *< N 
O S C O "V 

IW^F ̂  mitt *FL£IRW«H<I I 

*$F<D FTFNT ^TT^" II V* II 

II SRL 4^1^1^1*1 || 

=^T IFADKM" SP^FE TRPT C^TT I o 

wfyRfm- it n n 
"O V. *V C\ 

=^T C^NF^W\W *RFW I 

3C#IT^FFE^ FFFT: II W II 

mftfo: TT^F ^II^LW F FI^NR I 
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^ ^TT^T ̂  II ̂  II 

FA^FEKLL ^ TA ^T ̂RTT I 

#5^TOT ^FFERT MTET ̂ FWR ^T: II »* II 

FA+P"KII ^MWI F^RR PUM<HI w*m I 

SRC^RR ^TT WR 11 W N 

7RIT RL^BDHDL *FBTO«IMI I 

^ «4VKMI MIWR <3NPM II W U 

II WI^R *INIMITIUI^ II 

q<*** ^ ^ HR<CI r&H I 

TFW1^ ONKI Q^WRSUWF <R II V% II o 

II^RSRCSM^ N 

+P>^D: 1=RWT: OTT: TO ^FW^T I 
« « CN 

mfa: *mt 3T ^FRSFR *TT II ^O || 

FFN^R: ^PHD) FTWM" I 

^ <>IKL 5TW: TW TO LL«RT II 
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II 

« "\ 

^ ̂MFT^ ̂ CLW^ F^T I 

^ <R <RD<FCDICH <I«WIGIN II  ̂  N O « 

•^IVND ^ *PT WT I 

WFE% SIRFRTF^RA" ^ ̂  II II 

II1% FA^«T»«KL5FT^ II 

I 

Y^HH^DYI^L ̂  <F ^TTWT II <A II 

<«W^IL<LM<L *PTFT ^LFC«R*KFL I 
«d >a c 

II ^ II 

II ̂  ̂WRL^^FEOTR; II 

FC+HMJIMLRL #NWFA <TTFT <T I « vS 

mtfa DFRMD TT ̂ ^ ̂R $ N w N 

I I ^ I W ^ T O W T  I I  
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9SI 

|| *<31| P>l£jN?)h :irfrl9ift :j23S£ 

| ^bx=j fe>h |fe Ib.teS'bj I ftK 

|| TFLF>U?TOLBUSJ^ II 

II % || :p>|ftHltlP jsjfPk Ifr^sjP^ 

I IPPJ^>JH IP^JBLK ID^JG^BLHO 

II :>IK^J^II 

|| ̂  II ^W^IfeK b?IU (fe^k^JVIb-

I |j. hĵ Dlfbfcih ih£ ij l Ufc !><*>?, :|r|>p 

|| IRJJKUA^ DJS 11 

II ft II jtP>J(jrfrh U.lb^tlUj»b^+lh>) 

I :)bb:>Ub?m I^b*b UjiDk injjkU,^ 

II 0*3 II 'PJIftbj 41% uh^ujb^DjlK :jy]> 

I :ĵ fcPj>bj hkjstlh Mb 

|| II iiJ&l Ub(fta-IU|hbJ ^ lr>k>4,te^Jh 

I .kkkh^ mi J* Pt*|)> Me 

II || :|IFRP^J[G|MFRTFL M?>LK 

| Pbo-|hbnlhAU> Itfcft b £̂ b îb^S) 



SN^RRFR I 

£FCH>HI II ^ II 

II WF^R ^R^RW^NR 11 

WRFTAW CF«FTW: ^TTW: I >D 

^KWH VI+D^IM ^F^T: II % II 

Pfl<sKl<s<H: ^NN" <gfc=ti|+i<g: | >a 

SPQFAW: H^k\: «4T*!KIW^ ^ II W II €\ « 

W9FHF^ ^T^T^W^^WSTT 2121 
C  ̂ C\ O 

^FRT $«HW«I ^WRAPTT W: II V II 

W^R: ^MWWHF^MR: QFSI<WR^RI 1 O >» 

^K^TFRF ̂ F^?RF?RRFWTT II ^ || 

M *M 1TOT ¥TW5I?W: *PTT: I N « "V O 

^T DHLRL-HL FKWTWT Q^TTW II WO || 

^5TT ̂ FHT m I 

« I S N I * C ® I - F R ^  I I  W  I I  

212p-^||^1; A3, Shah - as above. 
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3RAT FOWI W I 

^WTSRRFW <R ^SFTT WWW II »* II 

^2%SFW D^WL^KFH ^T I 

N v\ 11 

^^I^HIRFN^MI ^FTC^^FCRQTR' I 
> « -V O C\ N N 

^FTWRRFW *OFC \ WFL^RMIR N W N 

CF^FR ̂  H^D I C\ « C\ N 

{*M4II: ||  ̂  || NO * *3 N 

HTLL^LWLI^LKWIHI: I NO > « 

H*\k\\$ T^CT II WE, II C NO N CS N 

ENI«-*M 213 I NO NO NO 

<HMf&ll: W II w II N O 

^ ̂R^RRFK^FTSF^TRQW ^FTWT I 

3FT  ̂WHÎ IWHI ^T5TT Y<HLML II Vt II N O 

WTRTF^R^RBIT ^PPR% I 

S*RW ^FFWN^FEN^T: ^FNCRR 11 US N N <\ N O O N 

213SR 7.140 - \W<( I 4^ MIHI:. 
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RNRIDI: TO": I 

<IWAI<A\ *TFW *PTT: II <O || 

WRCTR^TTTOR I  ̂ v& CN 

wrm^r f̂̂ ft *m: qfiaw TO: II ̂  II \ sa 

*RW: ^NRQ- ^KIRSIRI: 11 ^ N 

AFS^RRQ- WFCPRT WF^RFT: I 

Pmy î u a u 

^T: WP% IR^XT^: I v& «a 

^FFTFF: ^RR^RKW N 11 

-LD<UL ^L<^-DL D^TD^WL Vftt  I 

NRD+1 FAY*>FF ^M<M<SIID+I^1 II ^ II NS 

STFOCFT % ̂ 1^1 "\FADMST<M I c\ 

VMHMP«W) % QWNT *LPK1H+1 II ^ II 
« 

SRAWFT ^ *REMPHD+\ ^NR I 

$PHDL TWRCFT ^ II w II 

ICW^^TFFT 

159 



tm\: II ^ II 

WI^D^RFW# F¥WR WR: i •v vd 

^iRill^ WU «TRTT W ̂ TnT II So || 

MDL+L+K^WIWLT R^^L^H^RITDL I 

WTCFT WRFFW PMFLDI ^ W II « II o 

^ +<1^41 I 

SRI^" FR& ^SLFD+HM: II II 

yfd+N^M^ WWit <s|fd«ti|£sfl I 

^ % 3T 11% II 

FTWTW ^L4TLL ^6" ^PTT I vd 

1£ ^FM: II <$ II 

«MI®*L«FL H^HMDL ^ ̂TW:"FFT?FR I 

33641**1*6) *T II % II N O >D 

FPRFT %5F^X^: I 

*S*TR ̂  ̂TRTT M<L**I<SFL II * || 

o « o 
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1% ^FT^KT^TWR R||D^^41: II W II 

>a 

^ ^ II V II 

SPJTN" ^ I 
>» CN O 

*RFWSR WM II SS II 

^ <T F^TT I 
C\ VS C 

<s|\c<*\<s<4\w<,i<ns-qq<j<?l<gfecni+lWl || %oo || 
o 

^MFJDL <T ^RTT^W^F^ ̂  I V& "\ O 

TO¥^ ^ ̂ TTFA" 214 ^ =T.P>^D+M II W II 
N « CS «0 CN 

MU«HPI^D1 I 

\RDKRKFL ^TTCTT ^ DMFCRM II %o^ U  

F*KU«D WRRTFT^^FL" I >D 

jffwt ftrfoefr q^?Nt ̂  II w II 

F^RFT 3«M**LH"L ^ PKLH+L I 

ci<ni<sq| f^FRTr^" ^wil+qql WrfrRft" ^Rr: II *otf || 

214r - jj|-omi<sh1. P - skmi<WI. Shah, A3 - as above. 
CN CN 
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(VKTI+1215 +R^ | 

^RRAT QMFNCFR N ^ N 

ftm: q^T^qfelM i 

QRAWT II w N 

<=MNTI1 M R«* [&FT I 

^ < M M 6 4 3 « I ^ N b f t « ^ R i ' f l  I I  \ 0 V  I I  
c\ c\ 

TOWMI MR^RFDL II \OC II 

INV I 

<SJFD+LWL NFW+WFW+L m: II «>S II o 

H«Y+LKL1 ^TT wm I 

^FVI+HFWIJ) *FT?«LIL*LF'HRKFL WL" II «O II 
>© >& 

vmt CFTFEN^" CRH^UI1 I C (N I 

*^«KLL: ^TWT: ^ ̂:«RFEF*JFERFC II W II « « o 

T^RF^T ^RTR^T ^S^TFW^FWT: I 

^FTFTWTFTT: QS^TIW ^T ̂  <RFE: II 1R II 

215Shah - feHflltil. P - as above. 

162 



I I ^ T :  

^  H I f \ - I M  i  I  

FR": WRRRR^R N <U 11 

^41«HL^FRUL ^T: I 

*LFL^I MK+JF2I6  ̂ M+LPL ^^FT2I7 N w II 

TFSLFED *HT PI4*«L*I"LD*L I N \S >D o N 

^T: II U<\ II 
«  ̂ €\ 

YR 1*11^1^*1 ^ ^ 

1^T^T PIHH^A 218 FTTP^FE^T WIT II «E> II 

II 

WRMWF^ % AATR-=Q-1 

fts McH<< WWTR?§TSTRR II \W || \& O O *\ 

<HML&I AARFT ^I^IR-II W I 

^ ̂ ̂ TT^T II W II 

216UPS - ^NF. P - Q^T: ^F. H -

217p - H<|^HI. H, Shah - ̂  W. 

218SR 7.300 - PI4«L PL**LW>6CCLKR,IA ^SFF^:. VA CO O 
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II II 

WRFET M I 

* T H " H N ^ N I H W D  W R F E N R  1 1 W  N  

W WT I 

^MPJD WFTR ̂ NT WRT STFSR FER% N RO N 

n^rm^yji^ n 

*PWW*II PFCMMDI SFLWR W<PRR I 

H^FAERR % WMTTF^RTT II W II 

^sn%fT ^RTT P*P~4d ffe^TT TOT + l̂ Id I 

dHdV îRidi wfMr n vsui 

II ^FER^PPR II 

PHPJDLSLRID ==T +PHDL ^RTT CT^TT I 

SD*WR Q^W Y+LL&II 11 11 c\ 

PI<=IPJDI^^<WR %RRFWRD^RR W I 

+pHdi ii Ry H 
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£91 

I DlU^kjnoJIh p^JK blh Ph^fcTftlh^ 

II FTI II ^PK?SH <FOLR£FRW)>H :2AKS}K35E 

I frtakfcDbh+u, ihh 

II || kzJall*PjrrcJlh.j>ft Injjhfr h£ilh £ih 

I DB^UFTB^IHAL^P INJJK^LH 

|| Sfci || Wr»$ Js= hfc>Jh -kfe p?JhPfcj^ 

I KD^JK&LB- P%JH MM LHTI 2AITIJK3S£ 

II :I^IHJ^II 

II jfci | |  & u^rtibbl^btfcbj £ :p?jlh>fr 

| Dh,?hj>Jkjk jbfttlh lr>ttlU>Pt>lh Ib^J 

II cfei II jy& |PKj\ [PhJjftftJ-fil?^ H?P&fy?Pj 

I 

|| %> || :PFC~J^HFT :|7[PPJ MIL (PFC~J£ hm± 

I -IKH ^P?JHV|PHJ\ FCHIPL^L^FTPL^FE 

II II :IBB^M FO|£[* IPMJ\L>M} lk& 

I l£k IP^jl?jPltJlfc^: IPj>jHPj>)?fr 



II II 

H"^L«J>RL: II \\\ II 

$*3*TM|MHI R*K«LL TFEFT ^JIMMHI^ I 

d^Ri ^M+iPi cr̂ rq- n u« n %A 

3NW ^MM4I I 
CN  ̂ N 

^TFNFEPT ̂  +<«IMI II TT<\ II 

FTM 3FT: MKT^USFL ^TW^TT# I 

^QRLWRRTE" *TT WF ?RI%T ^RW 11 11 
cs > 

3T9^TTF^ ZFM FTFT% I 

II^T^M+LPL II 

IMHIW CPTRWLI ̂  ̂HMLPL FCF^T: II TT» II 

MI<41<<XI< <LLALM^4 ^ I 

W R I T  S P F T  T F ? T  D M H N N < W  I I  W  I I  
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^RRIWW^XRD-1 

RET II US II 
\a 

^FEPTTSFFA: H^IHDL 3TRTW FFNRT: I 

H^DLVWMU 3H<W*I^ II V?O || 

II II 

RT ^ ^RYK<HLK-W<MHD 

%F%OA^^RF^IF^TT: %F^F^RR^J: I 

T %F^R<RC*H?*RCFER SRPRFOR^RNRAM-:II W 11219 o 

^R^RR^^TOM^RWF^XM HI M ?I ̂  DL H FA N <U ̂  I <W K 

^M^HTT^WT^WRHY HTH Q^FTSLWT: II 

219 Sardulavikridita meter. 
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TPT] 

1E^5TSK^W: I 

IICII %SFA ^ ^ ̂ RF^WR^T ^ %FET 

yn^1^^<uII^^K^Rid ̂  fST: STCT: I 

SNWDLRR PH^RMI W 

^^#%T:220 ̂ TT II 

^KMI^CMYI<irUI +<"11 FA f| T 

SRT ^RT *A$*SH\ H^LRKLL II R. II 
~ c\ 

^MRN% ^RRFW WIRRT WW.- I 

FWRR^RT F+~H II 3. II 

SRROT TFT: «<IIINIRIRI^: I 

wf <r«rr II » II 

WR RTRTF W*RR I 

«FLC43 221 +L4+»4^ ^WHKI^R^RL: II <* II 

^RT W^: HI<hikH*H<: I O O 

m DC+<"I IFA WMFWT II E> II 
^ « > 

220 H - PlH^<:. 

221 Shah - etilc4^l. 
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II15 II 

HKMFL I 

^FD+L^: TD" WTF^ WF IU II 

W R ^ - I  

PWFE ^NT^TF IK II 

3&QF<JI^ iff F^3T ^ ̂ AI°^LRI: I 

PnP^a wrfcrr ̂ T dc^TH 11 & \\ 

^RFT EWFWR ^M^RFRA I 

WLW+1 ^R ^ wR<i«Afad  ̂ 11 « 11 

TP^TTF# I 

QW r̂ wRd+nsifl FTHpĵ R f̂t <r srar n R II O N 
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TRANSLATION 

Chapter One 

Song 

Om. Salutation to (Jina,) the All-Knowing 

Benedictory verses 

1.1 May Jina let you prosper, (Jina,) by whose direction stars shot forth 

on earth, even in the daytime, because of the pearls that broke loose 

from the beautiful garland of the joyful, lotus-eyed beloved of Indra 

(Purandara), in the midst of her dance. 

1.1 Dance became a visible part of Jain culture and devotional ritual after its sanction in 

the RajapraSnlyasUtra, an upanga of the Svetambara canon (Jain, S. 1991,20-9; 

Rajaprashnlya Sutram 1982,46-59). Dance motifs appear prominently in medieval 

Jain temple carvings and paintings. 

1.2 May BharatI be bold in granting you learning, she who carries in 

her hand the offering of a large pot, brimming with nectar, to extinguish 

the intense flame of the fire of the world's doubts. 

1.2 Bharati or SarasvatI is the foremost of sixteen Vidyadevls in the Jain pantheon. 

Knowledge and good qualities of character are to be gained through her worship 

(Bhattacharya 1974,122-3). She is also called Srutadevlgoddess of learning. 

Srutadamvira, "bold in granting learning," is a reference to one of the four contexts of 

heroism (vlra) described in poetics: charity, compassion, war, and duty (dana, daya, 

yuddha, and dharma). 
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1.3 Salutation to that great power, the Guru, who is an ocean without 

fierce creatures, a sun not troublesome with extreme heat, a moon not 

soiled by the appearance of a dark flaw. 

1.3 SudhakalaSa names his guru, RajaSekharasuri, in the colophon of each chapter, and 

in 6.151. 

Acknowledgement of earlier scholars 

1.4 This is composed after proper study of the contents of genuine works 

composed by ParvatI, Kohala, Dantila, and others, preeminently Bhoja, 

and with some of my own experience as well. 

1.4 SudhakalaSa notes few predecessors here. Notably absent is mention of the 

Sangltaratnakara (SR). The SUS is pervaded by the concepts and categories of this 

work, and it is hardly possible that SudhakalaSa was not familiar with it. He must have 

also known that the textual tradition of dance derived from the NatyaSastra (NS). In 

3.23, he mentions the Sangltacudamani, a twelfth century work. 

ParvatI is traditionally considered to be a dancer. Kohala is mentioned in the NS 

and must have been an ancient author (Kavi 1983,153; Raghavan 1932, 9:20, 23-4). 

Dattila, also referred to as Dantila, is author of the Dattilam, an important work on 

sacred music dating to the early centuries A.D. (Lath 1978; Dattilam 1930,1970, 

1988). The eleventh century king Bhoja of Dhara in Malva, known for his works on 

poetics, is supposed to have composed a work on music which has not been found 

(Raghavan 1956,26; idem. 1963,606-7). 

197 



Glta 

1.5 We praise song (glta), because of which even Ravana the night-

wanderer became the victor of the three worlds after obtaining an 

auspicious boon from Siva. 

1.5 Glta, "sung," is song or instrumental music. Ravana's name appears occasionally in 

musicological texts (Raghavan 1956,26). The story referred to here is untraced. 

1.6 Superior to humans who are ignorant of the enjoyment of music are 

deer who, because they enjoy song, give up their life's breath in an 

instant to the singer. 

1.6 The attraction of children and animals to music and the inferiority of humans who 

do not appreciate it is the subject of numerous verses in musicological texts and in 

Sanskrit literature. 

1.7 When immersed in the enjoyment of song, the gods, the nagas, and 

others do not even realize the passage of uncounted time. 

1.7 The gods live in heaven and the nagas live under the earth. Thus, the appeal of song 

extends to all the three worlds. 

De&l 
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1.8 Song (glta), drumming (vadya), and dance (nrtya) as they obtain in 

various geographical regions and in the dwellings of kings is called de$l 

by scholars. 

1.8 Glta is song or melody in general. Vadya can denote an instrument, instrumental 

music or instrumental technique, but refers to drumming when paired with glta. De&l, 

"regional" or "local," is the music that varied according to regional preferences. It stood 

in contrast to marga, "path," the music that adhered to the rules laid out in the N£ (SR 

1.1.22-3). DeSl described and categorized a variety of contemporary performance 

practices in terms related to, but more flexible than, the ancient system. The term marga 

does not occur in the SUS, indicating that the period of musicological thinking defined 

by the margaldefl dichotomy had come to a close by the fourteenth century. 

1.9 It is said that song is pleasing to all people. Therefore, because of its 

preeminence, scholars speak of it first. 

1.9 The SR describes song or melody (glta) as preeminent because drumming follows 

or depends on it, and dance depends on or follows drumming (SR 1.1.24-5). 

Number and types of tones (svara) 

1.10-11 Song has seven tones (svaras). They are of three types. Some 

are produced by sentient beings, some originate from non-sentient 

things, and some tones are generated by both. Of the three types, those 

produced in the (human) body are preeminent. 
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1.10-11 The svara names with their iconographical descriptions are given in 3.36-55. 

Svara receives significant treatment in the first chapters of the Brhadde&l and the SR, 

which is entirely missing in the SUS. Also missing here is any discussion of Sruti, 

microtonal intervals. Srutis receive nominal treatment in 3.67-70. 

The types of tone production described here are found in the Sahgltacudamani 

(1958,13-14), with which we know SudhakalaSa was familiar. They are also explained 

in more detail in the Sangitasamayasara: "man-made" tones are produced by the voice, 

"non-man-made" are produced on the vina, and "produced by both" refers to tones 

produced by wind instruments, which require human breath (,Sangitasamayasara 1977, 

24). 

Origin of the body 

The body is called pinda, and its origin will be discussed first. 

1.11 Different versions of pindotpatti, the origin and growth of the human body, are 

found in various musicological texts. Sarrigadeva describes himself as a medical 

practitioner (SR 1.1.13), and his long and detailed section seems related to the systems 

of ayurveda described in the Caraka samhita and the SuSruta samhita, according to 

Shringy (Sangita-ratnakara 1978,1:38-40). The SUS discussion which follows has 

its roots in a more obscure tradition. 

1.12 The embryo originates from the semen of the father and the blood 

of the mother. The physical birth of the jlva is determined by the effect 

of its own actions (karma). 
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1.12 The jlva, the life force that persists through the cycle of rebirth, is a central concept 

in Jainism (Sukhlalji 1988,139-43), but this verse appears to be a reiteration of a 

passage in the SR (1.2.7). 

1.13 (The embryo becomes) a boy if the semen is more copious, a girl if 

there is more blood. When semen and blood are of equal proportion, it 

becomes a eunuch. 

1.13 The Sangltaratnavali has a similar passage (1992,3), as does the 

Sangltamandana (1962,12). 

1.14 If (at the time of conception) the sun (channel is flowing) in the 

man's body and the moon (channel) in the woman's body, a son is 

formed out of the semen, but in the opposite case, a girl is formed. 

1.14 The sun and moon are the right and left channels (nadi) that carry a flow of air 

through the nostrils. This seems to represent a tradition focused on svara, breath, in 

which the flow of air in the nostrils is observed for making specific predictions 

(Kannan 1967). Hemacandra describes how the sex of an unborn child is predicted by 

observing which channel is flowing when the expectant parent asks the pandit the 

question (Gopani 1989,187). 

1.15 If the sun (channel) is (flowing) in both (parents' bodies), the seed 

is destroyed. If the moon is (flowing) in both, it is a eunuch. It is a son 

if (conception occurs) on an even (numbered) day after the mother's 

menstrual cycle, and a daughter if on an odd day. 
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1.16 Just as the water contained in all the threads is drawn out in one 

place, similarly the virile strength situated in all the channels is let forth 

by means of a wind. 

1.16 The simile may refer to the manner in which a hanging cloth channels water into a 

single stream. 

1.17 The male has his seminal puberty at the age of twelve because of a 

greater quantity of (the father's) semen. The woman has her menstrual 

puberty at the age of ten because of a greater quantity of the blood of 

her mother. 

1.18 Although her blood goes upward like fire during her menstrual 

puberty, after that (time), as she gets old, the woman becomes bald and 

gray. 

Definition of cihala 

1.19 A woman is said to be cihali even when she is mature, because of 

the sweetness of her tone. A male too has a sweet tone (but only while 

he has) a still unbroken voice. 

1.19 Cehala, as the word is found in the SR, is the quality of voice found in women 

and boys. "Neither too thick nor too thin, the cehala voice is attractive and firm. In men, 

it lasts until the voice breaks; in women it is permanent" (SR 3.71). 
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Siva and Sakti 

1.20 If something is characterized by harshness, kindness, and 

masculinity, it is called Siva. If things are characterized by feminine 

characteristics and softness, Sakti is in them. 

1.21 Therefore, the universe of animate and inanimate things is said to 

consist of Siva and Sakti. The two hand cymbals, directly perceived 

because of (their) sound (nada), embody Siva and Sakti. 

1.22 Sakti does not exist without Siva, nor Siva without Sakti. Even 

Siva becomes a corpse (Sava) when deprived of Kundalinl. 

1.20-22 Tantric influences, exemplified in part by emphasis on Siva and Sakti, appear 

in musicological works beginning with the BrhaddesL Here the pair of cymbals is 

described as a material representation of the cosmic duo, Siva-Sakti, who themselves 

are not directly perceivable by human beings. They join to produce audible sound 

(nada). Tantric influences are especially apparent in the context of discussions of nada, 

which is a topic first discussed in the BrhaddeSl. The discussion in musicology is 

derived from its treatment in phonetics, tantra, and yoga. 

Tantric references sometimes refer to Sakti as the "i" in the written "Siva," 

leaving "Sava" when removed. 31 Ptd Rl*1l *1^11 Pi I 

II "Without Sakti, Oh MaheSanI, I am just a corpse; 

when united with Sakti, oh Goddess, I am Siva, granter of all desires." 

(Saktikagamasarvasva, cited in Radhakantadeva 1988,5:5). 
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NBda 

1.23 The primary sound (nada) is produced from the body, which 

consists of 3iva and Sakti, and is formed of the five elements. Therefore 

its origin (is discussed) first. 

1.23 Only the human body can produce nada. The SR speaks in detail of the five 

elements (mahabhiitas), ether, air, fire, water, and earth, which constitute the human 

body, a tradition found throughout Indian thinking. They give to the body the qualities 

that they possess, resulting in the sense perceptions and bodily functions (SR 1.2.56-

71). 

1.24 Sound arises from the body, and song comes into being from 

sound. Therefore, in the context of the origin of song, we will now 

discuss the production of sound from the body. 

1.25 The tortoise cakra, which is in the navel, has at its root a lotus 

plant. On the stalk is a leaf, on which there is a lotus flower. 

1.25 The SR discusses cakras and nadis in detail (1.2.120-63), but the SUS follows a 

different, so far untraced, tradition. The kurma (tortoise) cakra, for example, is not 

found in the conventional literature. 

1.26 The fire element abides there, and from it originates wind. From 

the combination of this with a formed sound, nada is born. 
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1.26 This section generally follows on the BrhaddeSl tradition. 

1.27 The three gods Brahma, Visnu and MaheSvara, consist of nada. 

Parabrahma, ParaSakti and the sound Om are produced from nada. 

1.28-29 The sound "na" is a term for breath; the sound "da" is said to 

denote fire. By combining them, one obtains the word nada, which is 

five-fold: extremely subtle, subtle, strong, stronger, and shaped. 

1.29-30 The extremely subtle (nada) is in the region of the navel, the 

subtle one is in the chest, the strong is in the throat, the stronger one is 

in the head, and the shaped one is in the mouth. 

1.29-30 Five sound types are first mentioned in the Brhadde&l (Brhaddeti 1992,1:9), 

inspired by works on linguistic sound and speech, and carried on in later musicological 

tradition. The SUS reverses the BrhaddeSTs bodily locations of the first two sound 

types, as do the SR and the Sangitacudamani (SR 1.3.5; Sangltaciidamani 1958, 3). 

Locations for the production of specific svaras in the body are mentioned below 

in 3.37. A brief account of types of instrumental sound production appears in 4.4-5. 

The origin of nada has been discussed. Now I describe song 

(glta). 

Anibaddha and nibaddha song 
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1.31 Song is of two types: non-bound and bound. A non-bound 

(anibaddha) song is said to consist of only the alapti and such parts. 

1.31 The type of song not bound by prescribed sections and rhythmic and textual 

components was called anibaddha, and it consisted of alapti, "conversation," a section 

of a performance which delineated the melodic features of the raga. The 

Safigltasamayasara states that alapti should be performed at the beginning of all songs 

and prabandhas (Sangltasamayasara 1977, 33). In later practice, alapti became the 

alapanam of Karnatak music and the alap of dhrupad. 

SudhakalaSa says relatively little about alapti, but he will hint at the existence of 

a rhythmic section when he speaks of tana (3.64). In other references (3.35,4.14,4.20-

1), he seems to portray alapti as a collection of scalar and elaborative techniques for 

improvisation, rather than a formal section of a performance. 

1.32 But a bound (nibaddha) song has sections (dhatu) and components 

(anga). There are three types of it: prabandha, rupaka, and vastu. Now 

(I will give) a description of prabandha. 

1.32 Dhatus and angas, which define a nibaddha song, are described below. 

Prabandha was the mainstream art song genre which defined the medieval period from 

the time of the BrhaddeSl to around the time of the SR. SudhakalaSa will tell us that 

prabandha songs are no longer current, and designate the current song-type rupaka. 

This section indicates that significant changes that were occurring in song-making in the 

fourteenth century. 

Although Sarngadeva presents the terms prabandha, rupaka and vastu as 

synonyms (SR 4.6), SudhakalaSa evidently considers them to be three different types of 

songs. He gives a short list of prabandhas, but states, in an important reference to 
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contemporary practice, that they are now rarely composed or sung. The subsequent 

discussion concerns what he calls rupaka. SudhakalaSa uses the term prabandha later 

on three occasions (1.40,1.46, and 3.128), but all are formulaic restatements of SR 

material. In 1.47 he appears to be distinguishing the third term vastu, but the statement 

is vague. The Ghunyat al-munya also gives prominence to the description of rupakas 

over prabandhas, and confirms that riipaka is a specific contemporary song-type by 

saying "...there is a particular form of [salagasuda] known as Rupaka, nowadays" 

0Ghunyat 1978, intro:3). 

Thus, we learn that the prabandha is an archaic form, and that the current art 

song type is called rupaka. Statements below concerning the category called saligasiida 

show that a minor, possibly vernacular, category had moved up in the musical 

hierarchy. 

Prabandha 

1.33 There are one hundred and two prabandhas, beginning with 

matrka, bound with various ragas and assorted talas, drum syllables, 

meaningful text, and the other (angas). 

1.34-36 They are matrka, hayalila, ibhallla, kundaka, ragakadambaka, 

hamsallla, sudarfana, pancatalefvara, carya, simhavikranta, nandana, 

ranaranga, jayaSri, vijaya, harsavardhana, the pata, bandha, svara, and 

padakaranas, vartini, nandalalita, and others. 

1.33-36 Despite his mention of the number one hundred and two, SudhakalaSa gives us 

a list of only twenty-one prabandhas, and offers no further details about them. Most of 

these names are traceable among the seventy-six prabandhas described in detail in the 
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SR, but they follow no obvious order in relation to that tradition. The Sangltacudamani 

and Sangltamandana also begin their lists with matrka, but the SUS otherwise has 

only a few prabandha names in common with the other two texts. 

1.37 The composers of prabandhas are now rare on earth, and singers of 

them are not common. Therefore they are not discussed here in detail. 

1.37 This is an important statement. It is clear that for SudhakalaSa, prabandha is not a 

term for all art songs, but a specific genre, and one that is arcane. 

Rupaka 

1.38 (There are) four (sections) beginning with udgraha, and six 

(components) beginning with svara. When these are used in a nibaddha 

song, the song is known as rupaka. 

1.38 As stated in 1.32, it was the presence of the dhatus and angas that defined 

nibaddha song, but SudhakalaSa here associates these two defining features more 

specifically with rupaka, a point which he seems to reiterate below in 1.47. Rupaka is 

the subject of the subsequent treatment. 

Sections (dhatu) 

1.39-40 The (sections) are, in order, udgraha, melapaka, dhruva, and 

abhoga. Udgraha, "beginning," is so called because at the beginning the 

song is taken up with it. Dhruva, "fixed," (is so called) because it is a 
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fixed feature in the prabandhas. Abhoga, "completion," is (so named) 

because it completes (the composition). Because it links the udgraha and 

the dhruva, (the second section) is called melapaka, "joiner." 

1.39-40 The four dhatus of composed songs were its main sections, consisting of 

melody with text Each section had a specific melodic range and contour, and a pattern 

of repetition specified in the definition of the song-type. The dhatus are clearly the 

predecessors of the sections of the later dhrupad, called sthal, antara, saficarl and 

abhog, although the details of the correspondences are problematic (Widdess 1981, 

160-4,180; Sharma, P. 1987,115). 

The dhruva section (not to be confused with the dhruva song-type) was the 

recurring line or refrain. Later texts specify that the dhruva was repeated after each of 

the other sections of the song (Widdess 1981,166,180). It may be the predecessor of 

the modern refrain, called sthal. (Sanglta Ratnakara 1989,2:215; Chaudhuri 1984, 

208; Sharma, P. 1987,2:102-118). The dhruva section is occasionally called 

dhruvapada in the SR, and the same term occurs in the SUS, 1.87, 88. This usage is 

found repeatedly in the Ghunyat al-munya in its colloquial form dhurpad, opening the 

possibility of its relationship to the later term dhrupad. 

1.41 The learned know that a nibaddha song composed with four 

sections is the best, one with three is middle (quality), and one with two 

is the least (best). 

1.41 All songs did not have all the sections. The SR notes that melapaka and abhoga 

were sometimes omitted (SR 4.11). The dhruva song-type described below (1.54-7) 

does not have a melapaka section. 
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Components (aiiga) 

1.42 After the four (sections) beginning with udgraha, now the group 

of six components is described. They are svaras, ragas, talas, tennas, 

birudas, patas, and padas. 

1.42 The anga, "limbs," were an organizational system that possibly predated that of 

the dhatus (Rowell 1992b, 110-13). Here, they appear simply as a list of the specific 

types of text which occurred in parts of a song. SudhakalaSa adds a seventh, raga, to 

the traditional list of six angas (see next verse). 

1.43 The tones (svaras) are sadja and the others. Sri raga is the first 

raga. Talas measure time. Ekatali is the first. 

1.43 Svara as an anga refers to the solfa syllables, sa rl ga ma pa dha ni, which were 

used as text in parts of a song. Raga was not a traditional anga, but its addition 

evidently had some currency, since it is also mentioned in the Sangltamandana. 

Mandana dismisses this, apparently on the grounds that when a raga is sung, pada 

(meaningful text) is still the anga: «T II 

I (Sangltamandana 1962, 65/76). 

Specific talas are prescribed in some sections of songs, but because tala, like 

svara, occurs throughout a song, SR commentator Kallinatha feels pressed to explain 

its inclusion as an anga (Kallinatha on SR 4.15; Chaudhury 1975,212). 

1.44 (Words such as)"tanna-tenna" which are called tennas, convey 

auspiciousness. Birudas announce valour. They cause fear in enemies. 
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1.44 Tenna is non-meaningful text In the SR, the term is tena, and it is explained as the 

instrumental case of the pronoun tad, "that," referring to the ultimate brahman, in 

statements such as tat tvam asi, and so said to confer auspiciousness (SR 4.17-18). 

Biruda, or viruda, is text that expresses the virtues of king or patron, a common theme, 

especially in the concluding section of songs. 

1.45 Patas are (spoken) syllables originating from (the sounds of) 

instruments. Pada (is text that) conveys meaning. The movement of a 

song (takes place) with svara and tala, like that of a man with his two 

feet. 

1.45 Pafas are syllables that articulate the sounds of drum strokes, and are sometimes 

specified for use as text in sections of songs. Pada is any meaningful text other than 

those specified above. Tala and svara are thought of as the feet of the composition 

because they create its movement. This is a remnant of the more complete metaphor 

found in the SR of the song-man, prabandhapurusa, with the dhatus as his humors 

and the angas as his limbs (SR 4.13-15). 

Prabandha categories 

1.46-47 There are five categories (jati) of prabandhas, with an 

increasing number of angas, starting from two. They are named "two-

Sruti," "three-tiruti," "four-Sruti," "unrestricted" (aniryukta), and 

"restricted" (niryukta). These are the five categories. 
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1.46-47 Songs had anywhere from two to six ahgas, and were categorized into jatis 

accordingly. The jati names here differ from those in other texts. SudhakalaSa's names 

may be loosely related to those in the SR, which are metaphorical representations of the 

numbers six to two. Sruti is one of them, used in its sense of revealed sacred text, 

which has six branches. SudhakalaSa has apparently taken the term Sruti from this list, 

understood it in its musical sense, and named three categories on the analogy of the 

relationship of Srutis to svaras: svaras have either two, three, or four-Sruti intervals 

(see 3.70). 

The terms niryukta and aniryukta are used here completely out of context. They 

occur in the SR following the discussion of prabandha jatis, but they begin a new 

unrelated topic. These are technical terms that denote whether prabandhas are subject to 

fixed specifications of meter and tala (SR 4.21-2), a topic entirely omitted in the SUS. 

Their appearance here seems to indicate either that a verse is missing in the manuscripts 

of the SUS, or, more likely, that SudhakalaSa has misunderstood the SR or other related 

text 

Vastu 

Rupaka is ten-fold. Vastu (consists of) the sudas, i.e. dhruva etc. 

1.47 SudhakalaSa appears to be saying something here about the distinction between 

riipaka and vastu (see 1.32). In saying that rupaka is ten-fold, he may be referring to 

the four dhatus and the six angas of a composition, with which he associated rupaka in 

1.38. Or perhaps he is evoking daSarupaka, a conventional term for drama. The 

Sangltaraja indeed tries to distinguish the term rupaka by associating it with a dramatic 

element (Sangltaraja 1963,551). But the reason for rupaka appearing in the masculine 
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here is a puzzle. Concerning vastu, SudhakalaSa appears to be saying that it denotes the 

group of song-types whose discussion follows. 

Five types of sutfas 

1.48 The sudas are said to be five-fold: best, good, middle, low, and 

lowest, in that order. 

SaligasuQas 

1.49 The best type of suda is called saliga. It has great aesthetic 

content, gives pleasure, and is loved by everyone. 

1.48-49 In the SR, prabandhas are grouped into three main categories, of which suda 

is the first. Eight subcategories of suda are described in detail, followed by descriptions 

of the prabandhas of the other two main categories. Appended after all of these is 

another group, called chayalaga or salagasiida. The word chayalaga denotes a form 

related to, but transgressing the regulations of, traditional forms, as explained by the 

commentators on SR 4.311. Salagasiida is contrasted to the suda group, which is 

designated Suddha,"pure."232 The salagasiida, here saligasuda, category of songs has 

moved from the last position in the SR to the foremost position in the SUS. This is very 

likely a musicological expression of the period in which apabhramSa and vernacular 

songs moved into the mainstream, altering both poetic and melodic conventions. It is 

232Sarrigadeva notes that the suda group itself would be considered salaga to Bharata, 
but since the prabandhas of the suda group are "like Suddha" in common ' 
understanding they have become Suddha (Samgltaratnakara 1976,2:335). 
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certainly a sign of major change, and is basically a dismissal of all the categories of 

traditional prabandhas. 

1.50 The first is dhruva, then mantha, pratimantha, nihsaruka, attatala, 

rasa, and ekatall, in that order. 

Dhruva 

1.51 Song without dhruva is like a pond without water. Therefore I will 

describe the sixteen dhruvas. 

1.50-51 The special priority given to the dhruva song-type is notable. The SR and the 

Sangitasamayasara give no special note about it, but the Sangitamandana, which is 

later than the SUS, does (1962,118). If dhruva had become the most foremost song-

type in the "best" song category in the fourteenth and fifteenth centuries, it would seem 

obvious to surmise a direct link between the dhruva song-type and the subsequent 

dominant genre, dhruvapada or dhrupad. The background of dhrupad as a term and a 

genre, however, is a complex problem, and a simple linear connection with the dhruva 

song-type is not supported by the other textual evidence on the use of the term 

dhruvapada. 

1.52-53 The names (of the dhruvas) are jayanta, Sekhara, utsaha, 

madhura, nirmala, kuntala, kamala, cara, nandana, candraSekhara, 

kamada, vijaya, kandarpa, jayamangala, tilaka and lalita. I will now 

describe them. 
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1.52-53 The names and order of the dhruvas are virtually identical with those in the SR. 

The kamala and kamada of the SUS, Safigltaraja and Sangltamandana are kamala and 

kamoda in the SR (4.319-20). 

1.54 There should be two lines (pada) in the udgraha, two in the middle 

section, and two in the abhoga. Thus, the dhruva (song) has six 

subsections (khanda). 

1.54 The structure described in this section characterizes dhruva songs in general. It 

differs slightly from, or fills out the SR description in specifying that the middle section 

includes the dhruva (1.57) and has two parts. 

Padas are lines of text and melody. Khanda and pada are clearly used as 

synonyms, and are translated here as "line" or "subsection." 

1.55 (A dhruva song) having six lines is said to be best, one with five 

lines is middle, and the least best is one with four. Thus, there are three 

types of dhruvas. 

1.56 The two lines in the udgraha are composed with a prescribed 

scheme, whereas all the other lines are without any specific rule. 

1.56 The opening lines of text had a fixed number of syllables, ranging from eleven to 

twenty-six according to 1.58. The rest of the lines could optionally have the same 

number of syllables (SR 4.331). 
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1.57 The dhruva (section) is imposed after (the udgraha), then the two 

subsections of the abhoga (are sung). The first (subsection of the 

abhoga) is marked with the name of the patron, and the last with the 

name of the singer (or composer). 

1.57 Here, the SUS mentions the dhruva section by name, which the SR does not. The 

expression aropyate, placed or imposed, is interesting, and may cany a sense of 

repetition, which is made explicit for the dhruva in other texts. It is used again in 1.70. 

Widdess compares the description here to those in the SR and the later 

Sangltadamodara and suggests that the dhruva song's three main sections each 

included a dhruva refrain - a structure that closely resembles that of later dhrupad 

(Widdess 1981,180). 

1.58 There are sixteen (types of) dhruvas, beginning with (the one 

having) eleven-syllable lines, and (continuing with those) having lines 

increasing by one syllable each, up to twenty-six. 

1.59 The first dhruva, jay anta, is (sung) with aditala in Srngara rasa. It 

has lines of eleven syllables. It is said to grant long life. 

1.58 Aditala is a tala of one matra (2.45). 

1.60 Sekhara is (sung) with hamsaka (tala) in vlra rasa . It grants good 

fortune to the patron. XJtsaha is (sung) with jagana in vlra rasa. It 

bestows victory. 
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1.60 Ganas are described in 3.2-30. There is no hanisaka or hamsa tala in chapter two, 

although there are both hantsanada and hamsallla. 

1.61 Madhura is (sung) with gargya tala in Santa (rasa). It gives joy. 

Nirmala is to be sung with ekatali in karuna rasa. It grants happiness. 

1.61 There is a garugi (2.52) but no gargya tala mentioned in chapter two. Ekatali has 

one-half 

matra (2.45) 

1.62 Kuntala, which bestows wealth, is (to be sung) with laghuSekhara 

(tala) in the rasa called adbhuta. Kamala is in Srhgara (rasa) and (is 

sung) with ananda (tala). It always brings joy. 

1.62 LaghuSekhara has one-and-a-half matras (2.48). There is no ananda tala 

described in chapter two. 

1.63 Cara is (sung) with cacaputa tala in adbhuta rasa. It gives 

whatever is desired. Nandana is (sung) with kanduka tala in Srhgara 

(rasa). It bestows happiness. 

1.63 Cacaputa and Kanduka both have six matras (2.72,77). 

1.64 CandraSekhara is in raudra (rasa, and sung) with trtlya tala. It 

bestows prosperity. Kamada is (sung) with turangalila tala in frngara 

(rasa). It gives happiness. 
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1.64 Trtlya has one-and-a-half matras (2.47). Turangalila has two-and-a-half matras 

(2.50). 

1.65 Vijaya is (sung) with darpana tala in Srngara (rasa). It gives 

fame. Kandarpa is in adbhuta {rasa, and sung) with attatala. It increases 

the family line. 

1.65 Darpana has three matras (2.55). There is no attatala in chapter two. 

1.66 Jayamahgala, which confers happiness, is in Santa {rasa, and 

sung) with hamsallla (tala). Tilaka is in Srhgara {rasa, and sung) with 

Ilia tala . It increases wealth. 

1.66 Hamsallla has two matras (2.51). Lila tala has four-and-a-half matras (2.64). 

1.67 Lalita is to be sung in adbhuta (rasa) with cacaputa (tala). It 

endows prosperity. (Its lines) have twenty-six syllables, after an increase 

of one syllable at a time. 

1.67 Cacaputa has six matras (2.72). 

1.68 This was a brief description of the sixteen dhruvas. 

1.68 The names and order of the sixteen dhruvas are identical with those in the SR, but 

the rasa, tala and phala, differ in nearly every case. The specifications enumerated in 
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the Safigltamandana also differ in the majority of instances from both the SR and the 

SUS. In addition, the lack of correspondence between the talas mentioned here and in 

the tala chapter leads one to suspect that the specifics of this tradition were weak. The 

Ghunyat al-munya tells us as much: '"Dhuva does not abide by the old rules which 

restricted it to limited, numbered letters (Varnas) and to specific Talas corresponding to 

the various Rasas (sentiments)'" (Ghunyat 1978, intro:2). 

Mantha 

The (song-types) called mantha etc., which were mentioned 

before, are (now) described one by one. 

1.69 Kamalakara, kalapa, kamala, sundara, vallabha, and mangala. 

These are the six (song-types) which scholars call mantha. 

1.69 The SR has jayapriya instead of kamalakara. 

1.70 The first pair of lines is to be sung, followed by a line with high 

(tones). The dhruva (section) is placed after that. The abhoga is sung 

one time. 

1.70 The description of the mantha is rather vague here. The SR describes the sections 

as udgraha, dhruva, optional antara, then dhruva, or abhoga one time, and dhruva 

(4.332-4). 
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1.71 Kamalakara is to be sung with ja gana in Srngara (rasa). Kalapa 

should be sung with na gana in karuna rasa. 

1.72 Sundara mantha is sung with sa gana in Srngara (rasa). Vallabha 

is to be sung with ya (gana) in adbhuta (rasa). Mangala is in Srngara 

(and sung) with bha (gana). 

1.72 The description of kamala is missing. The rasas and ganas here match those of 

the manfhas in the SR in only two cases -mangala and sundara. 

Marthas were originally sung with mantha tala: "mantha tala is of six types, 

and the rupaka is differentiated according to that" (SR 4.335). The SUS mentions only 

two varieties of mantha tala in the tala chapter 2.61. The Ghunyat al-munya confirms 

that performance practices were changing: '"...of its six Talas only three are in vogue, 

with one of it being more popular than the other two [sic]...'" and: '"besides the above, a 

yet another type of Math is nowadays heard being sung in more or less ten different 

Talas [sic]...'" (Ghunyat 1978, intro:2). 

Pratimanfha 

1.73 Now the pratimanthas are described. They are four, called amara, 

mandira, vicara, and kunda. Now I give their description. 

1.74 Like the mantha, the pratimantha is said to have all (the sections) 

beginning with the (ud)graha. The first, amara, (is sung) with 

pratimantha tala in tirngara (rasa). 
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1.74 The structure of these songs is like that of the marifhas. 

1.75 Mandira is (to be sung) either with one guru or two laghus in 

karuna (rasa). Vicara, is sung with two laghus ending in a virama in 

adbhuta (rasa). 

1.76 The pratimantha called kunda, is also (sung) with two gurus in 

adbhuta rasa. All the pratimanthas are to be sung in a slow tempo. 

1.76 Most of the pratimantha names given in the SUS are the same as those in the SR, 

but the metrical patterns and the assignments of rasas differ. The association of the 

pratima^fhas with a slow tempo seems to be new here. 

Pratimantha tala, like mantha, originally had a number of varieties. It is briefly 

mentioned along with mantha in 2.61. But the Ghunyat al-munya informs us that "all 

the five varieties of it have become obsolete by now [sic]...the Paramath sung these 

days is specifically in one Tala" (Ghunyat 1978, intro:2-3). 

Nihsaruka 

1.77 Nihsaruka should be known to be of six (types), called samara, 

vi&ala, nanda, vaikuntha, vahchita, and vijaya. 

1.77 Nihsaruka tala is mentioned in 2.54. The SR has kantara instead of vijaya (SR 

4.344). 
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1.78 Samara is in vlra rasa with two laghus ending in a virama. In 

viSala, there is one laghu after two drutas, and it is in adbhuta rasa. 

1.79 Nanda is (sung) with two laghus after a druta in karuria rasa. 

Vaikuntha has a druta followed by a guru and one laghu. It is in vlra 

and hasya rasas. 

1.80 Vanchita is said to be (sung) with two laghus after two drutas. It is 

in Srngara (rasa). Vijaya has two gurus, and is in Srngara. It bestows 

victory. 

1.78-80 Most of the metrical specifications and the rasas are different in the SR - only 

samara has characteristics identical to those in the SR. 

Affatala 

1.81 Attatala is also six-fold: nihSahka, camara, amara, aravinda, 

sunanda, and mahatila. Its description is next. 

1.81 Unlike the other groups, the names of all except one of the attatalas differ from 

those in the addatala category in the SR. Below, SudhakalaSa notes that there is variety 

in the names of members of this group. 

1.82 The attatala (song) is to be sung with (the tala) attatala. NihSafika 

is (sung) with a laghu and a guru. (It is in) vlra and hasya (rasas). 
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1.82 Affatala does not appear in the tala chapter of the SUS. Sharma proposes, on the 

basis of a number of references, from the SR to the eighteenth century Sangltasara, that 

the adfatall of the SR developed into the modern cautala or cartala of dhrupad music 

(Sharma, P. 1988,83-97). This theory receives no support from the SUS. 

1.83 Camara, which is set in adbhuta (rasa), should have two drutas, 

followed by a laghu and a guru. Amara is (sung with) a laghu and a 

guru, followed by two drutas, in karuna rasa. 

1.84 In aravinda, (which is) in vlra and hasya (rasas), there is a druta, 

followed by one laghu and one guru . If there is a laghu after two 

drutas, that is sunanda, (which is) in Srngara (rasa). 

1.85 Mahatila is in Santa rasa, with two gurus followed by two laghus. 

Scholars give the names for the attatala (song-type) variously. 

Rasaka 

1.86 Rasakas are also of six types: kambuja, mandira, ambuja, vinoda, 

candra, and sarasa. Their description is next. 

1.86 The four rasakas of the SR are vinoda, varada, nanda, and kambuja (SR 4.352-

3). 
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1.87 The rasakas (are composed) with rasaka tala. Kambuja is in 

adbhuta (rasa). Mandira is in karuna rasa, (and has) a dhruva section 

(pada) which begins with alapa. 

1.87 Alapa is a notable feature of the rasaka songs. Rasaka tala is not mentioned in the 

tala chapter of the SUS. The SR notes that rasa is a popular name for aditala (SR 

5.261). Aditala appears in the SUS (2.45), but one wonders if SudhakalaSa was 

reporting here on a performance tradition he knew. 

The appearance of the term dhruvapada two times in the SR and the SUS in the 

context of rasaka is striking (SR 4.353,355). For a discussion of the possible 

relationship of this use of the term to the later dhrupad, see the introductory section on 

dhruvapada and dhrupad, above. 

1.88 Ambuja has alapa at the beginning of its udgraha, which is of 

two-parts. Vinoda (has) a dhruva section (pada) which ends in alapa. (It 

is) in the first rasa (frngara). 

1.89 Candraka is the (rasaka) whose second line of the udgraha is 

(sung) high. When the udgraha and abhoga (both) have a part which is 

high, it is sarasa rasaka. 

EkataU 

1.90 Ekatall should be known to be of three types: rama, tara, and 

candrika. (It is sung) with ekamatrika tala in fast, medium, and slow 

tempos. 
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1.90 The three are rama, candrika, and vipula in the SR. Ekatall is the first tala in the 

SUS tala chapter, 2.44. In the SR it occurs as number 67 among 120 de&l tolas (SR 

5.291). The SR makes no mention of tempo. 

Preeminence of saligasuda 

1.91 The best (type of composed song) is saligasuda, with its seven 

(types described above), dhruva etc. It is composed with jhampa tala 

and other (talas), and various lines (pada), and is (also) three-fold. 

1.91 SudhakalaSa reiterates the excellence of the saligasuda song group to explain the 

hierarchy of sudas which he mentioned in 1.48. The mention of jhampa tala here is 

puzzling, as it does not appear in any of the saligasuda descriptions just given. It 

appears in the tala chapter, 2.49, and is in the dhruva named kamala in the SR (SR 

4.324). 

1.92 Therefore, some say that (the saliga) is the complete suda. The 

one lacking is said to be middle, and the one lacking more is the worst 

(type of suda). 

Other sudas 

1.93 (Among the others), the ela suda is good, the one called ganaila is 

middle, dhenkl suda is inferior, and the ali suda is very inferior. 
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1.93 The ela, ganaila, dhenkl and all sudas are terms gathered in jumbled order from 

among the main prabandha categories in the SR. Ela is the first of eight subcategories 

of su4as in the SR. Ganaila is a subtype of ela. Dhenkl is the third of the eight 

subcategories of sudas. Ali is a particular sequence of suda songs (SR 4.22-3). There 

is no group in the SR tradition called alisuda. This assortment of terms makes sense 

only as the last traces of a non-current system. 

1.94 Each of these in turn should be known to have highest, middle, and 

lowest types. The (Vwo)elas, dhefikl, and ali suda are not described here 

so as not to make the text unnecessarily long. 

1.94 It is hardly believable that fear of long-windedness was the author's primary 

reason for leaving out any more discussion of these prabandha groups. It seems much 

more likely that information was simply not available to him, and that the SR system 

was not current in the performance practice of SudhakalaSa's time and place. 

Praise for those knowledgeable about song 

1.95 He who is knowledgeable about the order and method of the sudas 

and the other compositions, who is greatly accomplished in the ragas 

and talas, and who has special knowledge in regard to song and rasa, is 

the ornament of the king's assembly. 

Here ends the first chapter, entitled "light on song," in the Saroddhara 

(version) of his own Sangltopanisad, composed by Vacanacarya Sri 
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SudhakalaSa, disciple of Sri RajaSekharasuri, ornament of the 

Maladhari gaccha. 
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Chapter Two 

Rhythm 

with supporting drum patterns, permutations, and the like 

Benedictory verses 

2.1 At each step I worship that great world, where there is no 

attachment (raga), which no precise language (bhasa) can grasp, which 

is distant even for one who knows the Veda (Sruti), in relation to which 

the collection (grama) of the world's objects of enjoyment are external, 

and the viewers of which are not concentrated on the delusion 

(murcchana) created by such objects as women and wealth, (that world,) 

which is not different from music and dance. 

2.1 The author uses words that express secondary musical meanings. All except for 

murcchana appear in chapter three. 

2.2 Immersed in which even those who live in heaven, who cannot 

enjoy wine, sweets, and other foods, happily spend all their time, 

honored by which the lord Jina grants the ultimate goal, and which arises 

from a worthy body, that is glorious sound, pure for virtuous people. 

2.3 Among the nine treasures of the Cakravartin, the ninth is named 

&ankha. It is there that all the musical instruments, along with drama, 

arise. 
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2.3 The Jain cakravartin is the emperor of the land of Bharata. In his treasury are the 

nine mahanidhis, great treasures, superintended by the devatas Naisarpa, Panduka, 

Pingala, Savaratna, Mahapadma, Kala, Mahakala, Manavaka, and Sankha. Stored in 

£ankha's realm are dance, drama, prose, prosody, sung poetry, and musical instruments 

(Sethia 1965,220-2). 

2.4 This is the origin of the three-fold music, according to the thinking 

of the Jains. But it is well known by everyone (else) that music 

originated from Siva. 

2.4 Music is threefold because is made up of melody, drumming, and dance: 

I(SR 1.1 .21). "The group of three, glta, vadya, nrtta, is 

called sangita." 

Praise of tala 

2.5 Song, instrumental music and dance do not attain beauty without 

tala. Without tala there is no unity (mela); without unity there is 

disarray. 

2.5 Samya, or mela is used in the context of tala by Abhinavagupta (on NS 31.1) and 

Dattila (Dattilam 1988,132; Rowell 1992a, 188-9). 

2.6 Where there is disarray, there is no delightfulness, without 

delightfulness, how can there be absorption (lay a ft Without absorption 

there is no pleasure. (Thus) tala is said to be at the basis (of pleasure). 
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2.6 In the context of yoga, laya is a state of meditational absorption. The 

Hafhayogapradlpika notes its basis in nada (Sinh 1980,51). In music, laya is tempo, 

conceived as the interval between the hand actions that measure a tala. (NS 31.5; SR 

5.44-6; Sharma, P. 1992a, 385-98). Laya is mentioned below in 2.20. 

Durational units, druta etc. 

2.7 Tala measures time. It is fourfold, with druta and the other 

(measures) - druta, laghu, guru and pluta. Now (I will mention) their 

alternate names. 

2.7 Talas are the structured time cycles of music. The durational units, shared by 

metrics and music, are described below in 2.14-15. It is not entirely correct to say that 

tala is fourfold by virtue of these - they are the simply the units that form tala, a point 

better stated in 2.13. In talas, each durational unit is marked by a sounded hand action, 

so that a pattern of hand actions measures each tala cycle. 

2.8 For the four (measures) beginning with druta , there are five names 

each, as follow. (Druta has the names) "dot," "fast," "sky," "consonant," 

and "half-matra" (bindu, druta, vyoma, vyafijana, ardhamatrika). 

2.9 (Laghu has the names) "comprehensive," "straight," "short," "light," 

and "onQ-matra "(vyapaka, sarala, hrasva, laghu, matrika). (Guru has 

the names) "heavy," "long," "crooked," "measure," and "two-

matra"(guru, dlrgha, vakra, kala, dvimatrika). 
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2.10 (Pluta has the names) "threQ-matra," "extended," "lit," "three-

limbed," and "born of the samaveda" (trimatrilca, pluta, dlpta, tryanga, 

samodbhava). Two more, ardhadruta and pancabhadra, are also 

mentioned by scholars. 

2.11 An ardhadruta is a quarter part (of a matra). There is an eighth 

part (more) when it has a virama. Pancabhadra is is an over-extended 

pluta (vipluta), and they both have five matras. 

2.8-11 The alternate names for the units are found in musicological texts from the time 

of the Sangltacudamani. They relate conceptually or visually to the name or notation of 

the measure. A virama, "rest," (see below, 2.16-17) adds half again to the value it 

follows. 

2.12 Because they are not useful in permutations, these (last) two are 

for the most part inconsequential. But, they are useful to measure the 

time of a virama etc. 

2.12 Neither ardhamatra nor pancabhadra is used in permutation methods, but they 

appear in the configuration of talas. 

2.13 Tala is that which establishes time, and druta and the other 

measures are the basis of tala. Therefore, when these are pronounced, as 

much time lapses as is measured by them. 
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2.14 A matra is measured by the time it takes a speaker (to pronounce) a 

total of five short syllables. A druta occurs in half of that (time). 

2.14 This definition of matra is out of context. It comes from the tala system as 

described in the NS, and is noted only to preserve what is designated the marga 

tradition in later texts (SR 5.16). SudhakalaSa's working definition is actually the deSi 

definition of a matra as one laghu , as seen above in 2.9 and below. This passage 

betrays his unfamiliarity with the marga system, in which druta does not even occur. 

2.15 Therefore, a matra is (formed) with two drutas, a guru with four 

drutas, a pluta with six drutas, and a vipluta with ten drutas. 

2.16 Scholars know that when a virama follows a druta, (the virama 

equals) an ardhadruta, when a virama (follows a) laghu it is a druta, 

when it (follows a) guru it is a laghu, and (when it follows a) pluta it is 

a guru. 

2.16 Virama, which appears in musicological texts beginning with the 

Sangltacudamani, is a pause, which adds one-half again to the unit to which it is 

attached.233 SudhakalaSa, however, describes virama here as a value of one unit less 

than that to which it is attached. He gives the standard view in the next verse. 

2.17 Some say, in regards to a virama, that it is a measure of time half 

(again) the unit it follows. 

233For the definition of virama, see Kallinatha's commentary on SR 5.232; Sharma 
1992,150; Rowell 1992a, 211-12; Chaudhuri 1984,67-8. 
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2.17-18 Lord Siva is the deity (that resides) in druta, ParvatI in laghu, 

Siva and Gaurf in guru, and the three, Brahma, Visnu, and Siva, in 

pluta. 

Graha and laya 

2.18-20 Tala has a beginning point (graha) of three different sorts: 

sama, atlta and a«agafa.(When) tala, which is dear to song, drumming, 

and dance, is taken up simultaneously (with the music), it is sama. When 

it is taken up somewhat after the beginning of the music, it is called 

atlta. If, after a good deal of alapa is performed first, the graha (of the 

tala) precedes the song, it is known as the anagata graha. In tala, there 

is tempo (laya) that gives pleasure. 

2.18-20 Graha concerns the entrance of the musical composition in relation to the tala 

cycle. In sama, the melody and the tala begin simultaneously. Sama, a term used in 

modern practice, derives from the earlier term samapani, or sannipata, the clapping of 

the hands at the beginning or end of the cycle (Sharma, P. 1992b, 145-6). The other 

terms denote the prior or later commencement of the melody or the tala. Sudhakala^a, 

like SR commentator Simhabhupala, takes atlta and anagata to refer to the music, 

which is respectively "past" and "not yet come" in relation to the tala. Kallinatha takes 

the opposite sense (commenting on SR 5.50). 

Laya is the time interval between hand actions, regulating the tempo of a 

performance, described as of three speeds - medium, fast, and slow (madhya, druta, 

vilambita). Kallinatha associates each with a graha (commenting on SR 5.52). 
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The mention of alapa in this context is unique. Alapa here seems to be an 

introductory section, after which the counting of the tala begins, prior to the entrance of 

the composed song. See the discussion in the introductory section on alapti, above. 

Five methods of permutation 

2.21 The cause for the production of tala is five-fold: prastara, 

samkhya, nasta, uddista, and kalita. 

2.22 Permutation (prastara) is said to be the generative source for all the 

talas. Therefore I will first speak of prastara for the expansion of the 

talas. 

2.22 Prastara is the systematic reduction of a value into all possible varieties. Samkhya, 

nasfa, uddista and kalita are arithmetical methods that provide information on the 

ordering and content of the prastaras. These methods are mentioned in the context of 

svara as well as tala in musicological texts. More methods, altogether nineteen, are 

described in the SR 5.313-409. 

Without the SR descriptions, it would be impossible to understand the SUS. 

The methods were to be worked out in tabular format such as that found in the SR 

commentaries, thus the references here to "below," "in front," and "behind." 

SudhakalaSa merely restates the tradition of prastara here, adding nothing new. 

Prastara 
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2.23 The direction of a prastara is to the left, like that of numbers. One 

should first write down the guru, then below it write a laghu. 

2.23 This begins the tabular method of writing out a prastara. The total value in this 

example is guru. For the first reduction, a laghu is written below it. To the left of the 

laghu, the highest value that will make up the total will be written, and the reductions 

proceed as vaguely directed below. 

2.24 The lesser one, mostly, is (placed) later (= toward the left), and 

one should write down the rest alongside. One should continue with the 

reductions until they are complete, ending in all drutas. 

2.23-24 In this case, the highest value possible, laghu, is written to the left of the first 

laghu, to form the first prastara, 11. As long as a unit to the left can be reduced, the 

right hand units remain the same. Thus, the second prastara is o o I, and so one. The 

final prastara consists entirely of the smallest unit, drutas. 

This ends the method for prastaras. 

The prastaras for drutas, beginning with one, are as follows. 
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Prastara chart 

1 (prastara) 

o 

2 (prastaras) 

I 

O O 

3 (prastaras) 

O I 

10 

0 0 0 

6 (prastaras) 

S 

11 

O O I 

0 I O 

1 O 0 

0 0 0 0 

10 (prastaras) 

oS 

o i l  

I O I 

0 O O I 

So 

No 

0 0 I 0 

o l o o  



I 0 0 0 

0 0 0 0 0 

19 (prastaras) 

S* 

IS 

o o S 

SI 

I I I  

00 11 

0 I O I 

1 O 0 I 

O O O O I 
/ 

0 S o 

O L I O  

1 0 I O 

O O O I 0 

S o o 

I I 0 0 

0 0 I 0 0 

0 I O 0 0 

1 0 0 O 0 

0 0 0 0 0 0 

These are the varieties in the prastaras of drutas. 

Satfikhya 
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Wishing to describe samkhya, he says 

Fragments of a commentary appear inexplicably in this chapter. 

2.25 The samkhyas for one druta and so on, up to six, are respectively 

one, two, three, six, ten, and nineteen. 

2.26 After that, up to ninety-six drutas, each subsequent samkhya, is 

obtained by adding together two adjacent numbers and two non-adjacent 

numbers. 

2.26 This is a vague description of the method for creating the samkhya series. The 

reason for carrying it to ninety-six drutas is not explained. The number may have some 

significance: it appears in unrelated contexts in the SR (such as the fifth doubling of the 

six-matra tala in the ancient marga system: 5.25-6). 

Saipkhya is a sequence of numbers that tells us how many prastaras each 

durational unit has, and how many prastaras end with a given value. The method for 

arriving at the samkhya sequence 1,2,3,6,10,19, is explained in the SR 5.321-4 

(Chaudhuri 1984,75-6; Kusuba 1993, intro: 108-10). First, the numbers 1 and 2 are 

written down. To the last number is added the second, the fourth and the sixth before it. 

If there is no fourth, the third before it is added, and if there is no sixth, the fifth before 

it is added. This creates the next number in the series. The number of prastaras for 

each durational unit as measured in drutas is found in the unit's position in the series. 

Laghu, which has two drutas, is in the second position, and the samkhya series tells us 

it has two prastaras. Guru, which is in the fourth position, has six prastaras. A pluta 

is sixth in the series and has nineteen prastaras. 
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The santkhya series further tells us how many of a unit's prastaras end in what 

measure. A pluta (sixth position, nineteen prastaras) has ten prastaras ending in 

druta, six ending in laghu, two ending in guru, and one ending in pluta. 

1 I 2 I 3 I 6 I 10 I 19 I 33 I 60 I 106 I 191 I 340 I 610 I 1089 I 1950 I 3485 

I 6236 111150 I 19946 I 

This is the way in which the samkhya numbers should be calculated, for 

each number of drutas from one to ninety-six. The eighteen samkhya 

numbers containing drutas and plutas are shown written out. 

The omission of the mention of laghus and gurus may be an error. 

The others should also be examined in the same way. 

Na$fa 

Now wishing to ascertain nasta, he says 

2.27 After determining the desired drutas, one should then write down 

the samkhya numbers. The number of the form which is lost should be 

subtracted from the principal number. 

2.28 The number (in the samkhya series) which is derived from 

(precedes?) the principal number is subtracted from the numbers which 

result. A line should be drawn. Nasta derives in this way among the 

numbers (?). 
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2.27-28 Natfa, "lost," determines the form of any missing prastara. The sanikhya for 

the total value is written down, 19 for a pluta, for example. The number of the prastara 

which is to be recovered is subtracted from it, for example 5 for the fifth prastara. The 

preceding number in the samkhya series is then subtracted from the result The next 

preceding number in the sanikhya series is subtracted from this result, and so on. If the 

number to be subtracted is larger than that from which it is to be subtracted, then it is 

written again unchanged below. The process is continued until a zero results. The unit 

values for the prastara are then derived by a number of rules, given vaguely below in 

2.30. The process is much more clearly described in the SR 5.324-30 (Chaudhuri 1984, 

76-8; Kusuba 1993, intro: 110-12). 

2.29 A druta occupies one zero, a laghu two zeros, a guru four zeros 

and a pluta six. 

2.29 This seems to be an explanation of the values of laghu, guru and pluta in terms of 

drutas. 

2.30 That which occupies a zero in front of the line is a laghu. In the 

same way, that which is behind the line is a guru, and the two of them 

(form) a pluta. 

2.30 This verse is very unclear. It appears to be a vague sketch of some of the rules for 

obtaining the prastara units out of the results of the nasta process. When a subtraction 

is successful, the step represents a laghu. When a step cannot be completed because the 

number to be subtracted is larger than that from which it is to be subtracted, this step 

represents a druta. When two subtractions are successively completed, this represents a 
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guru, and when three follow successively, a pluta. Additional rules are necessary for 

completing the form of the missing prastara. 

Udditfa 

Next wishing to describe uddista, he says 

2.31 (Write) the form and (its) samkhya with the drutas below, and the 

lines for it as before. Uddista (comes about) through adding the numbers 

between the lines, and subtracting from the principal number. 

2.31 Uddista, "indicated," is a process that tells us the number of a given prastara. 

This is explained in the SR and its commentaries 5.331-4 (Chaudhuri 1984,78; Kusuba 

1993, intro: 112-14). It involves matching the units of the prastara with the numbers in 

the samkhya series, to reproduce the subtraction steps of nasta. A final adding of 

indicated samkhya numbers, and a subtraction from the original number, result in the 

prastara number. Again here the description is impossibly vague. 

Uddista is shown in (the number of the form which is) indicated. 

The form along with its samkhya number is (written) with the drutas 

below, like before. Make lines for the nastas of that form, like the lines 

that indicated druta, laghu, guru, and pluta. When the number that 

results from the sum of the numbers situated above the lines is subtracted 

from the principal number belonging to the samkhya, the number that 
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remains is the indicated form. The form is what is to be indicated. In 

other words, the method for uddista is like that of nasta. 

Kalita 

Now kalita is elucidated 

2.32-33 After (writing) the samkhya number, for the kalitas, take the 

number of that which is written behind the desired drutas, and that 

situated above the drutas, and, after that, add the two adjacent numbers 

below, and the two after that which are (each) an interval apart. These 

five numbers are to be added, and the sum is to be put below. 

(agrakhe??) 

2.32-33 Kalita, "counted," is a process for deriving the number of occurrences of each 

value in aprastara series. In the SR, this is calledpatala (SR 5.334-8; Chaudhuri 

1984,78-9). The samkhya series is written out, and below the first samkhya, the 

number 1 is written as the first patala or kalita. To form the next, five numbers are 

added together: the santkhya, the kalita below it, the kalita immediately before that one, 

and the second and fourth kalitas preceding that one, or as many of the five as exist. 

2.34 In kalita, the numbers that are situated below are one, two, five, 

ten, twenty-two, and forty-four. After that (to extend the series), there is 

the addition of the five numbers. 
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2.34 The kalita sequence is shown in the kalita chart below. The top row is the 

samkhya series, and the bottom the kalita. 

2.35 The four numbers situated below in the kalita (series), which have 

been mentioned here, are the numbers of the plutas and the other 

(values) in the desired prastara, in order. 

2.36 For example, in the prastara (series) formed from six drutas, there 

are one pluta, five gurus, twenty-two laghus, and forty-four drutas. 

2.36 Six drutas is a pluta, which falls in the sixth position of the samkhya series. The 

kalita number written below the series denotes, from the sixth position in reverse order, 

the number of drutas, laghus, gurus and plutas in the prastaras of a pluta. 

2.37 Thus, the samkhya (denotes) the plutas etc. in a prastara of a given 

number of drutas. Because its samkhya number is last, it is counted 

(kalita) like samkhya (?). 

2.37 The second half of  this verse is  not clear,  but it  seems to be explaining the term 

kalita. 

Kalita chart 

1 2 3 6 10 19 33 60 

1 2 5 10 22 44 91 180 

Tolas 
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2.38 May the deity of correct talas delight all the people, he whose head 

is prastara, whose hands are nastaand uddista, and whose feet are 

samkhya and kalita. 

2.38 Here secondary cosmological meanings might be read into the tala terms: prastara 

as creation (srtfi); uddista and nasta as revealed and hidden results (drsfadrsta phala), 

and sarrikhya and kalita as the measuring of the three worlds. 

2.39 The talas that come into being in accordance with the prastaras are 

innumerable. How many of them are formulated (is impossible to say), 

because they are like flowers (blown by) the wind. 

2.39 The systematic application of prastara in musical practice is secondary to its value 

as an intellectual exercise and as a means of conceptualizing nearly endless possibilities. 

2.40 Therefore, I will speak of some of the talas that have been taught 

by name by previous scholars, with their names, descriptions, and 

vocalizations (uccara). 

2.40 The descriptions of the talas below consist of their patterns of drutas, laghus, 

gurus, and plutas. Some talas have special associations with tempo. 

The drum vocalizations given here are a unique contribution of the SUS. 

Drumming vocalizations are found in musicological texts in the context of drumming 

techniques from the time of the NS. But here they appear for the first time in association 

with specific talas. The tradition of associating each tala with a specific set of drum 
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sounds became standard in later north Indian performance practice. Today such a 

pattern is called theka, from the Hindi thek or tek, "support," a term with a sense 

intriguingly close to that of upaSraya, "support" or "resting place," used here, below. 

2.41 By their very definition, talas are said to be threefold, because of 

the difference in tempos - fast, medium, and slow. 

2.42 I will give the names of the talas, and briefly describe them, 

beginning with elcatali, in increasing order (of matras), together with 

their definitions and supporting (drum) patterns (upaSraya). 

2.42 UpaSraya, "refuge" "support," or, in Jain usage,"retreat," is a set of drum 

vocables specific to each tala. It has intriguing resonances with the modern term and 

concept theka, a repeating drum pattern used as the basis of performance, but a 

historical link cannot be made through textual sources. See discussion in the 

introductory section on tala, upaSraya, prastara, above. 

2.43 By (writing) the supporting patterns for ekatali and the others four 

times, we create what is called a mela, because (otherwise) they are 

difficult to understand. I will give the rest just with their own measures. 

2.43 The talas of the ont-matra group, below, are shown with their patterns repeated 

four times. 

One-matra talas with their upasrayas 
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2. 44 Ekatali, aditala, candanihsaruka, krldatala, antarakrida, trtlya, 

laghuSekhara. 

2.44 The hyphens added to the transliterations below, and the setting of the tala units 

under the upaSraya syllables, are the results of speculative efforts to fit the given 

syllables into the given tala structures.234 The profusion of variant readings in the 

manuscripts and the vagueness of the material make definitive settings impossible - the 

attempt was simply to acquire an idea of the possible rhythmic sound of the material. 

1. Ekatali. 

2.45 Ekatali has one druta. It has a fast tempo. 

thugu taki dhigi ta I 

O  O O O  

2. Aditala. 

Aditala, the great tala, has one laghu. 

234The settings were done by me in collaboration with Prem Lata Sharma in Varanasi, 
November 1991 using the following method: 1) Hyphens were added to only to long 
syllables, so far as possible, or to short syllables at the end of a line; in some cases, 
hyphens had to be added to short syllables (2.46); 2) Hyphens are equal within each 
tala, equalling one-half or one druta: 3) Spaces are added to align the syllables with the 
units below, but an attempt has been made to maintain the groupings found in the text; 
4) The upaSraya syllables are to be read with a hand clap for each durational unit. 
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tad dhit thau draim 

I I I I 

2.45 The mention of tempo with ekatall is not found in other texts. 

3. Candanifisaruka. 

2.46 Candanihsaruka has two drutas followed by a virama. 

tat- -taki I tat- —ta I dhidhik ~ki I dhid- —dhi I 

O  O '  O  O '  O  O 1  O O '  

4. Krldatala. 

Krldatala has two drutas followed by a virama, and (it has a) medium 

tempo. 

tat—ta I dhid- —dhi I thau- thau-dhi draim I 

o o' o o' o o' o o1 

5. Antarakrlda 

2.47 Antarakrlda consists of three drutas followed by a virama. 

ta- kdi ta ki ta I dhi- ki- ta dhi ki I tai- gana thau— dhid- -dhi 

O O O' O O O' O O O' OO 

draim- I 

O' 

6. Trtlya. 

Trtlya has two drutas, each of which is followed by a virama. 

ta— draim— I tak-ka thuga- I dhik-ka thau— I dhid-dhi thau— 
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o' o' _  I  - I  - t  - I  - I  - I  
0 0 0 0 0 0 

7. LaghuSekhara. 

2.48 Laghu&ekhara tala has one /ag/zw with a virama 

jhim—susu I dim—susu I dim—dim— daim I 

I' I' I' I' 

The of one matra and more have been described. Now (I give 

those) with two matras. 

2.48 His categories include talas with matras adding up to less than the next group, 

here up to one-and-three-quarters. 

Two-matra talas with their upaSrayas 

2.49 Jhampa, turahgalila, hamsalila, dvitiyaka, garugi, and pratitala: 

these are the talas with two matras. 

8. Jhampa. 

2.50 Jhampatala has one laghu, and a pair of drutas with virama. 

tak-kathu dhik-ka thu I draim-

I O' O' 

9. Turangalila. 

Turahgalllatala has a laghu, then a druta, and a laghu. 

ta— dhik- kathau-
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I 0 

10. Hamsallla. 

2.51 Hamsallla tala has two laghus.kar&-gda I naragudhi 235 

I I 

11.  Dvi t lyaka.  

Dvitlyaka tala has two drutas with a virama following, and one laghu. 

taga digadi ta draim— 

O O' I 

12. Garugi. 

2.52 Garugi has four drutas ending in virama. 

tagadhi I ki thau- ga~ I 

o o o o' 

13. Pratitala. 

Pratitala has two drutas and a laghu. 

dhi kik -ki thom— 

O O I 

Three-matra talas with their upa&rayas 

2.53 Now (I give) the three-matra talas: ratitala, nihsaruka, darpana, 

simhallla, sattala, and kudukkaka. 

235B version. 
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14. Ratitala. 

2.54 Ratitala has one laghu and one guru. 

taki laki I dhiki taki I thau— I 

I S 

15. Nihsaruka. 

Nilisarukatala has three laghus followed by a virama. 

draim- gana I dhi-gi- dhit- -ta- I 

I I I' 

16. Darpana. 

2.55 The tala called darpana has one guru following two drutas. 

dhid- -dhi I draim-gana thau— I 

0 o S 

17. Simhalila. 

Simhalilatala has a laghu, three drutas, and a laghu. 

tat~ta gathu I dhagi dhid- —dhi I 

1 O O O I 

2.55 Shorthand such as "la" for laghu is occasionally used in this text. 
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18. Sattala. 

2.56 The tala called sattala has six drutas. 

dhidhi gadi gadi gu I takiratatta I 

O  O O O O O  

19. Kudukkaka. 

Kudukkakatala has two drutas and two laghus. 

thum- -di gana taki dhik—ki 

0 O I I 

Four-matra talas with their upairayas 

2.57-58 The ioux-matra talas are vardhapana, udlksana, mallat, 

varnabhinna, lalita and manthaka, visama, ranga, mallikamoda, 

pratapavardhana, Ilia, and ragavardhana. 

20. Vardhapana. 

2.59 Vardhapana tala has four laghus. 

draim— I tigadhik- I kathau— I tem— 

1 I I I 

21. Udlksaita. 

Udlksana has two laghus and one guru. 

jhim- susu I nagajhigi I drugadigi daim— 

I I S 
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22. Mallatala. 

2.60 Mallatala has three laghus and two drutas, (the last) with a virama. 

katathu I ru guva taim- — I dhid dhi-1 

I I I o o1 

23. Varnabhinna. 

The tala called varnabhinna has a laghu and a guru after two drutas. 

gini gini I tak--ki dhik--ki thau— 

0 o I S 

24. Lalita. 

2.61 Lalita has a laghu, two drutas, (the last) with a virama, and then a 

guru. 

ta- dhik- kiti kiti ki dhik--ki draim— 

1 o o' S 

25. The manthas and pratimanthas. 

Manthas and pratimanthas (are made with) jagana or sagana. 

tak-kida I dhik-dita I kit-thau- I draim— 

I S I 

I I S 

26. Visama. 

2.62 Visama has twice four drutas, ending in a virama. 

takik-ki tagit-thau- I takit-thau I -gu dhitaim-

o o o o' oo o o' 
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27. Rahgatala. 

The tala called rahgatala has four drutas and a guru. 

dhik-kada I daragada dhik- kit- thau- dhik- kithuga 

0 o o o S 

28. Mallikamoda. 

2.63 Mallikamoda has two laghus and four drutas. 

dhik— kida— tak- kat- thau— 

1  I  O O O O  

29. Pratapavardhana. 

Pratapavardhana has a pluta and two drutas (the last) with a virama. 

dhik-kadi tig-dita I dhig~di thau- dhid-dhi 

S '  o o '  

30. Lllatala. 

2.64 Lllatala has a druta, a laghu, and a pluta in that order. 

dhitaim -dhitaim- thau-1 dhid—dhit—taim- — 

o I S' 

31. Ragavardhana. 

Ragavardhana has a druta and a pluta after two drutas with a virama. 

tat- tat-ta I ga thu gita-1 dhid-dhita- draim— 

o o '  o  S '  
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¥i\e-matra tolas with their upaSrayas 

Now (I give) the talas with five matras: 

2.65 Abhanga, rayavankola, tryaSravarna, abhinandana, 

rajavidyadhara, khandakankala, vardhana, utsava. 

32. Abhanga. 

2.66 Abhanga tala has two laghus and a pluta. 

drahat— thum~gi I kat-tayi ginagina ghem— 

I I S' 

t 

33. Rayavankola. 

Rayavafikola has two laghus, a guru, and two drutas. 

thar—hi thar-hi gi ganagana naragana I dhid- -dhi 

I I S  O O  

34. Trya&ravarna. 

2.67 TryaSravarna has a laghu, a druta, two laghus and a guru, in that 

order. 

thagu I takik I -ki thugu I taki I dhikathuga dhi 

I o I IS 

35. Abhinandana. 

Abhinandana has two laghus, two drutas, and one guru. 
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thumdigana I thumdigana I tat- tadhik -kathau- draim— 

I I o o S 

36. Rajavidyadhara. 

2.68 Rajavidyadhara tala has two laghus, followed by a guru and two 

drutas. 

takitaki dhik-kita I kathau— I draim— dhidhi — 

I I S  O O  

37. Khandakankala. 

Khandakankala has two drutas and two gurus. 

tad- dhik- I kat-thau ta I githau- draim— 

o o S S 

38. Vardhana. 

2.69 Vardhanatala has two drutas, a laghu, and a pluta. 

kata dhit- I thar—hi gikatakata dhik-kadem— 

0 o I S' 

39. Utsava. 

The tala called utsava has two laghus followed by a pluta. 

dhigita-1 dhid- draim- thugu thugu dhi-draim- thau-taum-

1 I S' 

Six-matra talas with their upa§rayas 
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2.70-71 The six-matra talas are cacaputa, tribhinnakhya, parikrama, 

lid ghat a, vanamali, kandarpa, kokilapriya, makaranda, mukunda, 

bindumali, kanduka, Mklrtti, and sarabhallla. Their characteristics 

follow. 

40. Cacaputa 

2.72 The tala called cacaputa has a guru, two laghus, and a guru. 

tikadhik-kathuga-1 kathugatik-kathau- dhitak-kathuga-

S  I I S  

41. Tribhinna. 

The tala called tribhinna has a laghu, a guru, and a pluta. 

kthom— I thara kat-tat— thar~hri I git- thar-higithom-

I S S' 

42. Parikrama. 

2.73 Parikrama tala has two drutas, a laghu, and two gurus. 

tat- -ta I tagi dhagi tathau~ta~ta drem 

o o I S S 

43. Udghata. 

Udghata tala is made with three gurus. 

karagada I naragada I tad~dhi dhik-kada daragada dhid~dhi 

S S 
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kat-thau I dhik—kat—thau— drem— 

S 

44. Vanamall. 

2J4VanamalI has four drutas, a laghu, two drutas, and a guru. 

taka thugu dhika thugu ta dhi naga jhi- jhi- jhem— 236 

o o o o  I  o  o  S  

45. Kandarpa. 

The tala called kandarpa has three drutas, a laghu, and two gurus 

tat- -tat-ta I ta- drem- kha-hri kha-hri kat- ta khakhim-dat-thom-

o o o I S S 

46. Kokilapriya. 

2.75 Kokilapriyatala has two gurus and two laghus. 

dim-khakhu dem— dim-khakhu dem— ganagana drugajhigi 

S S 

ganaguna drugadigi dim-susu I jham—jhim-susu jhem— 

I I 

47. Makaranda. 

Makaranda has two drutas, three laghus and a guru. 

thum di gana tat- -ta tad-vathu I tad- vathu ta-drem-

o o I II S 

236A2 version. 
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48. Mukunda. 

2.76 Mukundatala has two laghus, four drutas and a guru. 

ta-tho I ta-tho I takikithom —thuu takikitad --dhid- I 

I  I  O  O O O  

—dhid—dhi tigu tem 

S 

49. Bindumali. 

Bindumali has a guru, four drutas, and a guru. 

ta kut-ti tat- -ta dhid- dhid- dhita kut- -ti dhaim 

S o o o o S 

50. Kanduka. 

2.77 The tala called kanduka has four laghus and one guru. 

dhit-tigi kathuta- dhit-tigi tem- thau-1 -dhid- dhi tem— 

I I I I S 

51. Srlkirtti. 

The tala called Mkirtti has a laghu, two gurus, and a laghu. 

takidhik- kit-them- thau— I dhit-tigi thau—ta tem— 

IS S I 

52. Sarabhalila. 

2.78 Sarabhalilatala has two laghus, four drutas, and two laghus. 

ttajhem- ttajhem— I tharhri gi thar hrigi thau- I jhem-thujhem-

I  I  O  O  .  O  O  I  I  
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Seven-mStra tolas with their upaSrayas 

Now I will list the group of talas with seven matras: 

2.79 Rajacudamani, nandl, frinandana, caturmukha, narayana, and 

dlpaka, their descriptions follow. 

53. Rajacudamani. 

2.80 In rajacudamani there are three laghus, two drutas, a laghu, and a 

guru. 

thom- I ta- I takithau- I dhitem— I thar- hri tak- kat-tad-

I  I  I  O  O  I  

dhitha-hrlm— 

S 

54. Nandl tala. 

The tala nandl has a laghu, two drutas, a laghu, and two gurus. 

rat-thum-gan-nim- I -thurugu I tad-dhlm- tad-dhlm- I 

I o o I S 

tagi dhagi thuga ta-

S 

55. Srlnandana. 

2.81 The tala called Srlnandana has a guru, two laghus, and a pluta. 
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thum-diganavado- I jham-jhigidom— I tad-dhik-kithau-- tem— 

S I I Sv 

56. Caturmukha. 

The tala called caturmukha has sagana, then a laghu, and a guru. 

tar—hi khar—hit -ti kuta khar—hi dhit-taim- khar~hi thau-taim- 237 

I I S  I S  

57. Narayatia. 

2.82 Narayana has two drutas, a jagana, and a guru, in that order, 

takik -ki I dhigita- I tat-thom- tat-thom- I takdi taki I 

o o I S I 

thurugu thurugu ta- drem 

S 

58. Dipaka. 

Dlpaka has two drutas, two laghus and two gurus. 

gini gini khuta— jhim- jhem- I duga jhigi jhem— khukhun-da jhem-

o o I I S S 

Eight-ffia/ra talas with their upaSrayas 

2.83 The talas that have eight matras are caccatputa, simhanada, 

jayaSrl, jayamangala, Sriranga, and hamsanada: 

237p version. 
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59. Caccatputa. 

Caccatputa is known to have tagana and a pluta. 

drem- thau- I gathau— I ga-dhik- kathau-- dhid-dhi 

S S I 

kithau- ta-drai- kathau- dram

s' 

60. Simhanada. 

2.84 Simhanada is formed with a laghu, two gurus, a laghu, and a 

guru. 

tat-ta- drahi thum-ga dhid-dhi I tak-kata dhik-kata 

I S S 

thu- thar- hi thar-hi githom— 

I S 

61. JayaSrl tala. 

JayaSrl has a ragana, then a laghu, and a guru. 

taki dom— ghati I ganataim- I tak-kata I thirakata tigadhita 

S IS I 

—kat-thau- I tam-

S 

62. Jayamangala. 

2.85 In jayamangalatala, sagana is to be formed twice. 

takidhita I -dhik-kathau- I kridi kridita I rat-thu m-gini I 

I I S  I I  
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tak-kithau- ganagana drem-

S 

63. Srlranga. 

The tala called Mranga has a sagana, then a laghu, and a pluta. 

dhigditaki I thundidigi I thugutak-kit-ta- I tat-tata I 

I I S  I  

tatakuti dhiti tem 

S' 

64. Hamsanada. 

2.86 Hamsanada has a laghu, a pluta, two drutas, and a pluta. 

tat-taka dhik-kata thar-hik~kathuga tat-ta dhid-dhi draim-

I S* o o S' 

ganagana taim— 238 

Nine-matra talas with their upa§rayas 

2.87 Now (I give) the talas that have nine matras: jayatala, vasanta, 

and rangodyotana. 

65. Jayatala. 

2.88 Jayatala has a jagana, a laghu, two drutas, and a pluta . 

thugutaki nagajhigi I ta~ dhitaim — I drai-gana ta— I 

IS II 

238p version. 
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kathu gita I -dhid-dhi I naga I jhigi duga jhigi draim— 

o o S' 

66. Vasanta. 

Vasantatala has nagana and magana. 

tad~dhi I kathau— I dhid-dhik- kad-dhik-ka thau— I 

I I I S  

ga—dhitem— I thau— dhitem— 

S S 

67. Rafigodyotana. 

2.89 Rangodyotanatala has a magana, a laghu, and a pluta. 

jhem- khukhum-da ta- khum--da naga jhigi khukhum-du khum—du 

S S S 

dathuga- nagaduga jhigi jhigi jhem— 

I S' 

2.89 Rangodyotana has ten matras but is inexplicably included in the group of nine. 

Ten and more-matra talas with their upasrayas 

Now I will mention some talas that have ten and more matras. 

2.90 Rahgapradlpa, satpitaputraka, parvatllocana, and simhavikridita. 

68. Rahgapradlpaka. 

2.91 Rangapradlpanatala has two gurus, a laghu, a guru and a pluta. 
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tat- kuta thar—hri gdidi gdidi thar~hri dhem- jham- jhigidat-thom— I 

S S IS 

kridi kridi dathaut— thom— I 

S' 

69. Satpitaputraka. 

Satpitaputraka tala has a pluta, then magana, and a pluta. 

jhem- nakha khina nakhi rikatuga jhigita- I tatakata dhid—dhikata I 

S' S S 

daragada daragada ta- ta- susuta- jhijhijhem-

S S' 

70. Parvatllocana. 

2.92 Parvatllocana has magana, then a laghu, a druta, two gurus, and 

two drutas. 

takujhi takujhi takujhi gutakudi gdidigdidit-ta- dadatthom-

S S S 

tadatthom- taki dhik- ki I thun-digana dhid-dhi thatha udiga na tat -ta 

I o S S oo 

71. Simhavikridita. 

Simhavikriditatala has two laghus, a pluta, a guru, a yagana, and a 

pluta. 

tatatat-ta— I dhidhidhid—dhi- jhem- tthar-hi -kkathau— I 

I I S' 
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gat-thau-gat I -takata don-ta I -makat- thum-ga I 

S I 

—naga thug-gat-ta I tat takata dhid dhikata I 

S S 

dam thiragi dam thiragi dom 

s ' 

2.93 The tala called purnacandra has a shape like the moon because of 

its structure. It is in the fast tempo, with drutas (or) laghus making 

thirty matras. 

72. Purncandratala. 
• f 

2.94 The drutas or the laghus are one, two, three, four, and five in that 

order, and the same way in reverse. 

ta-tat-ta- I tagadhigi ta- I taga dhigi thau-drem- I 

12 3 4 

naga jhigi dugajhigi ta- I 

5 

jhim—-jhi nakha khina I jhem- -takuta susu ta- jhijhigidrai 

5 4 3 

-thidhaim- ta- I 

2  1  

or (the same,) with laghus. 
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2.94 When it consists of laghus, it would have sixty matras. Purnacandra is a special 

tala. Demonstrations of such matra patterns form part of dance performances to the 

present day, illlustrating rhythmic control. 

73. Prthvlkundalatala. 

2.95 Prthvlkundalatala is made up with sixty matras. I call it the jewel-

mine (or ocean) of talas. 

2.96 Prthvlkundalatala has (the ganas) na, ya, ta, na, ma, bha, ya, bha, 

ya, bha, ta, ya, ja, and a guru, in that order. 

taki dhika thuga dhid dhi I dem-thau- I 

I I  I I  

—takathugu dhiki I thugi thudom— I tat-ta I diri gidi dat-thau-

S S S S 

gat-thau- ga- digi I thum-ga thum -ga thorn- I 

I I I  I  

gat-thau- dhigi tagi ta-1 kat-thau- ga- taki dhigi I thugu ta- ta-tat-ta— I 

S S S S 

kita kata dathom— I thuga kithu 

I  I  I  

gunagana jhigi duga jhigi jhijh-jhem— I gana gana duga jhim-

S S S 

gana duga jhim- duga jhigi jhem-

I  I  I  
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jhim- susu I dim- susu I susu ta-jhem— I nagajhigi jhem— I 

S S S 

tat--ta I tat~ta I 

I  I  

taga dhigi ki tat-ta I gadhiki tat-tat-ta I 

S S 

tar-hri khar-hrit— 

I  I  

-tikuta thar-hri thar -hri- thari than gi I 

S S 

taga thugu dhaimd— dhem— 

I S 

tem— drem 

I S 

2.97 (All) the talas originating from permutations, and constructed with 

the samkhyas (and) with their supporting drum patterns, have been put 

into this (tala), because it is the jewel-mine (or ocean) of talas. 

[This ends the section on] the assemblage of talas with their supporting 

patterns. 
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Praise for those knowledgeable about tola 

2.98 He who learns the measure of the talas with their supporting drum 

patterns after having learned the extent of permutation, which has its 

essence in the kalita, samkhya and other (methods), alone is blessed 

among the scholars of music. 

Here ends the second chapter, entitled "light on permutation etc. and 

talas, with their supporting drum patterns," in the concise version of his 

own Sangltopanisad, composed by Vacanacarya Sri SudhakalaSa, 

disciple of Sri RajaSekharasuri, ornament of the Maladhari gaccha. 
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Chapter Three 

Metrics, Tone, and Melody 

Benedictory verse 

3.1 One who, out of single-minded desire for merit, and with the 

greatest devotion, sings beautiful music, which is pure in gana and raga, 

and replete with (text describing) the qualities of the Lord who (himself) 

is passionless, he attains salvation. 

3.1 Vltaraga, "passionless," is an epithet for the Jina. 

Gana 

3.2 In the udgraha in the beginning (of the song), and likewise in the 

dhruva line and the abhoga, the auspicious ganas are to be laid out, for 

they bestow benefits for the composer, and the patron as well. 

3.3 What are the ganas! Where did they come from? What forms do 

they have? What benefits do they bestow? Which deities do they have? 

How should they be pronounced? Some description of them is given 

(here). 

3.4 The agents of creation, preservation, and destruction in the three 

worlds are Brahma, Visnu, and Siva. Therefore everything in the 

universe is threefold. 
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3.4 This begins an analogy between the gartas and creation, involving the numbers one, 

three, and eight. Each gana is a group of three guru and/or laghu syllables, and there 

are eight of them (Chandas Sastram 1986,1-3) 

3.5 In the (human) body, Brahma exists in all the semen, Visnu is said to 

exist in the flesh, and Siva is in the bones. Thus, the body is made up of 

a triad. 

3.6 There is one form, and it has three parts - Brahma, Visnu, 

MaheSvara. A single form has indeed become a triad, or, a group of 

three has become one. 

3.7 Then, by the combination of those three, eight forms were 

produced, defined as earth, water, fire, air, sky, sun, moon, and atman. 

3.7 There are eight ganas, and Siva is astamurti, consisting of these eight elements.239 

3.8 The creator fashioned the perfect human body, consisting of his 

own eight forms, with the five elements, earth and the others, together 

with the sun, the moon, and the atman. 

3.8 The sun and moon in the context of the human body are channels (nadls), as 

mentioned above in 1.14-15. 

239see the famous first verse of the AbhijnanaSakuntala for a description of Siva as 
astamurti (Sakuntala 1876,1) 
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3.9 Thus, the mortal is most excellent. He alone is the creator of music, 

and he, for the most part, is the patron of music. The ganas are 

indicative of his auspiciousness. 

3.10 At the direction of the Creator, in order to benefit mankind, and 

for the purpose of the knowledge of good and bad and the like, SarasvatI 

rendered what needed to be expressed in speech. 

3.11 Consonants with short vowels are short (laghu). Likewise, 

(consonants with) long (vowels) are long (guru), (as are) those that 

precede conjunct consonants. 

3.12 Syllables are either laghu or guru. The ganas are made up of three 

of them. By permutations of the combinations of three syllables, there 

are eight forms of them. 

3.13 The ganas are eight in number, and they come about in speech by 

the combination of triads. In the single Siva, who is threefold, eight 

forms arose. 

3.13 The parallels between ganas and cosmology revolving around the numbers one, 

three, and eight are completed here. The first question posed in 3.3 is also answered. 

271 



3.14 As they came about, the eight ganas were successively consigned 

to their eight forms. They became as many deities, and because they 

consist of them, they have the same effects as them. 

3.15 What forms do they have? What are their names? How do they 

come about in a certain order? Now their origin is described, including 

their permutations, their assignments (to deities), their names, and the 

like. 

Permutation of gartas 

3.16 First, (write) the form of the desired number of syllables, entirely 

as gurus. Then, write a laghu below the first guru, while the rest remains 

as before. 

3.16 This section vaguely describes the method for creating the ganas using the system 

of permutation (prastara), and manipulating them with the procedures outlined for 

talas in 2.21-38. This first step yields the ganas SSS and SS I. 

3.17 Under the laghu, write a guru, and under one guru a laghu. The 

other remains as before. The (subsequent) forms should be like the 

preceding ones, until (the last) has all laghus. 

3.17 The second step yields S I S. 
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3.18 For creating the form of the permutations, another method is given, 

numbered according to samkhya, which is easily understandable, for 

those of childish intellect. 

3.18 The following section is practically unintelligible. 

3.19 The rows of syllables, abbreviated, are at the top, with gurus, after 

a doubling in (their) place. And (it is) likewise with laghus, beginning 

with one, which are increased by double in (their) place (?). 

3.20 The form is indicated (uddista). Or when a lost one (nasta) results, 

laghu is in the even half of that marked by samkhya, and a guru is in 

one, sharing half (?). 

3.21 They are written down as groups, like a staircase, each one has one 

measured by syllables. Discarding them from above, they are let go 

singly from the first one (?). 

3.22 The first one has a form which is entirely gurus. After that, they 

have one laghu, two laghus, etc. And the final form has entirely laghus, 

in kalita, which arises from beautiful syllables. 

This ends (the section on) kalita 

Description of ganas 
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3.23 "Ma, ya, ra, sa, ta,ja, bha, na" are the syllables which precede the 

term "gana." They are made up of their respective elements, as is stated 

in the Cudamani. 

3.23 The Sangltaciidamani, which deals with tala in some detail, predates the SUS by 

more than one hundred years. It is the only text explicitly mentioned by SudhakalaSa in 

his entire work. The text we have of the Sangltaciidamani is missing the prabandha 

chapter, and with it the discussion of gana. 

3.24 Thus, the eight ganas have been briefly described. (Now) they are 

described clearly, by means of easily understandable statements, together 

with their definitions. 

3.24 The first five ganas are associated with the elements, and the others with sun, the 

moon and the supreme deity. Each has an associated effect (Chandas Sastram 1986,2-

3). 

3.25 Ma gana has three gurus. It consists of the element earth, and it 

grants wealth. Yagana has a laghu and two gurus. It exists in the element 

water and it produces success. 

3.26 Ragana has a guru, a laghu, and a guru. It is filled with fire, and 

bestows destruction. Sagana, which exists in (the element) air and grants 

travel, has two laghus and a guru. 
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3.27 Tagana consists of the element space, and has emptiness as its 

result. It has a guru, a guru, and a laghu. Jagana has the sun as its deity, 

and causes sickness. It has a laghu, a guru, and a laghu. 

3.28 Bhagana has a guru and two laghus. It has the moon as its deity, 

and is a maker of fame. Nagana has three laghus. This has the Supreme 

Being (as its deity), and it grants joy. 

3.29 Ma and ya, situated at the head (of the series), associated with earth 

and water, and the bha and na gams, located at the end, and presided 

over by the moon and atman, bestow auspiciousness at the beginning of 

a song for a hero. 

3.30 The eight ganas, which consist of three (units each), are useful in 

verse made according to (regulated) syllables, in song (texts), and in 

tala. There are also (ganas) consisting of two (units), in (songs) having 

meters such as arya. 

3.30 Ganas are applicable to the descriptions of verse, song texts, and tala 

configurations. Arya is a jati meter, in which the length of verse quarters is prescribed 

in matra units. The shortest arya can consist of four matras. SudhakalaSa may be 

referring to a gana consisting of two gurus. 

Definitions of padya and dandaka 
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3.31 A padya has feet (padas) containing from one syllable up to 

twenty-six, as a result of the increase of the syllables one by one, in all 

six languages. 

3.31 Meters of up to twenty-six syllables per quarter are called padya, and those with 

more are called daridaka. Languages are mentioned in musicological texts in the context 

of pada gitis, styles of verse appropriate for song. Six languages are mentioned in the 

Manasollasa: Samskrta, Prakrta, Karnafi, Lati, Gurjari, and Maharastrl 

(Manasollasa 3.31) 

3.32 Those that have more syllables than padya are (called) dandaka, 

and they are numerous. The gatha meter is described as (all those) "not 

mentioned (elsewhere)" in Pingala's work on meter. 

3.32 When the language of an arya verse is Prakrit, the meter is called gatha (SR 

4.231). This section in Pingala's ChandahSastra, the standard work on Sanskrit 

metrics, is introduced by the phrase atranuktam gatha, "now I speak of gatha, all those 

meters not mentioned elsewhere (in this text)" (Chandas Sastram 1986,179). 

3.33 The talas with their supporting drum patterns have been described, 

and the origin of the gams has been discussed. Now, the origin of ragas, 

including svaras and so on, and bhasas is taken up. 

Categories of melody 
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3.34 Because one distinguishes between raga, raganga, bhasafiga, 

kriyafiga, and upafiga, sound as a whole is said to be of five kinds. 

3.35 Each one of these five comes about with svaras, gramas, Srutis, 

murcchanas, tannas, and alaptis. 

3.35 The following section, to 3.71, deals with scale, register, and extemporization. 

Svara, grama, Sruti, miircchana, and tana are standard musicological concepts, but 

SudhakalaSa gives new interpretations to some of them, providing us with information. 

A tantric tradition of visualization of deities is found in abundance in medieval 

Hindu and Jain ritual literature. The tradition of assigning attributes such as lineage 

(kula), color (varna), presiding deity (deva), and singer/seer (rsi) dates to Vedic times. 

The SUS, however, goes significantly further, in providing visualizations of musical 

entities as divine personages. These make up one of the most intriguing contributions of 

SudhakalaSa's work, predating the raga-ragini visualizations so central to north Indian 

music in the sixteenth and seventeenth centuries. 

Border paintings ornamenting a Kalpasutra manuscript dating to about 1475 

(Nawab 1956), illustrate the descriptions in our text, foreshadowing the famous 

ragamala painting genre. See the discussion under raga, in the introductory section 

above. 

Svara 

3.36 Sadja, rsabha, gandhara, madhyama, pancama, dhaivata and 

nisada: these are the names of the seven svaras. 
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3.37 The first svara is sadja. It is so called because it is produced in the 

six places (of enunciation), the throat, chest, palate, tongue, nose, and 

head. 

3.37 The etymology of sadja, "born of six," is normally explained as born of the six 

other svaras.24® 

3.38 Sadja arises from the throat. Rsabha has its origin in the heart. 

Gandhara is associated with the nasal cavity. Madhyama has its origin in 

the navel. 

3.39 Pahcama arises from the chest, head, and throat together. Dhaivata 

(originates) in the forehead. Nisada comes about from the combination 

of all (the locations). 

3.39 Musicologists from the time of the BrhaddeSi apparently took their inspiration 

from phonological tradition, which speaks of eight places of enunciation - the chest, 

throat, head, root of the tongue, teeth, navel, lips, and palate (PaniniyaSiksa 1:13). 

Dhaivata is sometimes linked etymologically to dh.1, intellect, thus its association with 

the forehead. Body locations relating to the quality of vocal sound were enumerated 

above in 1.29-30.). 

Descriptions of the svaras 

240Kallinatha attributes this etymological explanation to Matanga (Sanglta-ratnakara 
1978,1:132). This section of the Brhaddeil is lost. 
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3.40 The origin of the seven svaras in the body has been described. Now 

I give the appearance and colors of these (svaras), constituted of sound. 

3.41-43 Sadja has six faces and four hands. He carries lotuses in two 

hands, and the other two are adorned by a vina. He has the radiance of a 

red lotus. His lineage is of the gods, his island is jambu, and he has the 

god Brahma as his deity. He is to be sung in Srhgara rasa. His singer is 

Agni (Pavaka). His vehicle is a peacock, because he imitates its svara. 

The description of sadja having been given, that of the second 

svara is now presented. 

This ends the description of sadja svara. 

3.44-45 Rsabha has one face and four hands. He holds lotuses in two 

hands, and a vina in the two others. He is of a blue color. He has Agni as 

his deity. His island is Saka, and his singer is Brahma (Padmabhu). His 

rasa is hasya, and his vehicle is a cow. 

Now, the description of gandhara (is given). 

This ends the description of rsabha svara. 

3.46-47 Gandhara has one face, is of fair color, and has four hands. His 

hands hold a vina, a fruit, a lotus, and a bell. He has a ram as his 
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vehicle. His deity is Sankara, his island is krauhca, his lineage is of the 

gods. Visnu is his singer. His rasa is vira. 

Now (the description of) madhyama (is given). 

This ends the description of gandhara svara. 

3.48-49 Madhyama has one face, his color is gold, and he has four 

hands. Two hands hold a vlna. and a water pot, (one) holds a lotus, and 

one is held in the position of granting beneficence. BharatI (Sarasvati) is 

his deity, his island is ku$a\ his lineage is of the gods. His singer is the 

moon, his rasa is Santa, and his vehicle is a heron. 

3.48-49 In the varada position, the hand is downward and palm forward. 

This ends the description of madhyama svara. 

3.50-51 Pahcama also has one face, is of a mixed color, and has six 

hands. There is a vlna in two hands, a conch and a lotus (in two more), 

and two hands are (held in positions) granting beneficence and 

fearlessness. He has Brahma (Svayambhu) as his deity, his island is 

Salmali, and his lineage is of men. His vehicle is a cuckoo, his singer is 

Narada, and his is the first rasa (frngara). 

3.50 In the abhaya position the hand is held upright with the palm forward. 
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This ends the description of pancama svara. 

3.52-53 Dhaivata is of fair color. He has one face and four arms. His 

fair hands are graced with a vlna, a lotus, a skull-tipped staff, and a 

fruit. He has Siva (Sambhu) as his deity. His island is Sveta, and his 

lineage is of the rsis. His rasa is bhayanaka, and a horse is his vehicle. 

His singer is Tumburu. 

This ends the description of dhaivata svara. 

3.54-55 Nisada has the face of an elephant. He is of variegated color, 

and has four arms. His hands hold a trident, a lotus, an axe, and a fruit 

of the citron tree. His deity is Ganesa, his island is kraunca, and his 

lineage is of the gods. His singer is Tumburu, his rasa is Santa, and his 

vehicle is an elephant. 

This ends the description of nisada svara. 

Grama 

3.56 In regards to the seven svaras, each is again three-fold. The 

gramas, called mandra, madhya, and tar a, give the position of the 

registers (sthana). 

3.56 The following section treats interrelated terms from musicological scale theory, to 

which SudhakalaSa gives interpretations that differ from the traditional. Grama is a 
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term from the ancient period. It describes three scales types in which the seven svaras 

are distributed differently among the twenty-two Srutis. The three gramas were called 

$adja, madhyama, and gandhara (SR 4.1-8). This sense is not used by SudhakalaSa, 

and he gives no indication that he knew of it. He uses grama in the sense of the low, 

middle, and high registers, normally called sthana. 

3.57 These deities (hold) vlnas in their hands. They arise in the throat, 

the heart, and the navel respectively. They have the appearance of men. 

They are graced with limbs that are white, yellow, and red, respectively. 

3.57 Paintings of the deities mandra, madhya, tara appear in the Devasanopado 

Kalpasutra (Nawab, V. 1964,1), indicating that a tradition of defining grama as 

register had currency. Other paintings in this series differ from the SUS in respect to 

the names of musical entities. 

This ends the description of grama. 

Murcchana 

3.58 In each of the gramas, which create registers for the seven svaras, 

and which are situated in their own registers, one murcchana is produced 

(for each svara). 

3.58 A murcchana is a set of seven svaras, beginning with each svara in the grama. A 

method for exploring the scalar possibilities of a raga, they were to be sung in 

ascending and descending order (BrhaddeSl 1992,1:52-4). The SR lists fourteen, in the 
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two prevalent gramas. Sudhakalaga's understanding of grama affects the definition of 

murcchana, placing them in the three registers instead of in different positions within 

the same octave. 

3.59-61 Badha, lala, samadhani, purani, aparajita, vigalita, samyaminl, 

madra, bhramitaksara, dravita, mahgala, rama, sukhakrt, jaya&ekhara, 

ramanl, Sobhita, nada, abhlcarita, nadatta, kasika, canda: these are the 

names of the murcchanas. These goddesses carry vinas in their hands. 

They are said to give the pleasure that creates bliss (laya). 

3.59-61 The murcchana names here differ from those in other texts. Their source is 

untraced. They are depicted in the Devasanopado Kalpasutra paintings (Nawab, V. 

1964, V-X), but the murcchana names in the Kalpasutra are not those of the SUS. 

Some of the Kalpasutra names are found in the SR, but others are untraced. 

3.62 The grama which arises from the first svara is low (mandra), and 

the (first) murcchana is situated there. (The last is) on nisada, which is 

high and sharp, (produced) on earth by the voice of mortals. 

3.62 SudhakalaSa seems to be limiting the range of the murcchanas that can be 

performed by the human voice. His definition of grama has created a problem, placing 

the highest octave's murcchanas out of reasonable voice range. The next statement 

seems to attempt to redress the problem - the full range can only be demonstrated on 

instruments. 
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3.63 Thus, the twenty-one murcchanas are to be demonstrated on 

(instruments) such as the vina. 

There are forty-nine tanas, and I will now describe them. 

This ends the description of murcchana. 

Tana 

3.64 The (syllables) which are pronounced "tanna, tenna" are tanas, 

based in the svaras. They pervade the alaptis, tirutis, and registers 

(samsthana). 

3.64 Tanna in 3.35 above reverts here to tana. In the NS and later musicological usage, 

tana refers to sung series in which one or two scale degrees are dropped from a 

murcchana. Forty-nine six-note tanas and thirty-five five-note tanas are worked out in 

all their permutations, called kutatanas, in the SR (1.4.27-91). 

Here, tana has an entirely different sense, denoting vocables in the context of 

alapti, and providing a hint that alapti included such a section. A similar usage appears 

in the Sangltamakaranda (Sangita-Makaranda 1920,2; see citation in introductory 

section on gana etc.). In modern practice, alap includes a rhythmic portion called nom-

tom in dhrupad and tanam in Karnatak music. Mention of alapti appears again in the 

context of the vlna (4.20-21). 

3.65 "Tana, nata, nata, nanta, tanna, tennaka, tannaka." These are the 

tanas in order, seven on each svara. 
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3.65 SudhakalaSa may wish to arrive at forty-nine, a number associated with tanas 

(Brhaddefl 1992,70-1), by assigning seven enunciations to each svara. 

3.66 They have various faces like living creatures, and human-shaped 

bodies. The tanas are said to be made of their respective svaras, and to 

have vlnas in their hands. 

3.66 Tana names are not given in the SR, but they do appear in the Devasanopado 

Kalpasutra paintings (Nawab, V. 1964: X-XVI). 

This ends the description of tanas. 

Now, (I will describe) Srutis 

Sruti 

3.67-8 Nadanta, niskala, gudha, sakala, madhura, kamahga, madhura, 

Syama, tara, candranana, Subha, asampurna, vara, puma, ranjika, 

vatika, para, prasannamadana, vama, bala, and madhumatl. 

3.67-68 These iruti names differ from those in the SR; some of them appear in the 

Sangltasamayasara of ParSvadeva. Otherwise, their sources are unidentified. The 

Devasanopado Kalpasutra paintings depicts the twenty-two Srutis with names as found 

in the SR (Nawab, V. 1964, II-IV). 
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3.69 These are the twenty-two Srutis, corresponding to the svaras. The 

svaras are (in turn) connected with a certain number of Srutis, as 

follows. 

3.70 The svaras are associated (respectively) with four-Srutis, three-

Srutis, Wo-Srutis, four-Srutis, three-Srutis, four-Srutis, and two-Srutis. 

3.70 The concept that each svara consisted of a certain number of Srutis was 

maintained throughout the tradition of sangitaSastra. The sadja grama was the 

standard configuration. Its svaras have intervals of 4, 3, 2,4,4,3, and 2 Srutis 

respectively. SudhakalaSa, however, for some reason gives us the configuration of the 

madhyama grama, which affects the consonances of the tonic-fourth (9-Sruti) and 

tonic-fifth (13-iruti) intervals. Given his treatment of the other concepts of scale, it 

seems unliely that Sruti intervals and consonances had relevance to SudhakalaSa's 

statement 

This ends the description of Srutis. 

3.71 The seven svaras are said to be organized with the Srutis, the 

murcchanas, the gramas, and the tennas. With them, the ragas and 

bhasas etc. are made. 

3.71 Here the term tenna appears instead of either tanna or tana. This term seems to 

represent a change in theory and practice. 

Raga 
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3.72 There are as many ragas as there are species of creatures. The ragas 

number sixteen thousand. They are said to have been made by the gopis. 

3.72 Sixteen thousand is a traditional number for Kr§na's gopis. SudhakalaSa uses both 

Vai§nava and Saiva images.. 

3.73 These cannot all be known in any way, because of the limits of the 

intelligence. So, today they have been delimited so that those of lesser 

intellect might know them. 

3.74 The ragas, with Sri raga foremost, are six, and each is associated 

with six bhasas. Each of these should be known, so I will speak of them 

and provide their descriptions. 

3.74 Bhasas in the BrhaddeSl are derivatives or stylistic variations, in varying number, 

of the fifteen most traditional (grama) ragas. Bhasas in turn developed subvarieties 

called vibhasas and antarabhasas (SR 2.1.19-47). By the time of the SUS, mention of 

grama ragas and their related types had disappeared. Bhasa appears here in a new 

sense. It is now a term for female ragas, which are derived from or otherwise 

associated with male ragas. 

3.75 The ragas are Sri raga, vasanta, bhairava, pancama, megha, and 

nattanarayana. 
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3.76 Their appearance, color, and the like are (now) described to some 

extent. 

3.76 The SR groups its ragas in a number of categories, beginning with grama ragas, 

those most closely related to ancient tradition. Last among the categories is an 

anomalous group of twenty simply called "currently popular local 

(adhunaprasiddhadeSi) ragas." Sri raga appears as the first of these. Bhairava and 

megha are also among this group. The others are found in different categories in the SR 

(2.1.159). 

raga and its bha$as 

First, Sri raga is of fair complexion. He has eight hands and four 

faces. 

3.77-78 He carries a snare, a lotus, a book, a goad, and the fruit of a 

citron tree. In two of his hands there is a vlna, and one hand is (held in 

the position of) granting beneficence. He is famous as having a swan for 

his vehicle. He is like another form of Brahma. 

The names of the bhasas that follow him are as follows: 

3.79 Gaudl, kolahala, andhali, dravidi, malavakaufiki, and the sixth, 

devagandhari. (Now) their colors and the like are described. 
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3.80 Gaudl bhasa wears yellow clothing. She has fair limbs and has an 

elephant as her vehicle. Kolahala wears a red garment, is fair, and has a 

parrot as her vehicle. 

3.81 Andhali is of a smoky color, has dark clothing, and has a pig as her 

vehicle. Dravidi has red garments, is of a golden color, and has a fish as 

her vehicle. 

3.82 MalavakaiSiki is fair, rides on a heron, and has red clothing. 

Devagandhari is of red color, wears yellow, and rides on a horse. 

3.83 The six bhasas that accompany $rl raga all carry vinas in their 

hands. Now, the appearance, color, and the like of the raga vasanta is 

given. 

This ends the descriptions of M raga and its bhasas. 

Vasanta raga and its bhasas 

3.84-85 Vasanta has six faces and ten hands, and is of the color of coral. 

He carries cymbals, a conch, a skull-tipped staff, a fruit, a cakra, and a 

lotus in his hands. Two hands hold a vina, and two are in the positions 

of granting beneficence and fearlessness. He has a cuckoo as his vehicle, 

and he is sung in the months of caitra and vatiakha. 
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3.86 (These) six (bhasas) arise from vasanta: andola, kaitikl, 

prathamamanjarl, gundagirl, deva&akha and ramagri: 

3.87 Now (I will give) their descriptions. Andola is seated on a swing, 

and is of golden radiance. The rest (of vasanta's bhasas) all have fair-

colored limbs, sit on swings, and are filled with sound. 

This ends the descriptions of vasanta and its bhasas. 

Bhairava raga and its bhasas 

3.88-89 Bhairava is of white color. He has one face and eight hands. He 

has a bull as his vehicle and is clothed in animal skin. He has the 

appearance of Kala Bhairava. He is graced with hands that hold a snake, 

a trident, a skull-tipped staff, prayer beads, a vina, a snare, a fruit, and a 

lotus. 

3.90 The six bhasas that accompany bhairava are bhairavl, gurjarl, 

bhasa, velakull, kartiati, and raktahamsa. 

3.91 Bhairavl wears a blue garment and is of red complexion. She has a 

parrot as her vehicle. Gurjarl is of fair color and has yellow clothing. 

She rides on a ram. 

3.92 Bhasa is of dark complexion and has black clothing. She rides on a 

bird (garuda). Velakull has red garments and is fair. She rides on a bull. 

290 



3.93 Karnatl rides on a horse. She has dark limbs and red clothing. 

Raktahamsa rides on a swan, has yellow clothing, and shines with a 

coral color. 

This ends the descriptions of bhairava and its bhasas. 

Pahcama raga and its bhasas 

3.94-95 Now (I will give) the description of raga pahcama with its 

bhasas. Pahcama has five faces and ten hands, and rides on a lordly 

elephant. He has hands that hold a vlna, a snare, a fruit, a goad, a skull-

tipped staff, a position of beneficence, cymbals, and a position of 

fearlessness. He is said to have a dark body. 

3.96 According to another opinion, the six bhasas of pahcama are 

triguna, stambhatlrthl, abhlrl, kakubha, vayiradl, and samerl. These are 

the six bhasas with regard to pahcama. 

3.97 Triguna has a buffalo as her vehicle. She is dark-colored and has 

dark clothes. Stambhatlrthl has a yellow garment, a red body, and has a 

serpent as her vehicle. 

3.98 Abhlrl has a dark blue garment, and is fair. She rides on a peacock. 

Kakubha wears red clothes, is red-limbed, and has a crane as her vehicle. 
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3.99 Vayiradi is of mixed color, has dark clothing, and rides on a camel. 

Samerl is of white color, has blue clothing, and has a deer as her seat. 

This ends the descriptions of pancama raga and its bhasas. 

Megha rSga and its bhasas 

3.100 The raga called megha has one face and eight hands. He is the 

color of clouds, rides on a peacock, and wears yellow clothes. His 

several hands hold a conch, a cakra, a club, a vlna, a lotus, a sword, and 

positions of granting fearlessness and beneficence. 

3.100 Megha raga is associated with rain to the present day. Peacocks are said to cry at 

the sound of thunder, and are often associated with clouds in literary contexts. 

Now (I will describe) his six bhasas as well. 

3.102 Bahgala, madhura, kamoda, coksasatika, devagirl, devala. Now I 

will give their description. 

3.103 Bahgala has yellow clothes, and is fair-limbed. She rides on a 

rhinoceros. Madhura wears yellow, is dark-limbed, and sits on a crane. 

3.104 Kamoda has blue clothes and a fair body. She rides on a heron. 

Coksasatika is fair, wears yellow, and rides on a swan. 

292 



3.105 Devagirl rides on a bird (garuda). She is the color of clouds, and 

has red clothes. Devala rides on a peacock, is dark, and has dark blue 

clothes. 

This ends the descriptions of megha raga and its bhasas. 

Naffanarayana raga and its bhasas 

3.106 The raga nattanarayana is of dark blue color, and has four arms. 

His hands hold a conch, a cakra, a club, and a vlna, and he is seated on a 

bird. 

3.107 Totika, motika, natta, dumbi, mallarl, and sindhumallarl are (the 

bhasas) based on nattanarayana. 

3.108 Now (I will give) their descriptions. Totika is red, and is seated on 

a sambara deer. Motika has dark blue clothes, is fair, and has a rooster 

as her vehicle. 

3.109 Natta has a heron for her seat, yellow clothes, and a body the 

color of clouds. Dumbi is golden-colored, with red clothes, and has a 

man as her vehicle. 

3.110 Blue in color, with red clothes, mallarl is seated on a pigeon. 

Sindhumallarika is fair, has yellow clothes, and has an elephant as her 

seat. 
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3.111 The thirty-six bhasas have vlnas in their hands and are forms of 

musical sound. The ragabhasas have been described. Now the ragangas 

and the others are discussed. 

3.111 We are reminded that the bha?a here is a musical, not a linguistic form. 

This ends the description of nattanarayana with its bhasas. 

RagSAgas 

3.112 These are the ragangas, connected with their own four categories: 

devaSakha, malavaSri, dhanatirl, dipaka, and others. 

3.112 Ragangas, along with kriyangas and upangas, are regional varieties of the main 

ragas, according to 3.116 below.. The reference to four categories is not explained. 

This ends (the section on) ragangas. 

Bhasangas 

3.113 Brhatl, pulandhrika, saindhavi, lalita, and others are the various 

bhasangas, among which bhlmapalasl is also prominent. 

3.113 Bhasangas are regional variation of bhasas, according to 3.116. Here is an early 

mention of the raga bhlmapalasl, which is current today. 
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This ends (the section on) bhasahgas. 

KriySAgas 

3.114 (Besides)vairatilca, vrddhahamsa, saurastrika, there are also others 

among the kriyafigas, which are said to manifest grief. 

3.114 Kallinatha quotes a tradition that kriyangas arise due to an action (kriya) in which 

pathos (karuna), grief (Soka), and courage (utsaha). are predominant.(SR 2.2.2).241 

This ends (the section on) kriyangas. 

Upaftgas 

3.115 Kedara, varnasthanakhya (?), malavika and all the gaudas, of 

which Karnatabahgala is predominant, are included in the upahgas. 

3.115 Gauda (Bengal), is appended to a number of raga names of the grama raga 

category in the SR. It carried an association with the gauda glti, one of the four melodic 

styles first described in the Brhaddefi (BrD 334; SR 1.1.4). 

Kedara raga appears around this time. It is also mentioned in the Sangifaraja. 

This ends (the section on) upahgas. 

241 The kriyangas have names ending with krti in the Sahgltaratnakara (2.2.127-129), 
which changes to krl in later texts, but not in the SUS. 
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3.116 The ragangas, kriyahgas and upangas exist in the context of the 

ragas. Likewise, the bhasangas exist in the context of the bhasas, and 

originate in their own respective regions. 

3.116 SudhakalaSa is apparently saying that ragangas, kriyangas, and upangas are 

subvarieties of the main ragas, and bhasangas are regional subvarieties of bhasas. All 

four are groups of deii ragas in the SR. 

Categories of ragas 

3.117 Ragas are of four types - regional, pure, derived, and secondary 

(defya, fuddha, saliga, chayila). They are also of (another) four types -

five-tone, six-tone, complete, and incomplete^odava, sadava, purna, 

apurna). 

3.117 SudhakalaSa has put together an assortment of raga types here. DeSya is the 

nearest term in this chapter to the large SR category de&l. DeSl there refers to all the 

ragas that are not derived from ancient tradition, which are called grama ragas. 

Kallinatha cites a tradition in which ragas were spoken of as pure (Suddha), derived 

(chayalaga), and mixed (sankirria), referring to their relative adherence to older 

tradition (commenting on SR 2.2.194). Saliga and chayila above both seem to be 

versions of chayalaga. 

Sadava, audava and sampurna refer to the use of six, five, or seven tones in a 

scale. The terms were originally used in the context of a murcchana set, and were later 
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applied for the number of svaras used in ragas as well {Sahglta-Makaranda 1920,17-

18). Apurna appears to be SudhakalaSa's own contribution. 

Gender of ragas 

3.118 The male deities are designated as men, and the female deities are 

named as women. Scholars know that they all carry vlnas, and are forms 

of musical sound. 

3.118 SudhakalaSa points out that gender is an organizational feature of ragas. This is 

an important event in the north Indian classification of ragas, and here is its earliest 

explicit expression. 

This ends the description of raga, raganga, kriyahga, upanga, bhasa, 

and bhasahga. 

Alamkara 

3.119 Ornaments (alamkaras) are composed with the first syllables of 

the seven svaras. In all these ragas, (alamkara) is the cause (or method) 

for the svaras. 

3.119 Alamkaras are specific tone movements, used in all parts of a performance. 
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3.120 The syllable clusters (made) with consonants and vowels with 

their endings, which are mutually used in performance, are known as 

alarfikaras. 

3.121 In the tradition (mata) of 5iva, the main alamkaras are held to be 

twelve, but in the tradition of Gaurl, there are held to be eighteen, 

including the main ones. 

3.121 Matas are described in the later Sangitadamodara in the context of raga-raginl 

categorization. This reference to matas seems to be unique. 

3.122 The twelve originating from fsiva are included in the eighteen, so 

I describe only the eighteen that are found in the Gauri tradition. 

3.123-24 Prasanna, paravrtta, nivrtta, parivartaka, aksipta, 

sampradana, udvaha, upalolaka, kramaka, bahumana, ghataka, malina, 

humkara, udyota, vidyota, subahu, praudha, and sanmukha. 

3.123-24 Several of these are found among the sixty-three alamkaras of the SR (1.6.3-

64), but they all differ in configuration. This tradition must have been fluid, as different 

texts have widely differing numbers of alamkaras. 

3.125 These are the eighteen alamkaras by name. Now (I will describe) 

the sequence of the eight syllables as they are arranged in order and 

inverted order. 
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3.125 SudhakalaSa's pairing of alarrikaras by straight and inverted order is unique. An 

effort to match their contours with their names is obvious. Diagrams at the end of the 

section provide visualizations reminiscent of meditational devices called yantras. 

Lengthened syllables, as is found in the notations here, should denote durations, but 

alamkaras do not typically have such associations. 

1 Prasanna, "tranquil": sa rl ga ma pa dha nl sa. 

2 Paravrtta, "turned back": sa nl dha pa ma ga ri sa. 

3 Nivrtta, "returned": sa ri, sa rl ga, sa rl ga ma, sa ri ga ma pa, sa ri ga 

ma pa dha, sa ri ga ma pa dha nl, sa ri ga ma pa dha nl sa. 

4 Parivartaka "revolving": sa nl sa, nl dha sa, ni dha pa sa, nl dha pa ma 

sa, ni dha pa ma ga sa, nl dha pa ma ga rl sa, nl dha pa ma ga ri 

sa. 

5 Aksipta, "attracted": ri sa, ga ri sa, ma ga ri sa, pa ma ga ri sa, dha pa 

ma ga ri sa, nl dha pa ma ga ri sa, sa nl dha pa ma ga ri sa. 

6 Sampradana "bestowal": sa nl, sa ni dha, sa nl dha pa, sa ni dha pa ma, 

sa nl dha pa ma ga, sa ni dha pa ma ga ri, sa ni dha pa ma ga ri sa. 

7 Udvaha "lifting up": ri sa, ga ri, ma ga, pa ma, dha pa, nl dha, sa nl. 
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8 Upalolaka "moving in waves": sa sa ni, ni ni dha, dha dha pa, pa pa 

ma, ma ma ga, ga ga ri, ri ri sa. 

9 Kramaka "ordered": sa ri, ri ga, ga ma, ma pa, pa dha, dha ni, ni sa. 

10 Bahumana "of great esteem": sa ni, ni dha, dha pa, pa ma, ma ga, ga 

ri, ri sa. 

11 Ghataka "destroyer": sa ga, ri ma, ga pa, ma dha, pa ni, dha sa. 

12 Malina "impure": sa ni, sa dha, ni pa, dha ma, pa ga, ma ri, ga sa, ri 

sa. 

13 Humkara "uttering 'hum"': sa ri ga ma ma ga ri sa, sa ni dha pa pa 

dha ni sa. 

14 Udyota "brightness": sa sa, ri ni, ga dha, ma pa, pa ma, dha ga, ni ri, 

sa sa. 

15 Vidyota "glittering": sa ma pa sa, sa ri ga dha ni sa, sa ni dha ga ri sa, 

sa pa ma sa. 

16 Subahu "strong-armed": sa ri sa sa ma sa; sa ma ni sa; sa dha pa sa. 

17 Praudha "full": sa sa ni ri, dha ga pa ma, ma pa ga dha, ri ni sa sa. 
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18 Sanmukha "facing forward": sa ga pa nl sa, sa rl ma dha sa, sa pa, rl 

dha, ga nl, ma sa, sa ri ga rl sa, ga ma pa ma ga, pa dha nl dha pa, 

sa nl dha nl sa, dha pa ma pa dha, ma ga rl ga ma, sa ma, ri pa, ga 

dha, ma nl, pa sa, sa pa, nl ma, dha ga, pa rl, ma sa. 

The alamkaras are like this. 

1 Like a needle, the fine svara comes first, and it is high at the end. This 

is calledprasanna, "tranquil." The svaras are in ascending order. 

2 The notes fall like a snake's body. This is called paravrtta, "turned 

back." The svaras are in descending order. 

3 It increases with its svaras gradually, like the young moon. It is called 

nivrtta, "returned." The svaras are in ascending order. 

4 Like the sound of a bell, previously uttered svaras diminish. It is 

called parivartaka, "revolving." The svaras are in descending 

order. 

5 This is like a calf, going forward, reaches the cow. It is called aksipta, 

"attracted." The svaras are in ascending order. 

6 It is like a victorious king (who), seated in his own place, leisurely 

enjoys the lands he left behind. It is called sampradana, 

"bestowal." The svaras are in descending order. 

7 Like (in) a good lineage, each following one is brightened by the later 

one. It is called udvaha, "lifting up." The svaras are in ascending 

order. 
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8 Like ancestors, they make the (family) shine out as they increase. This 

is called upalolaka, "moving in waves." The svaras are in 

descending order. 

9 Like a father and son, the son of the father becomes a father (and) has 

another son. This is called kramaka, "ordered." The svaras are in 

ascending order. 

10 Like royal inheritance, one takes over the previous kingdoms. This is 

called bahumana, "of great esteem." The svaras are in descending 

order. 

11 The svaras, in order, are like a chain. This is called ghataka, 

"destroyer." The svaras are in ascending order. 

12 The svaras, in reversed order, are like a reversed chain. This is called 

malina, "impure." The svaras are in descending order. 

13 Hunkara, "uttering 'hum,'" is like a thunderbolt, or the three beauty 

lines (of a woman's stomach). The svaras are in ascending order. 

14 Udyota, "brightness," is two-fold, like a conch. The svaras are in 

descending order. 

15 Vidyota, "glittering"is like a bodily artery or a snake. The svaras are 

in ascending order. 

16 Subahu, "strong-armed," is like the great bodily arteries. The svaras 

are in descending order. 

17 Praudha, "full," is like an umbrella. The svaras are in ascending 

order. 

18 Sanmukha, "facing forward," is six-sided. The svaras are in 

descending order. 
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Vicitrabandha, "variously connected," is an eight-cornered shape. The 

svaras are in ascending order. 

Kamala, "lotus." The svaras are in descending order. 

In the same way, alamkaras such as haragumpha, "necklace knot," and 

others should be known to be of various types. The svaras are in 

ascending order. 

3.125 Three added alarnkaras are given in the diagrams. 

3.126 One should create shape(s) for these, (using one's) intelligence (to 

form) various images, such as an umbrella, cakra, sword, conch, lotus, 

screen, zigzag, and the like. 

3.127 From the mutual combination of svaras arranged in order and 

reversed order, many types (of alamkaras) come about. Of them, 

eighteen are recorded here. 

3.128 Thus, eighteen alamkaras, corresponding to the svaras, have been 

described. These are applied in the svarakarana, (which is) among the 

prabandhas. 

3.128 Karana is a prabandha that has a number of subvarieties - four were mentioned 

in 1.36, eight The SR speaks of eight, of which the svara karana uses predominantly 

svara syllables as text. SudhakalaSa tells us here that it uses alamkaras. 
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3.129 The same method is appropriate for the pata karana (prabandha) 

also. It would be like (the) svara, (but made) of combinations of 

syllables originating in the eight types of instruments. 

3.130 These eight are the bhuhgala, flute, vlna, pattauja, mrdahga, 

trivall, cymbals, and brass cymbals, (the last) with their own subtypes. 

3.130 Songs of the pata karana type use instrumental vocalizations, patas, as text. Pata 

normally refers to drum sounds. Here it encompasses vlna and flute sounds. 

This ends the description of alamkara, svarakarana, and patakarana. 

Praise for those knowledgeable about melody 

3.131 One who is well-skilled in the svarakarana (song), specialized in 

the composition of instrumental strokes, and expert at the well-

established variety of ragas, which are regulated by svaras, and one who 

makes combinations of beautiful expressions, and is a composer of 

songs, he alone is praiseworthy in the assemblies of all the kings. 

Here ends the third chapter, entitled "light on metrics, tone and melody 

(gana, svara, raga)" in the concise version of his own Sahgitopanisad, 

composed by Vacanacarya $ri Sudhakalafa, disciple of Sri 

RajaSekharasuri, of the Maladhari gaccha. 
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Chapter Four 

The Four Types of Instruments 

Benedictory verse 

4.1 May (Jina), who has conquered passion, (bring you) delight, he who 

produced joy for the people of the three worlds through his teachings at 

the sacred lecture ground, (which were accompanied) by the dances of 

women of the heavenly world, who had come together in enthusiasm, 

and by their performances on the four types of instruments, called tata, 

ghana, susira, and anaddha. 

4.2 Now I describe instruments, compositions, and the syllables 

produced by (instruments). 

Four types of instruments 

Instruments are of four types, although the syllables produced by 

them are manifold. 

4.3 The tata instruments are the vlna etc. The ghana are cymbals and the 

like. Susira (instruments) are the flute etc., and anaddha are the muraja 

and the like. 

4.3 These four categories are described in the N£ (28.1-2) and became standard in 

musicological literature. 
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Other categories of instruments 

4.4 Some say that instruments are of three types: placed on the lap, 

placed near the knee, and held vertically, or that they are of five types: 

blown, skin-covered, struck, vocal, and stringed. 

4.4 The first three categories, alingya, urdhvaka, ankika, indicating holding position 

appear in the NS referring to drums (34.10). The second group of categories includes 

the voice, and is unique to this work. 

Five types of sound 

4.5 Five (types of instrumental) sounds are described: struck, unstruck, 

struck by a stick, struck by hand, and struck by wind. 

4.5 The terms ahata and anahata , "struck" and "unstruck," appear in many texts 

postdating the Brhaddeii in the context of nada and refer to yogic and worldly sound 

production. The Sangltamakaranda speaks of five ways in which "struck sound," 

ahata nada, is produced: nails, breath, skin (of a drum), iron, and the body (Sangita-

Makaranda 1920,2). 

Tata instruments: vltjias 

306 



4.6 In the tat a category, beginning with vlna, the pinaki and the kinnarl 

vlnas are the most prominent. The pinaki (is played) with a bow and has 

a gourd. Kinnarls have two or three gourds. 

4.6 The pinaki was a fretless stick vlna with a single gourd resonator. The upper part of 

the stick neck was held against the shoulder and the gourd rested on the ground 

between the feet The single string was pressed with a small gourd held in the left hand, 

and it was played with a bow (SR 6.402-411).242 It is rather surprising that it heads the 

list of vlnas here. 

The kinnarl was a fretted stick vlna, with two or three gourd resonators. It was 

structurally related to the rudra vlna, which came to dominate north Indian art music 

after the fifteenth century. The kinnarl is already a prominent instrument in the SR, 

where it is described in three sizes (6.257-328). Given the importance of this instrument 

type, it is not surprising if the kinnarl was a prominent vlna of SudhakalaSa's time.243 

4.7-8 The vlnas, including the divine vlnas, are filled with nada. diva's 

vlna is the analambl. Sarasvati's is the kacchapl. ViSvavasu's is the 

brhatl. Narada's is the mahatl. Tumbaru's is the kalavatl, and diva's 

attendants' (vlna) is the prabhavatl. 

4.9 Also, (there are) the ghosavatl vlna, the vipahcl, the kanthakunika, 

the vallakl, and the brahmavlna. Thus, the varieties of vlnas are many. 

242 The pinaki maintained some currency into the eighteenth century. It rarely appears 
in court paintings, but its mention in the Ain-i Akbarl shows that it existed in Akbar's 
court It is documented as rare in the late eighteenth century (Solvyns, 1804: plate 50). 

243The kinnarl, or kingrl, is still found as a folk instrument in Rajasthan. 
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4.7-8 Numerous vlna names are found throughout musicological and other, including 

Jain, literature. This list of vlnas, including the associations with deities, appears in 

Hemacandra's Abhidanacintamaij.1 (Kapadia 1969,45). Brahmavlna is the only one that 

does not appear in Hemacandra's verses.244 It is difficult to tell which, if any, of these 

vlnas might have been contemporary. 

4.10 Vlnas such as the ekatantri have names according to their number 

of strings. There are (vlnas) belonging to both mortals and the gods that 

have up to twenty-one strings. 

4.11 The best of these are the one-, two-, three-, seven-, and twenty-

one-stringed (vlnas). The rest are (of) mediocre (importance). 

4.11 Vlnas in the string-number series have the names ekatantri, nakula, tritantri, citra, 

and mattakokila in the SR (6.110-12). The SR also has the nine-stringed vipahcl, 

apparently omitted here because its name appeared in the prior list. 

Ekatantri 

4.12 Among all the vlnas, the ekatantri enjoys predominance. From even 

a glance or a touch of it, this (vlna) removes (even the sin of) killing a 

Brahmin. 

244The seventeenth century Sangltaparijata describes the brahmavlna as a large 
version of the rudra vlna, which was the predominant vlna of that time 
(Sangltaparijata 1982,42). 
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4.12 This reiterates a tradition in which the ekatantrl epitomizes the vlna's connection to 

the divine (SR 6.54). 

4.13 The shaft is 3iva, the strings are ParvatI, the navel is Brahma. The 

gourd is Visnu, the kala (peg? bridge?) is Brahmi, and the thread is 

Vasuki. 

4.13 Deities are traditionally assigned to the parts of the vlna, which, then, filled with all 

the gods, is "auspicious throughout." (SR 6.55-6). A thread was used to secure the 

playing strings to the end of the ekatantrl. 

Perfecting practice on the viifa 

4.14 All the ragas should be played, by those with sound knowledge, 

after perfecting the svaras, gramas, murcchanas, talas, alaptis and Srutis 

on these (vinas). 

4.15 Regular practice on the vlna, which has seven marks on the 

fingerboard as positions for perfecting the svaras, produces a. sound that 

brings about greatest purity. 

4.15 In the SR, two general types of vlna are mentioned - a svaravlna, which is fretless 

and has marks on the neck at the svara locations (6.7-8), and a Srutivlna, which is a 

harp, described in the context of measuring Srutis (1.3.11-22). Other vlnas described 

have frets, called sarika (on the kinnarl 6.262). 
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Vina techniques 

4.16 For the sake of curiosity I list a few varieties in short, just by name, 

but there are other varieties and techniques (to be known) through the 

instruction of the guru as well. 

4.17-18 Katravada, butavada, chanda, dhara, kaikutl, kankala, hampha, 

humpha, tiripa, vahani, bali, vayani, komali, tUi, usi, bharita, purita, 

ohara, prasara, trana, and prana. These and others are associated with 

the vina. 

4.19 Ghata, pata, samlekha, (ava)lekha, ullekha, lekhaka, ghosa, 

arddhakarttarl, and rep ha. The varieties (of vina techniques) are of this 

sort. 

4.16-19 In this list we find a jumble of techniques from among those grouped more 

specifically in the SR, and terms from unknown, possibly regional, traditions. In the 

SR, these techniques fall under the categories of single and double hand techniques 

(hastavyapara or hasta) (SR 6.65-88), combined techniques (vadya) (SR 6.88-99), 

ornamentations common to vocal and instrumental music (gamaka) (SR 3.87-97), and 

sthayas (see comments below). 

Katravada and butavada may be regional terms. Chanda, dhara, kaikutl, and 

kankala are vadyas. Vahani is a sthaya. Hampha, humpha, and tiripa are gamakas. 

The terms from bali to prana are from unknown sources, except for prasara, which is 

a sthaya in the Sahgltasamayasara (Sangitasamayasara 1977,55). Ghata, pata, 

310 



avalekha, and ullekha are hastavyaparas for the right hand. Gho$a, arddhakarttarl, 

and repha are hastavyaparas for both hands. 

Sthaya or fhdya is a subject treated in detail in the miscellaneous chapter of the 

SR (3.97-189) and in the Sahgltasamayasara (Sangitasamayasara 1977,55-72). They 

were styles of melodic phrasings, particularly suited to a raga and sung within a 

composition. Since they involved specific types of ornamentation, they are closely 

associated with gamaka. Sthaya names differ in the two texts, and may have been 

regionally specific. The collection we have here may be a remnant of a local collection 

of sthayas. For a detailed study of sthaya, see Sharma, P. 1965, 1966 and Sahglta 

Ratnakara 1989,2:174-98. 

Alaptis 

4.20-21 The (various) alaptis are made of clear and unclear intonations 

(kaku), foreign and regional intonations, are pure or ornamented, with 

rests, without ornaments, without text, with text, uncomposed, and 

composed. 

4.21 Alapti, the extemporized portions of song performance, was mentioned above in 

1.31,3.35,3.64, and 4.14 but it does not receive detailed explanation anywhere in the 

SUS. The types given here are not found in other texts. Six types of kaku, described as 

"shades" (chaya), are spoken of in the SR in the context of sthayas. They are hints of 

tones, ragas, and inflections, from outside the piece being sung (SR 3.120-5). 

Altogether, these seem to be SudhakalaSa's ideas concerning alapti. They 

convey the sense that alaptis were a wide range of expressive, elaborative techniques 
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for extemporization. That he brings alapti up in the the context of vlna playing is 

intriguing and may indicate a special association. 

Strokes and syllables of instrumental performance 

4.22 SarasvatI correctly knows the strokes and syllables for the technique 

of each instrument, its forms, and its compositions. 

4.22 Vadya denotes both instrument and technique. 

4.23 The instruments that are in use, easy to master, and pleasing to the 

people (have been) described here, not the others, (to avoid) prolonging 

the text. 

This ends the description of the tata instruments, including the vlna. 

Instruments struck with the fingers 

4.24 The instruments that have strings, and also those such as the 

pattauja, which are played by striking with the fingers, are all known as 

tata. 

4.24 This statement is puzzling because of the mention of the pattauja, which is 

mentioned below in 4.92 under the anaddha category. This may be a vague reference to 

a category of instruments called vitata found in some texts. Kapadia notes several Jain 
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references in which tata and vitata, or vice versa, refer to stringed instruments and skin-

covered drums (Kapadia, 29-33).245 

This ends the section on tata instruments. 

Ghana instruments 

4.25 Now I describe the solid instruments, beginning with the hand 

cymbals (tala). Tala, kamsyatala, and jhallarl are the main ones. 

4.25 The jhallarl is a drum in the SR (6.1138-40). 

4.26 Sakti has a delicate voice, and Siva has a harsh voice. The two 

(pieces) of the tala, identified with Siva and Sakti, are characterized by 

their sounds, and they are made of bronze. 

4.26 The cymbal in the left hand is held steady, and the other strikes it from above. The 

softer sounding one in the left hand is identified as Sakti, and the louder one in the right 

as Siva (SR 6.1175-9). 

^In the seventeenth century Safigltaparijata, a new category called tatanaddha, 
"(skin-) covered stringed instruments" appears, specifically to classify the ravavafy or 
rabab (Safigltaparijata, 1982, 92). The rabab, a skin-covered, gut or silk-stringed lute 
that came with Persian court culture, appears in North Indian references as early as the 
eleventh century (Askari 1972,91-7). Kapadia notes that Srutasagara, a sixteenth 
century Jain author mentions that rabab is a colloquial term for dardura (Kapadia, 32). 
There is not enough evidence, however, to read the rabab into SudhakalaSa's extra tata 
category. 
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4.27 In song and in instrumental music they measure time, sounding as 

they fall. The tala pair has a shape like a lotus in bloom, and assists in 

the music. 

4.28 Kamsyatalas have the shape of talas, but are large and round. 

Jhallaris are made of metal, are strong and large, and have the shape of 

plates. 

This ends the description of the tala, kamsyatala and jhallari among the 

ghana instruments. 

Sufira instruments: flute 

4.29 Instruments in the susira (category) are the flute (vamSa), the conch 

(Sankha), the bhungala, the bherl, the horn (Srhga ), the vansuli, and 

numerous other instruments played by mouth. 

4.30 The shaft (of a flute) can be made of bamboo, catechu wood, ivory, 

sandalwood, red sandalwood, iron, bronze, silver, or gold. 

4.31 The catechu wood should be round, smooth, and without knots or 

flaws. There should be a hole inside, the width of the little finger. 

4.32 Leaving three fingers' (measure) from the upper end of the shaft, a 

hole the size of a finger should be made for blowing. 
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4.32 Here the text is problematic. There should also be a description of the first finger 

hole, called the tararandhra, mentioned below. The blowing hole is called the 

mukharandhra in the SR, where nine holes altogether are described (SR 6.427-9). 

4.33 At the other end of the shaft, there should be seven more holes 

(made) at one-finger intervals, which are played with the fingers of both 

hands. 

4.34 These eight (holes) are (shaped) like the seeds of a jujube tree. 

They are made for the passage of the air, which causes the sound. 

4.35 There are twelve (types of) flutes, each interval between the mouth 

hole and the first hole (tararandhra) being larger by one finger's 

(measure). 

4.36 This applies up to the flute measuring twenty-two fingers. Because 

their Srutis are unclear, (however, some) flutes lack aesthetic appeal and 

are not described here. 

4.37 The nine-finger (flute) is known as jay a; the twelve-finger one is 

vijaya; the thirteen-finger one is nanda, and the fourteen-finger (flute) is 

mahananda. 

4.37 The names here differ from those in the SR. There, fourteen flutes are named after 

gods whose names reflect their measure (6.433-6). 
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4.38 These four are admired, and are said to have aesthetic color and 

appeal. 

Types and ideal qualities of blowing the flute 

There are four types of blowing for these (flutes), and their names 

are as follow: irala, virala, paura, and praudha. 

4.39-40 Irala has a delicate sound. Virala is full of luster, but paura has 

excessive sound, and praudha ruins the aesthetic color. The ideal 

qualities of blowing are density, good tonality, and fullness. 

4.39-40 The SR describes twelve qualities of correct and ten qualities of faulty blowing 

(6.654-62), but the categories of blowing given here seem to be unique. 

This ends the description of the flute, among the susira instruments. 

Other susira instruments 

4.41 The conch (should be) from the ocean, unbroken, with a prominent 

navel. A hole (measuring) one finger (should be made) in the front to 

produce sound. 

This ends the description of the Sankha. 
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4.42 A bhufigala is made of copper and has the shape of a cow's tail. Its 

body is a long-armed shaft. It should be played for auspicious activities. 

4.42 Shah notes that this instrument is called bhufigal in Gujarat. 

This ends the description of the bhufigala. 

4.43 The bherl is a king's instrument. It is auspicious, and announces 

time. It has the shape of a dhattura flower, is without sections, and has a 

full sound. 

4.43 The bherl is also an anaddha instrument, a large copper drum in the SR (6.1149-

52). 

This ends the description of the bherl. 

4.44 The Srfiga is made of the horn of a buffalo, and its body is curved 

in shape. It is black, and the front end is small. It is the instrument of 

cowherds, and has a broken sound. 

This ends the description of the Srfiga. 

4.45 The vamsull is like the flute, made of a piece of bamboo, with its 

body even (throughout). This instrument is loved by cowherds, and is 

played in many styles. It is also played by snake trappers. 
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This ends the description of the vamsull. 

4.46 The kahala is an instrument of the low castes. The turarlya is not 

for high (castes?). The madhukarl is a war instrument. These 

(instruments belong to the) susira (category, whose sound comes) from 

the mouth. 

4.46 No caste association is mentioned in the SR. It seems clear that many of 

Sudhakala^a's instruments were significantly different from those having the same or 

similar names there. The kahala, which has a bell shaped like a dhattura flower, 

announces the valour of a hero, with a "ha hu" sound (SR 6.794-6). Tundakinl is a 

small kahala, called turuturl, or tittirl in the colloquial (SR 6.797). The madhukarl is 

made of horn or wood and is shaped like the kahala. It can have a copper and ivory 

mouthpiece (SR 6.787-94). 

This ends the description of the susira instruments. 

Knaddha instruments 

4.47 Now I describe the (skin-)covered instruments beginning with the 

muraja, (including the) mrdanga, dhakka, nissana, trivall, pataha, and 

others. 

4.47 Muraja is the predominant drum of the SUS. In the SR, mardala, mrdanga and 

muraja are stated to be alternative names for the same drum (6.1027), but the pataha 

receives the most extensive descriptions. 
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Invention of the muraja and its strokes 

4.48 In Jain tradition, it is said that the muraja was born from Sarikha, 

(one of) the great treasures (of the Cakravartin). In popular belief, 

however, the instrument muraja was created by the Lord Siva. 

4.48 Sankha and the mahanidhis were mentioned earlier, in 2.3. 

4.49 How was the instrument called muraja made by Rudra, and how 

did he put the sounds, made of patas, in it when it was made? 

4.49 In SudhakalaSa's usage, pata, mnemonics for the drum stroke, is different from 

upaSraya, the set of sounds that support each tala. 

4.50 Once, the demon named Muraja, knowing that Rudra was sitting 

absorbed in meditation on the Kailatia mountain, came there thinking 

"he (will be) my destroyer." 

4.51 "I have been granted a boon by Brahma that no one will be able to 

kill me, except Siva, who has accumulated spiritual power. Therefore, I 

will kill him (now)." 

4.52 Having resolved thus, the demon created Madhu (a demon in the 

form of nectar), as an impediment to austerity, there on the crest of 

KailaSa in the forest which had many trees. 
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4.53 Siva, abandoning his meditation, looked at the sacred forest, and, 

with his eye of wisdom recognized the destroyer of his austerities, which 

Muraja had made. 

4.54-5 He came out, angry at the destroyer of his austerities. Then the 

angiy Siva saw the demon and said: "after trying to destroy my 

meditation, where are you going now, oh raksasaV (Muraja), who was 

walking away, thus addressed, pounced on the Destroyer, wishing to 

fight. 

4.56 After making him fight a long time, Siva killed that animal killer. 

He left the body, which he had rendered headless, armless, and legless, 

on the ground. 

4.57 After Siva returned to his own dwelling, the damp body was lifted 

up by vultures greedy for the meat, and taken into the sky. 

4.58 The meat remaining on the body was eaten a little by them, (but) 

because of its heavy weight, (the body) fell from their mouths, and 

remained with its entrails on top of a tree. 

4.59 (The body,) hanging on a branch of the tree, was held together by 

the intestines, and, covered with skin on both sides, was dried by the 

heat of the sun. 
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4.60 The inner part, because it had no flesh, was hollow, and with the 

help of the wind, produced sound. Siva heard it while he was wandering 

in the forest. 

4.61 Hearing the sound produced, which was pleasing to the ears, Lord 

Siva went out of curiosity, and saw (something) hanging there. 

4.62 Seeing the shape and thinking "what is this?," Siva remembered, 

and pondering that he himself had killed it earlier, touched it with his 

left hand. 

4.63 On that body, which was full of sound, a special sound "ta" was 

produced. So, out of curiosity, he struck it with his right hand as well. 

4.64 The sound "dhl" was produced. Siva beat it again with the left 

hand, and the great sound "thom" burst forth distinctly. 

4.65 When muraja was struck again by the right hand, the sound 

"draim" came forth. Then Siva returned to his dwelling. 

4.66 After some time had passed, during the rainy season, Uma 

requested Siva to make a new hut. 

4.67 By arranging the leaves of the palaSa, sarja, and sadvala trees, Siva 

had a new hut made by his attendants. 
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4.68 Once, when he was together with Uma, Siva heard drops of rain, 

dropped by a new cloud on the dry leaves of the hut. 

4.69 Then his wife said, "Lord, create sounds somewhere like those 

made by the shower on these leaves." 

4.70 After she said this, Siva reflected, and remembered Muraja. "Om," 

he said, and related the earlier events, and he established the (drum) 

sounds at that time. 

4.71 What sort of sounds are they, and how are they applied on the 

mardala? In this context, how are they produced by the hands? 

4.71 Mardala is another name for muraja, as noted in 4.85 below. 

For example: 

tak-kada daragada. dhik-kada daragada. ta-dhik-kada daragada. da-

dhik-kada daragada. dhid-dhik-kada. da-tak-kada daragada. tak-kada 

dha-dhik-kada daragada. dhik-kada daragada daragada daragada ta-dhit-

thau- draim. 

4.71 This sample of sound combinations has considerable affinity to modern pakhavaj 

performance, and may be from a more contemporary oral tradition than the patas from 

the SR tradition which follow below. I have inserted dashes to emphasize the timing 

indicated by long syllables. 
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4.72 The sounds which were produced earlier on the dry leaves, and 

(then) produced on the muraja as well, have been mentioned. 

Pafas 

Now, (I describe) the thirty-five patas as produced by the hands. 

4.73 The five main patas are nagabandha, svastika, Suddha, alagnaka, 

and samakhali. 

4.73 The SR mentions the same five groups of patas as coming from Siva's five 

mouths. Each has seven varieties, nearly identical to the SUS (SR 6.830-39). 

Commentator Simhabhupala gives us examples of their sounds. 

4.74-75 Since each has seven (varieties), there are thirty-five (patas). 

The nagabandha (group) includes: nagabandha, panava, eka, ekasara, 

dusara, sancara, and vicara. 

4.75-76 The seven beginning with svastika are svastika, balikohala, 

phullaviksepaka, cara, vinisannaka, khandanaga, viSvasa. 

4.76-77 The seven beginning with Buddha are Suddha, svarasphurana, 

utphulla, supriya, dama, nakara, manavalll. 
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4.77-78 The seven of the alagnaka (group) are alagnaka, Suddharupa, 

vitrama, visamakhall, ananda, tiuci, and sphurana. 

4.78-79 Those beginning with samakhall are samakhall, vikata, sughata, 

avaghata, tiubha, adukhall, and anucchalla. 

The patas of all of these are as follows: 

1.1 nagabandha: nanananagi 

1.2 panava: nanagida. gidadagi 

1.3 eka: gdidi gdidi 

1.4 ekasara: nanagdidi 

1.5 dusara: nakhum nakhum 

1.6 sancara: kha ca ta kita 

1.7 vicar a: dhikata dhikata 

2.1 svastika: thom gi 

2.2 balikohala: dhom hanta 

2.3 phullaviksepa: thom gini. thom thorn gi 

2.4 car a: thundi gana 

2.5 vinisannaka: kita thom 

2.6 khandanaga: thom gi khem khem 

2.7 viSvasa: thirakata thom 

3.1 Suddha: narhi kharhi gi 

3.2 svarasphurana: nanagi kharhri 
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3.3 ucchala: nanagi kharhri nakharhri 

3.4 supriya: gdidi gdidi kharhri 

3.5 dama: thomgi kharhri 

3.6 nakara: gdidi tatta 

3.7 manavalli: dhiddhi 

4.1 alagnaka: nanagida giidi da 

4.2 Suddharupa: thundigana katthau 

4.3 viSrama: taki dhiki 

4.4 visamakhali: tagu tagu tagu nagu 

4.5 ananda: tattatta kata 

4.6 suci: jhem tigu di 

4.7 phuraita: tatta gata dhiddhi kata 

5.1 samakhali: nagi jhem nagi jhem 

5.2 vikata: giddi gu giddi gu 

5.3 sughata: takkatthau dhi 

5.4 avaghata: jhem dathom 

5.5 Subha: tagdi tatta. taddhi tata 

5.6 adukhall: nagidi nagi 

5.7 anucchalla: tharakata. tharakata 

4.79 The SUS examples given here have substantial similarities to those given by the 

two commentators on the SR (Samgltaratnakara 3:528-31). Sararigadeva does not 

provide examples, saying that details are to be learned through oral tradition. A detailed 
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tabulation may provide hints as to whether SudhakalaSa got his information from the 

commentaries or from oral tradition. 

4.80-81 The thirty-five patas for the mrdahga have been given. There 

are many other varieties as well, such as karttarl, samakarttarl, 

samanakha, panihasta, svastika and bhramara etc. I have not spoken of 

the method of techniques for the hands here (for fear of) making the text 

too long. 

4.81 Karttarl, samakarttarii, panihasta and svastika are found in the SR in another 

group designated simply the twenty-one hastapatas, beginning with utphulla (6.855-

79). Samanakha and bhramara are included in a group of sixteen called the 

prayikahaudukka "normally played on the hudukka" group (6.871-86). The SR gives 

descriptions of the hand positions for each, and short examples of their sounds. The SR 

gives four other groups of patas as well, and combinations called vadyas, with some 

directions as to the hand actions involved. 

Deities of the hand 

4.82-83 The drum is played with the hands, therefore I mention the 

deities associated with the (hand). Brahma presides over the thumb. Siva 

is the lord of the index finger. Visnu is the lord of the middle finger. All 

the gods preside over the ring finger. The small finger is the domain of 

the rsis. Surya is the ruler of the palm. 
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4.84 The moon is located in the back of the hand. Agni is in the right 

hand. Varuna is master of the left hand. Thus, all the gods are in the 

hands. 

4.84 This is not found in the SR. 

Other names for muraja 

4.85 (The drum called) turya, mrdahga, mardala, muraja, tura 

("hastening"), naddha ("bound"), mahavadya ("great instrument"), 

dvimukha ("two-sided"), or patasagara ("ocean of patas"), was created 

by Siva. 

4.86 Siva created the instrument by the name of muraja for use with 

drama and dance. Its (other) names were conceived of just for fun. 

4.87 For the sake of mankind, the instrument was made of wood, hollow 

inside, covered with skin, and having two faces, in the shape of Muraja. 

Parts of the muraja 

4.88 Leather straps were put in the place of the tendons. The main two 

(straps) are called ganga and yamuna, and the others are called 

nagapatia. 
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4.89 Among the anaddha instruments, the one called muraja has (so far) 

been described. Now I give some account of the remaining instruments. 

This ends the description of the muraja. 

Other Snaddha instruments 

4.90 The dhakka has its face covered with skin, and is usually 

(employed) for the benefit of a king. The nihsvana is an instrument of a 

king, to be played at state events. 

4.90 The dhakka is a double-faced drum held by the left hand and played by a stick 

with the right hand (SR 6.1096-7). The nilfsdna is described as a large metal drum with 

metal vessels inside, which is played with a stick and makes a noise that frightens the 

timid and stirs the soldiers in war (SR 6.1153-7). 

4.91 The trivali is shaped like a thunderbolt. The marga and deti and 

other patahas, which have two faces, accompany instrumental music and 

dance in the temples and royal palaces. 

4.91The trivali is thin in the middle, like the damaruka (SR 6.1111). The pataha is the 

predominant drum of the SR. 

4.92 In colloquial languages, (instruments) called auja, dhaujaya, 

khandhauja, and pattauja, exist in accordance with their names. 
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4.92 Paffauja was mentioned above in 4.24 under the tata category. The SR mentions 

avaja and skandhavaja as alternate names for the hudukka (6.1078). These names are 

significant for their clear relationship to pakhavaj, the predominant court drum of the 

Mughal period, closely associated with the dhrupad genre. The reference to colloquial 

language here supports other indications that musical changes beginning in this period 

and culminating in the dhrupad genre developed under an influence of vernacular 

forms. 

4.93 Likewise, there are the instruments of the foreigners, especially the 

dholla, and the tabla, also the dapha, the tamakl, and the daundi, 

(played by) those who move on foot. 

4.93 This is a very important reference, one of the earliest in Sanskrit sources to 

instruments brought by the Muslims. All of these are instruments from the greater 

Persian court traditions( Jenkins 1976). The Persian tabl and dhol gave their names to 

what much later became thetabla and the dholak. The dajf, a large frame drum, can be 

seen in frequency in Sultanate and Mughal period paintings. Daundi is a drum used 

until recently in India for calling attention to public announcements (Prem Lata Sharma, 

personal communication, Nov. 1992). 

4.94 Also there are the damaruka, bukka, duddadl (duddabhl?), kundall 

and ghata, all skin-covered instruments of the anaddha type. 

4.94 Some of these are still to be found, especially damaru and ghata. (Krishnaswamy 

1971). 
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This ends the description of the anaddha (group of) instruments. 

Learning from skilled practitioners 

4.95-96 Whatever has not been described by me for fear of making this 

work too long, including the measure, circumference, width, form, 

color, shape, the system of producing the syllables on the instruments, 

and the respective postures for playing (them), these various things 

should be learned precisely, according to one's own interest, from those 

who are skilled in playing the instruments. 

4.97 The skilled player, who is intent on correct practice, uses the patas 

that are produced by all the drums on each one of these drums. 

Praise for those knowledgeable in rhythmic compositions 

4.98 The instruments called tat a, ghana, susira, and the anaddha group, 

should be played with concentration, with the various extended patas. 

One who composes good dance quickly, combining all the talas on these 

(instruments), sits foremost in the row of experts. 

Here ends the fourth chapter, entitled "light on the four kinds of 

instruments," in the concise version of his own Sangltopanisad, 

composed by Vacanacarya Sri SudhakalaSa, disciple of the best of 

teachers Sri RajaSekharasuri, ornament of the Maladhari gaccha. 
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Chapter Five 

Dance 

The major, secondary, and minor limbs 

Benedictory verse 

5.1 On the site of (the Lord Jina's) teachings, ornamented with the three 

walls, and studded with gems, people of the three worlds who were 

intent on the three types of music were filled with joy. May Lord Jina, 

whose body is adorned with the three umbrellas, and who gives radiance 

to the three jewels, who gives understanding of the attainment of the 

teachings, grant immeasurable delight. 

5.1 The Jina's sacred lecture ground, samavasaranabhumi, is prepared by the gods 

under the direction of Indra. It has three walls. The Jina has a triple white umbrella 

above him when he sits to speak (Shah 1955,85-95). The three jewels, right attitude, 

right knowledge, and right behavior (samyak drsti.jnana, caritra) make up the path to 

liberation (Williams 1983,32). Music is three-fold, consisting of vocal, instrumental, 

and dance. 

Origin of dance 

5.2 Now, beginning with its origin, I will speak of dance, which delights 

the five senses, causes sorrow to be forgotten, and gives pleasure at all 

times. 
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5.3 Dance is desirable on such occasions as a (ritual) entry, a sacred 

pilgrimage, the coronation of a king, a wedding, the birth of a son and 

the like. 

5.4 Upon a request by Indra, the art of dance was first taught by Brahma 

to the great sage Vasistha, the personification of knowledge. 

5.4 In the NfS version, dance was first taught by Brahma to Bharata (1.1). Vasistha is a 

guru of the Rama lineage, not usually associated with dance. 

5.5 After learning dance correctly, he transmitted it to his hundred sons, 

and then presented it before the Creator (Brahma) through his sons. 

5.5 In the NS, it was Bharata who taught it to his hundred sons, and presented it before 

the gods (1.24-5). 

5.6 Then, by the order of the Creator, the sage went with his hundred 

sons, and through his sons, demonstrated the dance to Indra. 

5.7 Then, upon the request of Indra, the sage taught the dance, which 

was a combination of lasya and tandava, through his sons, to (the 

apsarasas) Rambha, UrvaSl, Menaka, and others. 

5.7 For lasya and tandava, see below, 5.9-10. 

Nftta, nrtya, nafya, nafaka 

332 



5.8 Nrtta is traditionally said to be performed by men, and nrtya by 

women, and natya and nataka is enacted by men and women. 

5.8 Natya, nrtya, and nrtta are differentiated in works on dance and drama, but the 

gender association given here is new.246 Natya is dramatic acting, nrtya is dance in 

which dramatic acting is a part, and nrtta is pure dance without dramatic representation 

(SR 7.17-28). Nafalca is one specific type of drama, and is not normally contrasted to 

nafya (Gupta 1991,112-15). 

LSsya and tandava 

5.9 From then on, dance with all its types (including) the lasya, (which 

is) delicate, and the tandava, which is full of strenuous limb movements, 

was introduced in heaven. 

5.10 Lasya is said to originate from f>akti because it was experienced by 

Gauri in her own body. The strenuous, fierce tandava was created by 

Siva with his own body. 

5.9-10 Lasya and tandava, terms from the NJ>, are described in later texts and by 

modern performers as soft/feminine, and vigorous/masculine dances respectively. Bose 

argues that lasya was actually dramatic acting (1991,131-53). 

246There is gender association in the NS with respect to one of the four styles (vrtti): it 
is specified that the kaiSikl "delicate" vrtti requires women performers (NS 1.45-46). 
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Spread of dance on earth 

5.11 Just as it came to be in heaven, dance also came to the mortal world 

from the sons of Vasistha, (and spread) among devotees, women of the 

kings, and others. 

5.11 The mention of devotees, bhaktas, is not common in musicological texts, and may 

be a reflection of the Jain context. 

5.12 After that, it spread in various forms on earth, performed by skilled 

(dancers). Lasya (was taught) by Gaurl to the daughter of Bana, named 

Usa. 

5.12 The SR makes special reference to western India here, saying that ParvatI (Gauri) 

taught the lasya to Bana's daughter, who taught it to cowherdesses in the western 

region of Dvaravafl or Dvaraka, who in turn taught it to the women of Saurastra. They 

spread it to the women of other regions (SR 7.7-8). 

5.13 The gandharva Visvavasu, after practicing dance in Indra's world, 

taught it to Citraratha, and he taught it to Arjuna. 

5.13 The story of Aijuna's learning and teaching dance is in the Mahabharata. 

5.14 Uttara, the daughter of Virata was taught by Arjuna, but she forgot 

it all due to the death of (her husband) Abhimanyu. 
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5.14 This reference is also to the Mahabharata. Abhimanyu was killed in battle with 

the Kauravas. 

5.15 After worshipping Siva, king Palaka acquired (dance) from Him, 

and spread it on the face of the earth, and from there among people. 

Nrtya: major, secondary, and minor limbs 

5.16 Having examined the scriptures (on dance), I (now) present the 

subject to some extent. 

Nrtya is a movement of the body. It is a word made from the root 

nrt. 

5.16 This is the description for nrtta, not nrtya, in the SR. Nrtta is specifically defined 

as movements of the body without dramatic acting (SR 7.27). 

5.17 It is three-fold by the divisions of major limbs, secondary limbs, 

and minor limbs (anga, upahga, pratyanga). Each of these is again of 

six types, and they also have their own subtypes. 

5.17 These are not divisions of dance as a whole, but categories of body gestures. 

Sudhakala£a groups them somwehat differently from the SR, which has twelve, not six, 

upangas, and pratyahgas which are not related as subsidiaries to the angas or the 

upangas. 
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5.18-20 The six major limbs (anga) are the head, hands, chest, side, 

waist, and feet (Sirsa, hasta, hrdaya, parSva, kati, pada). The six 

secondary limbs (upanga) are the eyes, eyebrows, nose, lips, cheeks, and 

chin (drsti, bhrii, nasika, adhara, kapola, cibuka). The six minor limbs 

(pratyanga) are the neck, shoulder, back, stomach, thigh, and lower leg 

(grlva, amsa, prstha, udara, uru, jafigha). 

5.18-20 There are twelve upahgas in the SR, and they include the categories that 

SudhakalaSa lists below as varieties of the head anga. Some of the members of his own 

upanga category are duplicated in his varieties of Slrsa. 

The pratyanga categories, referring to more specific parts of the body, are not in 

the NS, but in later texts, including the SR. They are not associated as subsidiaries to 

the upahgas or pratyahgas. 

First major limb, head (sirsa) 

5.20-21 The varieties of the head are the head, eyes, glance, pupils, 

eyebrows, nose, lips, cheeks, chin, and coloration of the face (Sirsa, drk, 

dar&ana, tara, puta, bhrii, nasika, adhara, kapola, cibuka, vaktraraga). I 

will describe these in order, in accordance with earlier works. 

5.22-23 The thirteen (movements for the) head are recita, paravrtta, 

avadhuta, adhomukha, nikuncita, utksipta, ancita, lolita, parivahita, 

adhuta, dhuta, akampa, kampita. Now I will describe them to some 

extent. 
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5.24 Recita, "turned," is a movement of the head sideways, as in 

astonishment. Paravrtta, "turned back," (is done) out of quick 

annoyance, and avadhuta, "shaken," is (done) in negation. 

5.24 The frequently-used term recita denotes a variety of turning movements, and is 

usually used in the NS for limbs that can be moved in all directions (Vatsyayan 1968, 

226). In chapter six below, it seems to have the sense of shaking movements. 

5.25 Adhomukha, "downward facing," is (applied) in paying reverence. 

Nikuncita, "bent downward," is (used) in looking at the ground. 

Utksipta, "thrown upwards," is (used), likewise, in looking upward. 

Ahcita, "bowed," is a slight bowing of the head. 

5.26 Lolita, "restless," is a tossing (of the head). Parivahita, "rotated," is 

(used in showing) swinging and such (motions). Adhuta, "agitated," is a 

sideways movement in drunkenness etc. Dhuta, "shaken," is done in 

anger or surprise. 

5.27 Akampa, "slightly trembling," is (used in showing) fear, or in 

descending. Kampita, "trembling," is used in regaining consciousness 

and the like. The first eight head (techniques) are spoken of in (reference 

to) drama. (The other) five are used everywhere. 

5.22-27 The SR contains a few more movements under the head group. It has much 

more detailed descriptions of these, as of all the dance positions (SR 7.49-78). The last 
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statement "everywhere" here probably refers to all types of dance and drama. Other 

categories below end with a mention of use in drama, dance or both. 

This ends the description of the (major limb,) head. 

Eyes (drsfi) 

5.28-30 Krudha, "angry," drpta, "insolent," dlna, "distressed," hrsta, 

"delighted," snigdha, "tender," bhayanvita, "fearful," sallajja, "shy," 

mukula, "half-closed," Sunya, "blank," visanna, "dejected," malina, 

"dull," adhara, "low," Sankita, "apprehensive," lalita, "charming," 

bhranta, "confused," kekara, "squint-eyed," vipluta, "disturbed," cala, 

"restless," trasta, "frightened," malina, "dull," glana, "weary," smera, 

"smiling," krura, "merciless," abhinindita, "delighted," sthira, "fixed," 

udvigna, "grieved," parimlana, "faded," sakama, "lustful," sabhaya, 

"fearful," adbhuta, "amazing," hasya, "ridiculous," vlra, "heroic," 

sakaruna, "compassionate," Santa, "peaceful," raudra, "wrathful," 

jugupsita, "disgusted." 

5.31 These are the thirty-six (movements for the) eyes. Their definitions 

conform to their names. The earlier ones relate to the transitional 

emotions. The rest are associated with the rasas. 

5.31 There appears to be a confusion in categories here. The subject should be 

subcategories of the major limb head, but drk, listed above, is not decribed here. Drsti 

is a secondary limb, distinct from head. The drstis reflect inner emotions. The thirty-six 
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varieties of the drtfi upafiga in the SR are nearly duplicated here. The SR has madira, 

"intoxicated" instead of a second occurrence of malina. The NJS relates the drtfis to the 

rasas and the bhavas, and the SR follows (SR 7.383-432). SudhakalaSa makes 

reference to this association - the last nine relate to the nine rasas. 

This ends the description of the (variety of head, called) eyes. 

Glances (darSana) 

5.32 (The category) glance has eight (movements): saci, vilokita, 

nivartita, avalokita, ulloka, sama, vrtta, anivartita. 

5.33 Saci, "askance," is a sideways look. Vilokita, "observed," is (done) 

with longing. Nivartita, "returned," is away and back. Avalokita, 

"glanced" is innocent. 

5.34 Ulloka is a look upward. Sama, "equal," is absent of change. Vrtta, 

"turned," is initiated again. Anivartita, "not turned away," is steady. 

5.32-34 This group is explained in the SR as "pupil movements relating to external 

objects" (visayanisthani tarakarmani), alternatively called darSana (SR 7.454-464). 

This ends the description of the (variety of head, called) glance. 

Pupils (tara) 
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5.35-36 Now I will give the definitions of the nine movements of the 

pupils: PraveSana, samudvrtta, calana, valana, bhrama, niskrama, 

prakfta, pata, and vivartana. 

5.36 PraveSana, "entering," is (a glance that) goes inward. Samudvrtta, 

"burst out," is (one that) comes out. 

5.37 Calana, "moving," is used in searching. Valana, "moving around," 

is looking obliquely. Bhrama, "confusion," occurs in infatuation. 

Niskrama, "moving out" is looking outwards. 

5.38 Prakrta, "natural," is a foolish look. Pata, "fallen," is looking 

downward. Vivartana "turning," is a coming out. (This category) 

accords with drama or dance. 

5.35-38 This group is explained in the SR as pupil movements which are focused on 

oneself (svanisthani tarakarmani) (SR 7.447-454). 

This ends the description of the (variety of head, called) pupil 

movements. 

Eyelids (pufa)  

5.39-40 The nine eyelid movements are viSlesa, kuncita, sama, prasrta, 

vivartita, nimesa, vitalita , bhranta, and sphurita. Now I will describe 

them. 
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5.40-41 ViSlesa is a separation of the eyelids. Kuncita is making them 

crooked. Soma is an even position. Prasrta is spreading them out. 

Vivartita is turning them upwards. Nimesa is a blinking. 

5.42 Vitala is (related to) wrath. Bhranta, "confused," comes about from 

infatuation etc. Sphurita is a throbbing. (This category) is used in dance 

and drama. 

5.42 Vitalita is vicalita in the SR. 

This ends the description of the (variety of head, called) eyelid 

movements. 

Eyebrows (bhru) 

5.43 The seven eyebrow movements are catura, recita, utksepa, 

bhrukuti, patana, kuncita, and sahaja. 

5.44 Catura, "clever," is a faint exhalation. Recita, "turned,"is a slight 

amorousness. Utksepa is an upward glance. Bhrukuti, "bending the 

eyebrows," is (when one is) perturbed by anger. 

5.45 Patana is a downward movement. Kuncita is (when the eyebrows) 

are made askew. Sahaja is (when they hold) a natural position. (This 

category) is applied in the (context of the) rasas in drama and dance. 
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5.45 The Ni§ and SR mention emotional contexts in terms of rasa and bhava for many 

of the upangas. 

This ends the description of the (variety of head, called) eyebrow 

movements. 

Nose (nasika) 

5.46 Scholars say that the six nose (movements) are vikunita, nibhrta, 

vikrsta, sahaja, nata, and socchvasa. 

5.47 Vikunita, "wrinkled," is (used in the context of) repulsion. Nibhrta, 

"lowered," is (when one is) still. Vikrsta, "drawn," is (used to in the 

context of) jealousy. Sahaja, "natural," is (when one is) pleased. 

5.48 Nata, "bent down," is (done) with the nostrils drawn, in grief. 

Socchvasa, "with downward breath," is used in the context of delight. 

The nose (movements) are to be used in dance and drama and in 

(connection with) the rasas as well. 

This ends the description of the (variety of head, called) nose. 

Lips (adhara) 
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5.49 The five lip (movements), done in cases of anger etc., are 

sandastaka, "biting," nisarga, "natural," Slista, "closed," parivartita, 

"turned," and vepita, "trembling." 

This ends the description of the (variety of head, called) lips. 

Cheeks (kapola) 

5.50 The six movements for the cheek, either left or right are kuhcita, 

kampita, phulla, ksama, purna, and sama. 

5.51 Kuncita, "contracted," is used in (the context of) cold or fright. 

Kampita, "trembling," is done when speaking in anger. Phulla, 

"puffed," (is used) in joy. Ksama, "sunken," occurs in sickness etc. 

Purna, "full," and sama, "even," occur out of happiness. 

This ends the description of the (variety of head, called) cheeks. 

Chin (cibuka) 

5.52 The seven chin movements are lehana, kuttana, dasta, khandana, 

cukkita, sama, and chinna. I will give their definitions. 

5.53 Lehana is licking what can be licked. Kuttana, "grinding," is in 

(cases of) fear or alarm. Dasta is biting with the teeth. Khandana, 

"breaking," is used in weeping and the like. 
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5.54 Cukkita, "afflicted," is yawning etc. Sama, "even," is used in 

normal situations. Chinna, "twisted," occurs in sickness, fear, etc. This 

(group of movements) is based on ordinary behavior. 

5.52-54 There is a chin category among the SR upangas, but the terms here are mostly 

from the biting actions (dantakarma) group. Lehanl is from another upanga, tongue 

(jihva). None of the movements listed here is from the SR chin category (SR 7.496-

512). 

This ends the description of the (variety of head, called) chin. 

Colorations of the face (vaktraraga) 

5.55 The (colorations of the) face are four prasanna, sahaja, rakta, and 

Syama. Prasanna, "pleased," is when one attains something wonderful. 

Sahaja, "natural," is used in a normal state. 

5.56 Rakta, "red," is used in situations of acute anger and the like. 

Syama, "dark," is used in the remembrance of suffering. The first major 

limb, the head, has been described, along with its varieties. 

This ends the description of the first major limb, the head, with its 

varieties. 

Pratyaiigas 
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5.57 The movements of the neck (griva) follow the movements of the 

head. They are known, by thoughtful persons, to be in (accordance with) 

rasa. (Shoulder movements) also are in (accordance with) throat 

(movements). 

5.57 SudhakalaSa apparently intends to bring in the first two pratyangas, neck and 

shoulders, here. Throat (kantha) appears for the first time, back (prstha), is omitted, 

and udara, ttru, and jangha do not appear until 5.114 below. 

This ends the description of (the categories) neck, throat, and shoulder 

(grlva, kantha, skandha). 

Second major limb, hand (hasta) 

5.58 Now I describe the second major limb, the hand. There are hand 

actions (hastakarma), hand positions (cara), hand motions (kriya), arm 

positions (bahucara), and hand gestures (hastaka). 

Hand actions (hastakarma) 

5.59-60 The twenty (hand actions) are Slesa, "together," dolana, 

"swinging," raksa, "protecting "viksepa, "throwing away," dhunana, 

"revolving," parigraha, "encircling," akarsana, "pulling,"viyoga, 

"separating," chedana, "splitting "dhruva, "steady "tarjana, 

"(reprimanding with) the forefinger," sphotana, "bursting,1"yana, 
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"moving," parthakya, "separation," virati, "withdrawing," bhrama, 

"revolving," vrtti, "movement," pravrtti, "beginning," udvrtti, "rising 

up," and vepana "trembling." 

5.61 These hand actions are applied in both drama and dance. Because 

their names are self explanatory, their descriptions are not given 

separately. 

5.58-61 In the SR major limb hasta category are the 64 abstract hand positions, 

described in 5.66 ff.below, to be used in various dramatic situations. Many of those 

listed here are found in another SR category, karakarma, specific dramatic actions 

grouped separately from the main category of hand actions (SR 7.543-5). 

This ends (the category) hand actions. 

Hand positions (hastacara) 

5.62 There are three positions of the hands in dance and drama: uroga, 

"at the chest," prsthaga, "at the back," and parSvagata, "at the side." 

5.62 There seems to be no category parallel to this in the SR. 

This ends (the category) hand positions. 

Hand motions (hastakriya) 
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5.63 The four hand motions are vyavartita, "turned around," udvestita, 

"covered," avestita, "enclosed," and parivartita, "revolving." Their 

definitions accord with their names. 

5.63 This is an important set of hand actions, called hastakarana or karakarana in the 

SR. They are the movements of the hands toward or away from the body, with the 

fingers folding or unfolding in sequence. Avestita and udvestita move inward and 

outward respectively with the first finger leading at chest level. Vyavartita and 

parivartita move inward and outward respectively with the last finger leading (SR 

7.541-543). 

This ends the description of (the category) hand motions. 

Arm positions (bahucara) 

5.64-65 The ten arm positions, which have defining characteristics in 

accordance with their names are prasarita,"spread out," apaviddha,"cast 

off," adhomukha,"facing downward," tiryak,"at an angle," ancita,"bent," 

iirdhva "upward," prsthanuga,"behind," parSvanuga,"at the side," sthira, 

"steady," cancala, "restless." 

5.64-65 Bahu is a pratyanga in the SR (7.335-47). 

Now I will give the names (and descriptions) of the sixty-four 

hand gestures (hastaka). 
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This ends the description of (the category) arm positions. 

Hand gestures (hastaka): single-hand (asamyutahasta) 

5.66-69 Of the (sixty-four) hand positions, the twenty-four single-hand 

(asamyutahasta) positions are pataka, tripataka, karttarlmukha, 

ardhacandra, arala, Sukatunda, mustika, tikhara, kapittha, 

khatikamukha, sucimukha, padmako&a, sarpa&ira, mrga&rsa, kangula, 

alapadma, catura, bhramara, hamsavaktra, hamsapaksa, sandamSa, 

sumukha, urnanabha, paksiruta. 

5.70 The definition of pataka, "flag," (is that) the fingers, along with 

the thumb, are straight. Tripataka, "triple flag," has the third finger 

bent. Otherwise it is like pataka. 

5.71 In karttarlmukha, "mouth of a scissors," the first finger is bent 

back, (and) the rest is the same as the previous (position). In 

arddhacandra, "half-moon," the fingers are curved as though seizing 

(someone) by the throat, or (like) a half-moon. 

5.72 In arala, "curved," the thumb should be joined with the first finger, 

which is bent. In Sukatunda, "parrot's beak," the third finger is bent; 

otherwise it is like arala. 
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5.72 Arala in the SR has the first finger bent and the others slightly less so, with the 

thumb also bent. (7.122-3) but the Devasanopado Kalpasutra painting illustrates the 

position described here (Nawab. V. 1964, xviii). 

5.73 In mustika, "fist," the thumb is on top of the fingers, and they are 

resting on the palm. In tikhara, "crest," the thumb is upright; otherwise 

it is like mustika. 

5.74 Kapittha, "wood-apple," has the finger next to the thumb; 

otherwise it is like the previous (position). In khatikamukha, "the hand 

in a position of shooting," the ring and little fingers are both raised and 

bent. 
/ 

5.74 In kapittha, the first finger and the thumb touch at their tips (SR 7.132). 

5.75 In sucimukha, "head of a needle," the first finger is straight; 

otherwise it is the same as the previous (position). In padmakoSa, "lotus 

blossom," the fingers are a little bent, and they should join with the 

thumb. 

5.75 In padmakoSa, the thumb and fingertips do not touch, according to the SR 

(7.142). 

5.76 In sarpafirsa, "head of a snake," which is self explanatory, the 

fingers are bent and alongside the thumb. In mrgaSlrsa, "head of a deer," 
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the fourth finger is raised, and the thumb is raised; otherwise it is like 

the last (position). 

5.77 Kahgula has the first and middle fingers (positioned in) a triangle. 

In alapadma, the fingers are turned into the palm of the hand. 

5.78 In catura, "clever," three fingers are extended, and the last is 

raised. In bhramara, "bee," the middle finger touches the thumb, and the 

forefinger is bent. 

5.79 In hamsavaktra, "face of a swan, "the tip of the first finger touches 

the thumb and the second finger. In hamsapaksa, "wing of a swan," the 

fingers are slightly bent, with the little finger raised. 

5.80 In sandamtia, "tongs," the first finger and the thumb are joined in 

the shape of tongs. In mukula, "bud," the fingers are bent together, 

evenly (touching) on the thumb. 

5.80 In mukula the hand is pointed upward (SR 7.170). 

5.81 In urnanabha, "spider," the fingers are as in padmakoSa, but they 

are bent. In paksiruta, "bird's song," the second finger and the thumb are 

(held like) tongs, and the others are bent. 

5.81 Paksiruta is not found in other texts. 

350 



5.82 The single hand positions have been defined. Now I will describe 

the thirteen joined hand positions (samyutahasta), and the twenty-seven 

(other two-)hand positions (hasta). 

Joined hand positions (samyutahasta, hasta) 

5.83-84 The thirteen (joined) hand positions are anjali, kapota, karkata, 

khatikasana, khatikavardhamana, utsahga, nisadha, dola, puspaputa, 

makara, gajadanta, vardhamana, and sunanda. 

5.85-89 The (other) two-(hand positions) are caturasra, udvrtta, 

talamukha, svastika, viprakirna, and aralakhatikdmukha, lalita, 

Sucyasya, recita, ardharecita, uttanavahcita, pallava, nitamba, lata, 

karihasta, paksavancita, kuhcita, garudapaksa, and dandapaksa, 

urdhvamandali, parSvamandali, uromandali, urahparSvardhamandali, 

mustikasvastika, nalinipadmako&a, firsanuvalita, and ulvana. 

5.90 There are twenty-seven of these. Altogether, there are forty joined 

hand (positions). Now I give their descriptions. 

5.85-90 The group of twenty-seven listed here is called nrttahasta in the SR. The 

samyutahastas are stationary positions, while the nrttahastas involve movement 
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5.91 When the hands are in the position of pataka pressed together, 

(this) is anjali, (used) in salutation. Kapota, "pigeon," has the hands 

opposite (each other) with a space between them. 

5.91 In kapota, the palms are hollowed out (Rao 1990, 26). 

5.92 And in karkata, "crab," the fingers of the hands are between each 

other's. When the hands held in arala are crossed at the wrists, (this) is 

khatikasana. 

5.93 When the hands held in the position of khatikamukha are facing 

each other, (the position) is khatikavardhamcina. When the hands are 

placed on the lap, this is utsahga, "lap," (as) on the image of the Jina. 

5.93 There are varied versions of khatikamukha and utsanga mentioned in the SR 

(7.198-201,202). The last comment shows that Sudhakalasa is comparing the textual 

tradition to his own observations. 

5.94 In nisadha the hands, held like padmakoSa, are touching each other. 

Dola, "swing," has the fingers of the hands, which are held straight, 

touching each other in pairs. 

5.94 The NS nisadha is a position with the arms crossed (Rao 1990,42-3). The SR 

ni§adha is a mukula hand encircled by a kapittha hand (7.209-10). The Devasanopado 

KalpasUtra painting illustrates nisadha as described in our text (Nawab, V. 1964, xxv). 
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Dola in the SR is the hands in pataka held loosely down, swinging at the sides (SR 

7.195-6). 

5.95 The hands in puspaputa, "flower-vessel," (as though) offering 

water, are bent and held low. And in makara, "crocodile," the thumbs 

are upward, with the hands in the position of pataka facing downward. 

5.95 The hands in makara are on top of one another (SR 7.212). 

5.96 When the hands in pataka are crossed at the wrists, it 

isgajadantaka, "elephant's tusks." In vardhamana,"growing," the hands 

are in the hamsapaksa position, facing away from each other. 

5.96 In gajadanta the hands in sarpaSirsa are held near the opposite upper arm (SR 

7.204-5). The Devasanopado Kalpasutra painting illustrates gajadanta more as in our 

text (Nawab, V. 1964, xxv). The SR notes varying versions of vardhamana (7.214-

16). 

5.97 In sunanda "pleasing," the hands in Sukatunda are crossed at the 

wrists. 

These are the thirteen joined-hand (samyuta) positions of drama 

and dance. 

5.97 Sunanda does not appear in other texts. 
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5.98 The left hand is opposite the right, (and) the hands are even in 

caturasra, "square." For udvrtta, "burst out," the hands in the 

harnsavaktra position are subsequently turned upward. 

5.98 This list is the group called nrttahastas in SR. Because they involve movement 

and transitions from position to position, they need longer treatment than Sudhakala^a 

allows. The SR gives much more precise descriptions. Udvrtta is a movement that 

begins with caturasra (SR 7. 218-19). 

5.99 When the hands are made to face each other, then it is talamukha, 

"facing palms." Crossing the hands held in bhramara at the wrists, in the 

shape of a svastika, is (the position) svastika. 

5.100 After first doing the svastika position, if (the hands are suddenly) 

turned, it is prakirnaka, "scattered." If (after svastika,) one hand is 

(positioned in) khatika and also one in arala , it is aralakhatikamukha. 

5.101 Lalita,"charming," has the hands turned palm downwards. 

Sucyasya, "pointed face," has the thumbs (touching) the middle (finger) 

and the elbows bent. 

5.101 Lalita is described as being held at or above the head (SR 7.278-9). Sucasya 

involves a movement of the arms from a squared position in front of the chest to one 

with them spread out. Alternatively called recitasvastika (SR 7.232-5). 

354 



5.102 Recita, "turned," is (made when) the hands in hamsapaksa are 

moved about and spread to the sides. If the hands in recita are turned 

over, it is ardharecita. 

5.102 The SR describes ardharecita as when one hand moves to a (forward) "squared" 

position (SR 7.237). 

5.103 When (the hands in) tripataka are held at the cheek, it is 

uttanavancita. The hands are in thepallava "bracelet," position when 

they are in padmakoSa (and) loose at the wrists. 

5.103 The Devasanopado Kalpasutra painting shows four varieties of uttanavancita 

(Nawab, V. 1964, xxvii). Three versions of pallava are mentioned in the SR (7.241-2). 

5.104 Nitamba, "hip," is so called because (it consists of the position) 

keSabandha, "tying the hair," at the hip. Lata is when the hands in 

tripataka are hung down and then moved around. 

5.104 Nitamba and keSabandha are both in the SR, where keSabandha is described as 

using the movement nitamba, instead of the opposite. Nitamba has the hands in the 

pataka position (7.242-3,238). Lata, in a second version, has the hands performing the 

two former movements but holding the tripataka position (SR 7.247). 

5.105 And when one (hand) is (held in) tripataka and one as dola, 

positioned at the sides, this is karihasta, "elephant trunk." The hands 

whose tips are touching the head are paksavahcita, "illusion of wings." 
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5.105 Karihasta involves a fairly long description in the SR, including an explanation 

of its appearance in the singular instead of dual. The tripataka hand is held at the ear, 

and the other is held high and swung (SR 7.248-54). In paksavancita, one hand is at 

the hip (SR 7.255). 

5.106 Kuncita, "bent," has the hands first at the head, and then turned 

outward. The hands are garudapaksa, "wings of garuda," when they are 

in the pataka (position and) move like a bird. 

5.106 There is no hand position called kuncita in other texts. In garudapaksa, the hands 

are at hip level with the elbows bent (SR 7.259-60). 

5.107 Dandapaksa has (the hands held in) hamsapaksa (moving) inward 

and outward. The arala position held in the upper region becomes 

urdhvamandali, "upward circle." 

5.107 Dandapaksa has the hands at shoulder level (SR 7.257-8). In urdhvamandali, 

the hands move upward in circles (SR 7.260-2). 

5.108 The hands in the same (position) are turned to the side in 

parSvamandali, "side circle.'"Uromandali, "chest circle" is (when the 

hands) at the chest in arala are turned outward. 

5.108 In parSvamandali thehands to the sides in pataka are facing each other, or the 

arms are moved in circles (SR 7.262-4). 
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Uromaryfali involves turning or moving the hands around at chest level (SR 7.264-7). 

The Devasanopado Kalpasutra paintings illustrate five varieties of uromandall 

(Nawab, V. 1964, xxx-xxxi) and eight varieties of uromandalinama (xxxii-xxxiv). 

5.109 The hand (position) urahparSvardhamandali, "chest-side-half-

circle," should be understood as in accordance with its name. When (the 

hands in) khatika are (crossed) at the wrists, then it is mustikasvastika, 

"crossing of fists." 

5.109 UrahparSvardhamandali involves a series of separate motions with the two 

hands (SR 7.267-9). The Kalpasutra paintings illustrate three varieties (Nawab, V. 

1964, xxxii), and five varieties of mustikasvastika (ibid., xxxiv-xxxv). 

5.110 PadmakoSa, likewise (when the hands are crossed at the wrists), 

becomes nalinipadmako&a. When mustikasvastika is done at the head, it 

is called Slrsanuvalita, "turned toward the head." 

5.110 The SR mentions several versions of nalinlpadmakoSa. (7.272-6). Slrsanuvalita 

is not in other known texts. 

5.111 When the limbs, spread out upward, cover all sides, this is ulvana, 

"excessive." This completes the enumeration of all the joined (samyuta) 

positions among the sixty-four hand (positions). 

5.111 In the SR ulbana the fingers are waved (7.277-8). The Kalpasutra paintings 

illustrate three varieties (Nawab, V. 1964, xxxvii). 

357 



5.112 For each hand, the (varieties of) positions are "facing away," 

"facing toward," "high," "low," and "middle," and so there are ten 

varieties for both groups of five. 

5.112 This seems to relate to the SR list of fifteen "spreading of the hands," 

(hastapracara) (SR 7.532-6). 

This ends the description of the sixty-four hand (positions) (hastaka). 

5.113 Having described the second major limb (hands) together with its 

varieties, now I speak of the (next) group of four major limbs, along 

with their varieties of minor limbs, in order. 

Other major and minor limbs 

5.114 Chest, stomach, sides, waist, thighs, lower legs, foot positions 

(hrdaya, udara, par&\a, kati, uru, jangha, padakarma), the fixed 

positions (sthanaka), (and other) foot positions (pada). 

5.113-114 SudhakalaSa's categories overlap each other. Chest, sides, waist, and feet 

(hrdaya, par^va, kati, and pada) were listed above as angas. Stomach, thighs, and 

lower legs (udara, uru and jangha) were listed as pratyanga (5.18-20). SudhakalaSa's 

treatment of the term and concept pada is loose. It appears in his list of angas, but in 

the following treatment, there are two categories, pada or pada, and padakarma (see 

below). 
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The ordering of terms here seems to make udara a pratyatiga of hrdaya, and 

uru and jangha pratyafigas of kati, although other texts do not associate the pratyafigas 

with specific afigas. The other pratyafigas, neck, shoulders and back (griva, amsa, 

prtfha), were mentioned, or apparently intended, above in 5.57. Aside from the 

ordering, the movements given here below are close to those in the SR tradition, unless 

otherwise noted. 

Sthanakas are body positions not related to pratyafigas. SudhakalaSa gives 

them very cursory treatment. 

Third major limb, chest (hrdaya) 

5.115 The chest is of five types: udvahita, sama, abhugna, nirbhugna, 

unnata. 

5.115-116 Udvahita, "lifted," occurs in (the context of) an upward 

glance. Sama, "even," is a natural position. Abhugna, "a little bent," is 

lowered, as in swooning. Nirbhugna, "not bent," is (done) with an 

arched back. Unnata, "raised," is (used) in such (contexts) as pride. 

This ends the description of the (major limb,) chest. 

5.115-116 The SR category of chest is called vak?a (7.296-303). 

Minor limb, stomach (udara) 
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5.117 The stomach is of five types: khalla, avartita, ksama, sahaja, 

praudha. 

5.117-118 Khalla, "hollow," (indicates) hunger. Avartita, "turned," is 

self explanatory. Ksama, "emaciated," is (used) in the context of humor 

and the like. Sahaja, "natural," is a natural position. Praudha, "full," 

(indicates taking) a breath. 

5.117-118 The SR category of stomach is called jathara (SR 7.353-6). 

This ends the description of the (minor limb,) stomach. 

r 

Fourth Major limb, side (parsva) 

5.119 The side is of five types: prasarita, apasrta, nata, vyavartita, 

sama. 

5.119-120 Prasarita, "spread out," is stretched. Apasrta, "retreated," 

means returned. Nata, "bent down," is (used in) bowing down. 

Vyavartita, "turned," (involves) circling, and sama, "even," is a natural 

(position). 

5.119-120 In the SR, returned, apasrta follows vivartita, "turned round," as a return 

from that position (7.304-5). 

This ends the description of the (major limb,) side. 
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Fifth major limb, waist (kati) 

5.121 The waist is five-fold: recita, udvahita, chinna, unnata, sama. 

5.121-122 The recita, "turned," waist (movement involves) turning 

around. Udvahita, "lifted," is a little bowed down. Chinna, "twisted," is 

a twisting of the middle. Unnata, "raised," is (an) upward (movement 

associated with) a breath. Sama, "even," is a natural position. 

This ends the description of the (major limb,) waist. 

Minor limb, thigh (uru) 

5.123 The thigh (minor limb) is five-fold: nivartita, udvartita, kampita, 

calita, stambhita. 

5.124 Nivartita, "turned back," is an inward position. Udvartita, 

"uplifted," is moved about. Kampita, "trembling," and calita, "moving," 

are self-explanatory. Stambhita, "paralyzed," is unmoving. 

5.123-4 The SR has valita, "turned," instead of calita (7.358). It becomes valita below 

in the context of combined limb positions, karanas: 6.7,6.17 etc. 

This ends the description of the (minor limb,) thigh. 
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Minor limb, lower leg (janglia) 

5.125 The eight lower leg (minor limb) positions are self-explanatory. 

They are udvartita,"uplifted," avartita, "turned toward," bhramita, 

"revolved," udvahita, "lifted," nata, "bent down," sama, "even," sthira, 

"steady," and recita, "turned." 

This ends the description of the (minor limb,) lower leg. 

5.125 Discrepancies between the SUS and the SR list is relatively more for this 

category (7.361-8). 

Sixth major limb, foot or leg (pada) 

5.126 Kuncita, ahcita, recita, udghatita, are the foot/leg (major limb) 

positions. Kuncita, "contracted," is bent in the middle. The second is 

bent with the foot. 

5.126 The category called caranabheda in the SR contains thirteen movements (7.312-

25). Recita is not among them. Pada here becomes pada below. 

5.127 When the heel touches the ground, and the front part of the sole is 

raised, (and when) the tip of the foot is held at an angle, and revolved on 

the ground, (that) is recita, "turned." 
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5.128 After setting the front part of the sole of the foot, when the heel 

strikes the ground, (this) is known as udghatita, "manifested." This is 

also (done) likewise with the front part of the foot. 

This ends the foot (positions) (pada). 

Foot actions (padakarma) 

5.129-130 The seven foot actions (padakarma) are urdhvahgustha, 

sthanu, ghattita, arddhaghattita, recitaghattita, parivesa, and kundala. 

Now I will give their definitions as well. The actions of the foot are 

(called) pada. This entire (group) is dependent on the heel and the sole 

of the foot. 

5.129-130 This group does not seem to correspond to any in the SR, and it was not 

listed above among the major, secondary or minor limbs. Only ghattita is among the 

carai^abhedas in the SR (7.323). This category focuses on the foot, while the one 

above describes foot and leg motions. 

5.131 Just as on the pattauja the thumb moves with a tremble, similarly, 

the urdhvahgustha, "first toe raised "pada occurs when the big toe is 

rubbed on the ground. 

5.131 This simile is not very clear, but the reference to the drum is interesting. There is 

no action of this name in other texts. 
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5.132 The sthanu, "motionless," action is when the foot is fixed. 

Ghattita, "pressed down," is a striking with the heel. Arddhaghattita, 

"half pressed down," is a striking with the toe and (then) the heel. 

5.133 Having struck the foot, pressing with the foot at an angle is 

recitaghattita, "turned and pressed down." Parivesa, "circle," (is when) 

the shape of a circle is made with the toes. 

5.134 Kundala, "circle," (is made) keeping the heel fixed and moving 

the front of the foot in a circle. 

This ends the description of the foot actions (padakarma). 

Fixed positions (sthanaka) 

5.135 The three fixed positions of (dance) actions are the ayata, lalita, 

and avahittha sthanakas. 

5.135 Sthanas or sthanakas are unmoving positions. Their descriptions in the SR 

specify positions of the feet, hands, and other parts of the body. Sthanakas precede and 

follow moving positions (cdrl) (SR 7.1017-18) The SR lists fifty-one sthanakas. Ayata 

and avahittha are two of the sthanakas for women (stristhanaka) (SR 7.1055-6, 1063-

4) 

5.136 When the right foot is straight, and the left is (placed at an angle) 

as in a triangle, then it is ayata, "stretched." In lalita, "charming," one 
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should apply the siicyaviddha, "pierced with a needle," or the aviddha 

karana. 

5.136 Kyata involves much more than this description gives (SR 7.1057-62). Lalita is 

not found as a sthanaka in the SR. 

Karanas are positions involving both hands and feet, in moving and unmoving 

positions. There are one hundred and eight described in the SR. Siiclviddha is a karana 

mentioned below in 6.81. There is no aviddha karana, although there is an arm position 

(bahu) of that name in the SR (7.344) and an aviddha leg movement in the air {akaSikya 

carl) (SR 7.963-4). The aviddha arm position is mentioned below in 6.84. 

And in the position avahittha, "hiding one's feelings," the a&vapluta or 

other (position of this sort) is to be used. 

In the SR, avahittha and a&vakranta are separate sthanakas (7.1065-8). The 

descriptions here are very vague indeed. 

This ends the (category of) fixed positions. 

(Other) fixed positions (sthana) 

5.137 Scholars know six (other) fixed positions (sthana): vaisnava, 

samapada, vai&akha, mandala, pratyalldha, and alldha. 

5.137 Sthanaka in the SR has several subcategories. The ones called sthanaka here are 

found among the SR sthanakas for females. The ones called sthana here are among 
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those for males. There is no division made on the basis of the terms sthanaka and 

sthana in any text other than the SUS. 

5.138 In vaisnava, there is a space of two-and-a-half talas between the 

feet. In samapada, "having the feet even," the feet are straight, and there 

is only one tala space between them. 

5.138 Tala is a term used in the NJ> and the SR, and is explained in the SR to be a 

measure the distance between the thumb and the middle finger when the hand is spread 

out (7.1036). 

5.139,In vatiakha, "shooting position," the feet are (positioned) at an 

angle, with three-and-a-half tala measures between them. In mandala, 

"circle the feet are even with the hips, (positioned) at an angle with 

one tala measure between them. 

5.140 If the right foot is bent to the back, and the left is to the front and 

bent, and there are five tala measures (between the feet), it is 

pratyalidha, "shooting position." Alldha has the opposite (foot 

positions). 

This ends the description of the six sthanas. 

Praise for those knowledgeable in dance 
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5.141 Some are experts in song, others know the various ragas and 

svaras. Some have minds that understand the good composition of siidas, 

others are steadfast in prabandhas. Some are exclusively devoted to the 

playing of instruments, and some are advanced in tala. But we worship 

those experts who know dance perfectly in its entirety. 

Here ends the fifth chapter, entitled "light on the major, secondary, and 

minor limbs of dance," in the concise version of the work 

Sangltopanisad, composed by Vacanacarya Sri Sudhakala&a, disciple of 

Sri Rajafekharasuri, of the Maladhari gaccha. 
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Chapter Six 

The system of dance 

Benedictory verse 

6.1 Delighted, some of the gods are (performing) drama, some dancing 

tandava, and some the excellent lasya, which is beautiful, blossoming 

with combined movements (karana) and sequences (angahara). May the 

Tirthankara, whose greatness is born of knowledge, devoted to whom 

the gods within the three walls (of the lecture ground), intent on their 

own (happy) state, (are dancing accompanied by) instruments, grant you 

happiness with (his) true word. 

Karanas 

6.2 The karanas are in fact the foundations of the lasya type of dance. 

They number one hundred and eight according to past sages. 

6.2 Karaijas are units combining the limb movements described earlier. The following 

section more or less resembles the listing of karanas in chapter four of the NS. 

6.3 I give the description of the karanas along with their names in brief, 

and some others, such as the vigorous ones (visama), etc. 

6.3 Visama is acrobatics, described in the SR as one of three types of nrtta, separate 

from lasya and tandava (SR 7.31). It is also defined as a synonym for the group of 
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regional (deSl) movements called utplutikaranas, "jumping movements" (SR 7.1314, 

749-50). 

6.4 Just as a single raga is formed with an assemblage of svaras, gramas 

etc., similarly, (each) karana (is formed) with its respective afigas, 

upangas, pratyahgas, and nrtyangas. 

6.5 And what expresses the aesthetic emotions (bhava) in each of the 

karanasl The position of the hands and feet and other (limbs) is said to 

create the effect in this context. 

6.5 Many of the karana descriptions which follow closely resemble those in the NS 

and SR, although some are too vague to understand clearly, and some differ 

considerably. The author sometimes refers to positions that he has not described, but 

most of these are in the NS and SR. Agratalasancara, for example, has not been 

mentioned in this text It is a foot position (caranabheda) in the SR (7.319-20). 

This section is clearly related to both the NS and the SR textual traditons, but 

details differ enough to indicate that the influence of intermediary textual traditions 

and/or practical observation was significant. Karana descriptions or alternate names 

from the NS and SR (NS 4.61-174, SR 7.550-749), are noted here in cases of 

significant contrast, absence or other contextual interest. 

6.6 When (the hand position) puspaputa is (held) to the left side, (and) 

the feet are (in) agratalsahcara, this karana is known as talapuspaputa. 
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6.7 When the hands are (held in) tiukavaktra and moved inward and 

outward, and the thighs are in valita, the karana is valitoru, "turned 

thigh." 

6.7 The thigh positionva/i'ta is (probably mistakenly) calita, in 5.124. The terms 

vyavrtta and parivrtta, translated here "moved inward and outward" are specific hand 

movements. The palm is upward and the fingers gracefully spread according to the 

direction. See 5.63. 

6.8 When (the hand held in) Sukatunda is returned to the top of the 

thigh, and the other held in khatikasya is dropped, that is the karana 

called apaviddha, "cast off." 

6.9 When the feet, with the toenails even, are together, the hands are 

hung down, and the body is held straight and motionless, that is called 

samanakha, "even nails." 

6.10 When the hands are raised upward and (held) near the chest in 

afijali, and the neck is somewhat extended, that is the karana called Una, 

"absorbed." 

6.11 Then, when the hands are moved inward and positioned up high 

with the wrists crossed in recita, that is svastikarecita, "crossed and 

turned." 
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6.12 When the hands with their palms upward are moved inward in the 

shape of a circle and then crossed, that is mandalasvastika, "circle-

cross." 

6.13 When the legs are bent, the hands are in recita, and the hips have 

the recita position, the karana is recita. 

6.13 Recita, involving turning, is not a karana in the NS tradition. 

6.14 When the hands are bent (ahcita) held near the shoulders, keeping 

the fingers facing each other, and the legs are bent, that is the karana 

called nikuttita, "cut, bent." 

6.15 When the hands are moved inward, the hips are in the chinna 

position, and this karana is done repeatedly, that is katividdha, 

"throwing of the hips." 

6.15 It is katicchinna, "twisting of the hips" in the NJ> (4.71) and SR (7.608-9). 

6.16 When the hands are to the left (one held) in recita, and the right 

one in khatikamukha, and the legs are in the nikutta position and (the 

body is) bent to the side, it is arddharecita. 

6.17 When the legs are slightly bent, the hands are held crossed at the 

chest, and the hips are in the valita position, it is known as 

vaksahsvastika, "crossed at the chest." t • ' 
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6.18 When the side is lowered, the eyes are lowered, the hands are in 

recita and there is repeated jumping, that is the kararia called unmatta, 

"frenzied." 

6.19 When one has the hands to the left, and the legs are positioned 

below to the right in the shape of a cross, that is the karana called 

svastika, "cross." 

6.20 When the hands are moved inward and outward in the shape of a 

cross at the back, and the legs are in the position of a cross, that is 

prsthasvastika, "cross at the back." 

6.21 When the hands and legs are held in the position of a cross, then 

(when) the shape of a cross (is made) on the left side, this is diksvastika, 

"directional cross." 

6.22 After holding the recita position with the legs, then putting the leg 

in the lifted knee position, when the right hand is in the vyamsita, 

"deceived," position, this is urdhvarecita, "turned upward." 

6.22 There is no urdhvarecita in the N£, but this is similar to the karana alata, 

"flaming ring" (NS 4.79,10.41; Naidu 1980,26; SR 7.615-16).Vyamsita is a karana 

(SR 7.652-4; N£ 4.109; below); there is no separate hand position of that name. 
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6.23 When the legs are bent, the hands are near the chest and the hip 

(respectively), and the face is lowered toward the right side, that is 

katlsama, "straightening the hips." 

6.24 Throwing the left hand (which is in) recita, and throwing the right 

foot (which is in) recita, and making it askew, is aksiptarecita, "thrown 

and turned." 

6.25 When the hands and feet are thrown inward, and the hands and feet 

are likewise thrown outward in progression, it is viksiptaksipta, "thrown 

in and out." 

6.26 If the right hand is held in the karihasta position, the other in the 

Sukatunda position, and the hips are held in a slightly twisted position, it 

is arddhasvastika, "half cross." 

6.27 When a hand which is in karihasta, is moved inward then outward, 

and the rest of the characteristics are like the previous (karana), then it is 

ahcita, "bent." 

6.28 Holding khatikamukha to the left, (if the leg) is raised up (and) 

bent, and the right hand faces downward, this is bhujangatrasita, 

"frightened by a snake." 

6.28 The NS describes this more clearly - the thighs, hips and leg are turned at an angle 

(NS 4.85; SR 7. 613-14). 
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6.29 When the right leg is contracted inward, and the left is pushed 

forward, and the hands are moved inward and outward, then the karana 

is urdhvajanu, "uplifted knee." 

6.29 The movement of the hands is added here. The NS only says "according to usage" 

(4.86) The SR makes different hand specifications (7.626). 

6.30 The karana in which the hands are held in karttarlmukha, the legs 

are a little bent, and the hips are lowered, is nikuhcita, "bent." 

6.30 This description has no relation to that in the NS or SR (N2> 4.87; SR 7.621-3). 

6.31 The karana in which the legs are moved back and forth and spread 

apart from each other, and the hands are moved inward and outward, is 

brmhita, "increased or roared." 

6.31 There is no brmhita in the NJ$ or SR, but, as Shah points out, it is similar to the 

description of mattali, "drunk" in the NS (4.88). The NS uses the verb ghurn in its 

description, as does the SUS, while the SR does not. 

6.32 When the heels are together, the left hand is held in recita, and it is 

turned around in sequence, that is vaktramarecita.O) 

6.32 Not in or SR. There is a slight similarity with the NS ardhamattali (4.89). 

374 



6.33 (When) the right hand (has the position) recita, the right leg is 

bent, (and) the hands are (respectively) hung down and turned aside, 

then it is recitanikuttita. 

6.34 In padapaviddha the hands are (held in) karttarlmukha and 

positioned near the navel, the legs are suclviddha and apakranta. 

6.34 Suclviddha is described in 6.81. Apakranta is a carl in the NS tradition (SR 7.944-

45). Carls are combinational movements involving one or both legs. See below, 6.112, 

123-7. 

6.35 When the face is turned and the lower back is likewise turned, and 

the hand position is suclmukha, that is valita, "turned." 

6.36 When the right hand is moved back and forth, the head is likewise 

moved, and the legs, which are bent, are also moved back and forth, 

then it is ghurnita, "shaken." 

6.37 When the hands are turned around, the left being in khatikamukha, 

and when the whole body is graceful, then the karana is lalita, 

"graceful, charming." 

6.38 First making the position urdhvajanu, one should form the hand 

position lata. When the second leg is a little bent, this is called 

dandapaksa. 
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6.38 Drdhvajanu is described in 6.29. 

6.39 After doing bhujangatrasita, if the hands are held to the left side in 

recita and turned over and back, it is bhujahgatrastarecita, "turning 

from fear of a snake." 

6.39 Bhujangatrasita is described in 6.28. 

6.40 In (the karana) called nupura, "ankle bracelet," the hips are 

lowered, the neck is bent, the hands (take the position) called lata, the 

lower back is turned, and the legs are (held in) nupura. 

6.40 Nupura is a leg movement, akaSikya cari, described in the NJ$ (NS 10.35; SR 

7.953-4). 

6.41 It is vai&akharecita when the hands are arala and recita and moved 

inward and outward, and the vaiSakha sthanaka (is held). 

6.41 VaiSakha sthanaka is described in 5.139. 

6.42 When the left hand in recita is turned upward, the hips are turned, 

and the feet are crossed, that is called bhramara, "bee." 

6.43 When the hands, one ancita and one khatikamukha, are positioned 

near the navel, and (when) having turned, the hip returns to its (original) 

position, that is called catura, "clever." 
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6.43 This is different from the NiS and SR description (N5> 4.100; SR 7.648-9). 

6.44 When the left hand is lata, and the other is bent toward the hip, and 

the bhujangatrasita position is taken, that is bhujahgahcita. 

6.44 Bhujangatrasita is described in 6.28. 

6.45 When a hand and leg are held upward in recita, like a staff, and the 

second (hand and foot) are straight, then it is dandarecita. 

6.46 When the right leg holds the vr$cika, "scorpion," position, and the 

other foot is in a natural position, and the arms are bent, then it is 

vrScikanikuttita. 

6.46 VrScika is a karana in the NS (4.108; SR 7.658-9). One leg is bent up at the back 

to resemble a scorpion's sting. 

6.47 When the legs are bent, and the hands are in lata, and the hip takes 

on a circular movement, that is katirecita, "turning of the hip." 

6.47 Called katibhranta in the NS and SR (NS 4.104; SR 7.649-52). 

6.48 (When) the left hand, and likewise the foot, hold the shape of the 

scorpion, and the right hand holds the position lata, then it is 

latavrScika. 
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6.49 When the hands in tripataka are moved inward and outward, and 

the hip is twisted in the vai&akha sthanaka, then it is chinna, "twisted." 

6.49 VaiSakha sthanaka is described in 5.139. 

6.50 When the right leg is vrScika and the right hand is recita, and the 

hip is somewhat lowered, this is vr&cikarecita. 

6.51 When the hands are bent toward the shoulders, and moved inward 

and outward, and the legs are bent, that karana is said to be amsancita, 

"bent at the shoulders." 

6.51 There is no position of this name in the NS or SR. Shah compares this with the 

N£ vrScika, in which the hands are bent over the shoulders (NJ> 4.108; SR 7.658-9). 

6.52 When the hands are held at the chest in recita and are tossed up and 

down, and where the sthanaka alldha (is held), that is vaksorecita, 

"turned at the chest." 

6.52 The similarly described karana is called vyamsita, "deceived," in the NS (NS 

4.109; SR 7.652-4). Alldha is a sthanaka, fixed position, mentioned here in 5.140. 

6.53 The left leg is somewhat bent, the right is bent, and the face is 

lowered over the left shoulder in parSvanikuttita, "bent to the side." 
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6.53 The face is not mentioned in the NS> (4.110). 

6.54 The hands are positioned high and low and moved inward and 

outward, and the left foot reaches the forehead, in lalatatilaka, 

"adorning the forehead." 

6.55 If, after moving the karttarimukha hands inward, with the side 

bent, the leg is swung (forward) (recita) then it is the karana called 

kranta, "traversed." 

6.56 When, after touching the right foot to the ground, the other leg is 

bent, and the arms are somewhat bent, then the karana is kuncita, 

"bent." 

6.57 When the hands are near the chest, and the bent right arm is moved 

in a circle, then it is known as cakramandala, "circle." 

6.57 This is different from the NS and SR cakramandala, which involves a deep 

bending of the body with the arms outstretched (NS 4.114; SR 7.671). 

6.58 When the arms are bent toward the hip, the legs are crossed and 

released, and the right side is bent, it is nitambasvastika. 

6.58 There is no kararia of this name in the N£ or SR. Uromandali is described in this 

position in the N£ list (4.115). 
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6.59 When the arms have the position called aksipta, "thrown," and the 

legs are thrown and turned (aksiptarecita), the eyes are lowered, and the 

side is bent, it is called aksipta, "thrown." 

6.59 Aksipta is a throwing motion that can involve the hands, legs or body (NJ$ 4.152). 

6.60 When the pataka hands are turned around and to form anjali, and 

the feet have the position "bottom of the toes upward," that is 

talavilasita, "showing the sole." 

6.61 When there is a one-half tala measure space between the feet, and 

there is a similar space between the hands, that is argala, "obstruction." 

6.62 When the left leg has the scorpion (position), the left hand is lata, 

and the face is cast to the side, the karana is viksipta, "cast about." 

6.63 When the arms are hung down and the right leg, after (bending it, 

is) quickly extended forth and turned around, then it is called vartita, 

"turned." 

6.63 Avarta in the NS (4.120; SR 7.673-74). 

6.64 One should swing the legs, bent continuously, (and) hang the arms 

down with the palms outward, in dolapada, "swinging leg." 
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6.65 When the hands are recita , the side is turned, and the left leg is 

turned back, the karana is vinivrtta, "turned back again." 

6.66 In the karana called nivrtta, "turned back,"the legs are put in a 

crossed position and moved in circles, then turned back, and the same is 

done with the arms. 

6.66 It is vivrtta, "turned around," in the Nf> (4. 122; SR 7.677-8). 

6.67 When, after performing the leg movement parSvakranta, it is 

released and the hands are turned over, this is called parSvakranta, 

"moved to the side." 

6.67 ParSvakranta is a leg movement in the air (akaSikya carl) in the NS and SR (NS 

10.31; SR 7.945-7), as well as a karana. 

6.68 When one hand is at the forehead, one leg is bent toward the back, 

the body is bent and the waist is bent, that is prsthakuhcita, "bent toward 

the back." 

6.68 There is no karana of this name in the N£>, but Shah points out the similarity to 

niSumbhita (Ng 4.125; SR 7.682-3). 

6.69 When the head is turned toward the back and the right leg is also 

likewise (turned), and the bent arms are (positioned) above and below, it 

is said to be Slrsavalita, "turning of the head." 
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6.69 There is no $lr§avalita in the N£, but Shah points out the similarity to 

vidyudbhranta, "flash of lightening" (NS 4.126; SR 7.684-5). The foot is brought near 

the head from behind. There is also an akaSikya carl of this name. 

6.70 When, after doing atikranta with the leg, it is stretched forward, 

and the left hand is (held) in front of the face, this is atikranta, "stepping 

over." 

6.70 Atikranta is a stepping movement (akaSikya carl) (SR 7.942-4). The hand action 

in the N£ is described simply as an appropriate one (NS 4.127). 

6.71 When the left hand is lata and the right hand is at the side, the 

lower back is turned and the legs are tossed (aksipta), then it is vivartita, 

"turned." 

6.72 When, placing the right leg to the back and front, the left hand is 

lifted (?), then it is gajakrldita, "elephant's play." 

6.72 This verse is difficult to construe. The SR and NS description is clear: the leg is 

swung and the left hand is at the ear. The movement illustrates its name (NS 4.129; SR 

7.689-90). 

6.73 When the palms of the hands are in the clapping position and the 

feet strike the ground and there is a circling in the four directions, it is 

talasantsphotita, "clapping." 
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6.74 When the foot is placed toward the front, the right one is bent, and 

the bent arm is at the cheek, then it is known as gandasucl, "sucl at the 

cheek." 

6.75 When the hip is turned in a circle, the legs are turned in a circle, 

the lower back is turned around, and the arms are bent, then it is called 

parivrtta, "turned around." 

6.76 When the left leg has the knee upraised, the right leg is straight, 

and the arms are lowered to the side, that is partivajanu, "knee to the 

side." 

6.77 When the feet are five tala measures apart and the arms are hung 

down, and the eyes are cast downward to the front, it is grdhravalina, 

"like a vulture." 

6.78 When the arms are hung down, the legs are in the shape of a cross, 

the side is lowered, and the face is lowered, that is known as sannata, 

"bent down." 

6.79 When the ground is struck with the big toe, and the leg is bent, and 

the arms are straight, that is sucl, "needle." 

6.80 In a karana where there are all the characteristics of suci, (but) the 

left arm is bent and lowered, that is said to be arddhasuci. 
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6.81 If the right leg is toward the back and the left is forward, and when 

the hands are inverted in suci, that is called suclviddha, "pierced by a 

needle." 

6.82 When one leg is placed in apakranta and the right one is crossed, 

and the hands are (crossed at) the wrists, then the karana is vilolita, 

"shaken." 

6.82 There is no vilolita in the NS. Apakranta is a stepping movement (akaSikya carl) 

(SR 7.944-45), and a karana (NS 4.140; SR 7.713). The apakranta karana involves 

the position uruvalita. Is it possible that a textual misreading by SudhakalaSa resulted in 

the SUS vilolital 

6.83 When the legs are bent (nikuttita), the right arm is bent, and the 

other hand is held in (the position) called lata, it is to be known as 

sarpita, "creeping." 

6.84 When (one) leg is held in the shape of a staff and the other is 

placed forward, and the hands make (the motion) aviddha, that is 

dandapata, "fall of a staff." 

6.84 This is called dandapada, "leg like a staff," in the NS (NS 4.143; SR 7.704-5). 

Aviddha is an arm position (bahu), defined as "tossed about" (abhyantaraksipta) (SR 

7.344). 
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6.85 When the arm and leg are bent and contracted toward the back, and 

the head has a repeated jumping motion, that is haririapluta, "running of 

a deer." 

6.86 When half of the body is turned to the back and the other half, 

likewise, to the front, because of the arm being bent to its end (pranta), 

this is (called) prenkholita, "swung." 

6.86 This description seems to contain a vague etymological explanation of the prefix 

pra. But the root itself is prenkh, "to swing." There may be a textual corruption here. 

The N£ description is completely different (4.145). 

6.87 When the arms are shaken (recita) and the fingers face each other, 

and the legs are crossed, then there is a jumping, in nitamba, "hips." 

6.88 When the placement of the feet is inverted, and the arms are bent 

and lowered, and the face is somewhat forward, then it is skhalita, 

"stumbled." 

6.89 If the left leg is toward the back and the right one is forward, and 

the left arm is bent toward the hip, that is karihasta, "elephant trunk." 

6.90 When the right arm is shaken (recita) and the left has the position 

Sukatunda, "parrot's beak," and the legs are bent (nikuttita), then it is 

prasarpita, "creeping forward." 
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6.91 The left foot is placed quickly toward the front, the other (foot) is 

to the back, and there is a glance toward the back, in simha vikridita, 

"lion's play." 

6.92 In (the position) called sifihakarsana, "pulling of the lion," half the 

sole of the right foot is bent, the head is bowed, and the arms are bent 

(with the hands) facing each other. 

6.93 When the arms are bent at the chest, (with the hands in) 

karttarlmukha, and the heels are raised, (because of the) contact between 

the heels, this is said to be parsnisanghattita, "contact of the heels." 

6.93 This is not in the NS. 

6.94 When the left leg is hung down and the arm is also hung down, and 

the right (arm?) is bent, this is upasrta, "drawn near." 

6.94 In the NJ> description, the body is bent forward (4.153). 

6.95 When the ground is struck with the front of the foot, after a 

movement of the sole (?), and the side of the body is turned, this is 

talasanghattita, "contact with the sole." 

6.95 The NiS description involves contact of the palms of the hands. Tala means both 

palms of the thae hands and soles of the feet. Is SudhakalaSa creating his own 

description based on this karana's name? 
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6.96 When the right hand (holds) lata and the left recita, the legs are 

bent and the neck is bent, that is known as janita, "original." 

6.96 The SR notes that this is a gesture representing the beginning of an action (SR 

7.727). 

6.97 When the right leg is bent, and the other is lowered and lifted, and 

the arm (is moved) like the legs, that is patitutpatita, "lowered and 

lifted." 

6.97 The NS has avahittha (4.156) 

6.98 The leg is brought in contact with the thighs for a moment, the side 

(of the body) is bent, and the left arm is raised in padoruSlista, "contact 

of leg and thigh." 

6.98 This is not in the NS. 

6.99 When, after positioning the bent legs, there is a movement forward 

with a jump, and the arms are bent and shaken (recita), that is known as 

elakridita, "ram's play." 

6.100 When the thighs are turned, the legs are shaken (recita), one hand 

is in lalita and the other is in lata, this is called uruvrtta, "turned 

thighs." 
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6.100 Lalita is described in 5.101. 

6.101 The hands are in lata, the legs are loose, the head is bowed, and 

the face holds an amorous expression, in madanaskhalita, "stumbling 

with love." 

6.101 This is madaskhalita, "stumbling in drunkenness," in the NS and SR (NS 4.160; 

SR 7.734-5). Such readings on the part of SudhakalaSa indicate a mechanical 

relationship to a textual source. 

6.102 When one leg is bent (with the foot) facing upward, and the other 

is placed forward, the hands are swung forward and turned, the wise 

recognize padakranta, "moving in steps." 

6.102 This is Visnukranta in the NS and SR (NS 4.161; SR 7.732). 

6.103 If the left hand is lata and the right arm is bent, the hips are 

twisted, and the legs are bent, it is latakuhcita. 

6.103 The NS has sambhranta, "bewildered" here, which is somewhat different 

(4.162). 

6.104 When the arms are bent and held at the hips and the chest and the 

face is bowed down and the left leg is bent, then it is katinikuttita, "bent 

at the hip." 
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6.104 This is vi$kambha in the NS (4.163). 

6.105 When the hands are held with the fingers facing each other, the 

elbows are held to the right side of the body, and the left leg is held to 

the left side, that is udghatita, "manifested." 

6.106 When the leg is bent, the hip is lowered, the arms are bent, the 

(other) leg is bent, and the side (of the body) is lowered, this is said to 

be vrsabhakrldita, "bull's play." 

6.107 When the head is rolled and turned, the arms are likewise shaken 

(recita), and the legs are moved back and forth, that karana is lolana, 

"rolling back and forth." 

6.108 The legs are crossed and returned (to position), the face is held to 

the right side, the arms are bent, and held in lata and shaken (recita) 

when in nagapasarpita, "creeping of a snake." 

6.109 The left hand is on the chest, and the right hand is below it, the 

face is bowed down, and the legs are bent in Sakatasya, "wheel of a 

cart." 

6.109 This is an athletic bending of the body in the NJ> tradition. It is also the name of a 

bhaumya carl. 
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6.110 The left leg is raised and the left hand is shaken (recita), the chest 

is raised in gafigavatarana, "descent of the Gariga." 

6.111 Thus, the one hundred eight common karanas have been 

described, and this is also the description of the irregular (positions) 

(visama) which are among the postures of the yogis. 

6.111 Only 104 karanas are given here. The NJ>, in explaining that karanas are 

combinations of the separate positions and movements (hasta, carl) elsewhere 

described in the text uses the term yoga (NS 4.170), which may have been the 

inspiration for SudhakalaSa's statement here. Visama is athletic movement. It is also 

mentioned in 6.3 above. 

AAgaharas 

6.112 There are thirty-two angaharas. They are created by means of 

karanas. Also, there are thirty-two bhramarls and carls. 

6.112 Angaharas are combinations of karanas in sequence. Bhramarls are circling 

movements (see below, 6.120-2. Carl, "gait," is a simultaneous movement of the foot, 

lower leg, thigh and hip (SR 7.897). These are movements involving one or both legs, 

done on the ground (bhaumya) or in the air (akaiikya). 

6.113 Now I give the names etc. of the angaharas. First, in brief I give 

the technical terms for angaharas. 
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6.114 (An afigahara) formed with three karanas is called a kalapa, one 

with four is a khanda, and one with five is a sahghata. (Thus,) an 

afigahara is made of karanas. 

6.114 The N$ and SR also speak of one made of two karanas called a matrka, and 

other unnamed ones consisting of different numbers of karanas (SR 7.792-3). 

6.115-119 The thirty-two (angaharas) are haripriya, paryasta, 

suclviddha, apaviddha, aksipta, udghattita, viskambha, alipallava, 

bhujafigatrastahcita, karisamsphotita, recitasvastika, 

par$vasvastika,vr$cikapasrta, utksipta, nikutta, vilasanmada, 

gatimandala, safighatta, paricchinna, bhujancita, paravrtta, alata, 

par&vaccheda, vidyuta(?)bhrama, udvrta, alidha, recita, churita, 

katlcchinna, mahodvrtta, jayadarpa and arddhanikutta. 

6.119 This follows fairly closely the thirty-two angaharas of the N£, where each is 

described with its sequence of specific karanas (4.175-250). The order in the SR is 

somewhat different (7.789-891). 

This ends (the discussion of) angaharas. 

Bhramaris 

6.120-121 (The eight bhramaris are) antarbhramarl, bahyabhramarl, 

alagabhramari, cakrabhramarl, chatrabhramarl, recitabhramari, 

tiripabhramarl and cittabhramari. 

391 



6.122 Each of them is of four types: nabhasl,"skyward," 

bhumisambhava, "originating on the ground," urdhvastha, "situated 

upward," and adhafisthita, "situated below." Thus there are bhramarls 

equal in number to the (thirty-two) teeth. 

6.120-122 Bhramarl is included as a carl in the NS. Mentioned as a type of carl in the 

N$, bhramarls became a separate category from the time of the Sangltasamayasara 

(Bose 1991, note:55-6). The SR includes nine bhramarls among a larger group of 

region-specific (de$l) movements called utplutikaranas, "jumping movements" (SR 

7.749-50). 

In the SR there is no recita or citta bhramarl, and its last three are ancita, Sira 

and dik. (7.755; 775-82). The further four-fold classification here is not found 

elsewhere. 

This ends (the discussion of) bhramarls. 

Carls 

6.123 The carls originate below the hips. There are sixteen ground-born 

ones, and sixteen sky-born ones, thus they number thirty-two. 

6.123 Called bhaumi and akaSiki in the NJ>, ground-born and air-born denote whether 

the leg movements are on or above the ground. The carls are described in the NJS in 

10.14—47. 
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6.124-125 The sixteen ground-born carls are sthitavarta, bhramatalll, 

edakakrldita, ancita, urudvrtta, utspandita, vicyava, recika, urddhika, 

Sakatasya, janita, viddha, vlcl, subahuka, udvestita and samSlista. 

6.126-127 The sixteen sky-born carls avQvidyudbhranta, dolapada, 

danda, nupurapadika, atikranta, urdhvajanu, alata, aksipta, sucika, 

bhujanga, ghurnita, unmatta, sahksipta, tiryagahcita, utpluta, 

alagasamsthana. 

6.124-7 Most of these are found in the SR collection of bhaumya and akaSikya carls 

(SR 7.917-42, 942-65). 

This ends (the description of) the carls. 

6.128 The characteristics of these (movements) cannot be learned by 

means of (just) a few statements, hence, in consideration of the length of 

this work they are not described here. 

Current practices 

6.129 These days the dancers are fools, and the scholars are not 

practitioners. There is no practice without dancers, and there can be no 

accomplishment through theory without (practice). 

6.129 SudhakalaSa begins here an interesting series of comments on current practice. 

The use of vernacular terms mentioned here represents a most important trend - a 

393 



profusion of colloquial practices and sensitivities that was shaping the art endeavors of 

the time. 

6.130 They practice from childhood, like monkeys, using their own 

language. They learn through a language of dance which is the language 

of their own practice. 

6.131 (Only) some use the terms called nrtyanga as the language of the 

dancers. Mostly they practice in their own language, like thieves. 

Current terminology 

For example, the seven drills are basic exercises, walking exercises, 

exercises with a stick, seated shooting-position exercises, standing 

shooting-position exercises, still and brisk exercises(?) (mulaSramu, 

calaSramu, dandavadaSramu, baitha alldha, ubhi alldha, citravadu, 

jhalakanl). 

There are other (terms) also characterizing dance, especially gadalulyu, 

pavatau, machaliyau, sihariyau, tirapiu, baithl chadaka, ubhi chadaka, 

aghindu, pachindu, ekasara, dusara. 

6.131 Machaliyau, and sihariyau must be "moving like a fish" and moving like a lion." 

Aghindu, and pachindu may denote moving forward and backward. 
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6.132 These are the limbs (ahgas) of dance, and there are others as well. 

But how is the student to practice these, and where? I address this here 

for the purpose of repetitive practice. 

System of practice and performance 

6.133 On an auspicious day when the moon is bright, one should begin 

dance practice. One should build a performance platform (using) sand. 

6.134 After paying homage to 5>arada, (and) to Candika, the goddess of 

dance, and having put on (the appropriate) clothing, one should worship 

the teacher. 

6.135 Now, the girl who makes her profession from dance, or a clever 

girl of the royal family should practice the basic exercises in the 

morning, before eating. 

6.136 When the practice is complete, one should have a person who 

knows the body perform a massage of her limbs. Having bathed her with 

plenty of water, he should nourish her with agreeable foods. 

6.137 A dancer who has control over all the exercises is called a patra, 

"worthy." After putting on her costume, the patra should perform dance 

before the king. 

395 



6.138 The best (type of) dance is to be done at great festivals and 

weddings etc. 

Now, after the sounding of the gajara, the patra should begin 

moving with her feet. 

6.138 Gajara is a drumming composition (vadyaprabandha) described in the SR 

6.963-6. 

6.139 Then the patra should perform the flower offering in the area of 

the performance platform. She should perform the dance in accordance 

with the song and instrumental music. It should not be dry in any 

portion. 

6.139 $u$ka, "dry," is solo instrumental music, played without reference to song or 

dance (SR 6.16). Here, however, it may denote dance unaccompanied by music. 

This ends the description of the system (of a performance). 

Members of the assembly 

6.140 The head of the assembly is one endowed with (knowledge of) the 

three aspects of music, prosperous, skilled, famed in love, 

knowledgeable of the distinction between good and bad qualities, 

generous and praiseworthy. 

This ends the description of the head of the assembly. 
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6.141 The best assistants at the assembly are seated in the middle. (They 

are) knowledgeable about performance, very learned, soft-spoken and 

charitable. 

This ends the description of the assistants. 

6.142 The assembly is filled with people who are seated to the side of 

the king. (They are) generous, understanding of good qualities, very 

learned, discriminating and prosperous. 

This ends the description of the assembly. 

6.143 The chief composer (sits) in the center of the (musicians). He 

knows theory and practice and is held to be a practitioner of correct 

song. 

This ends the description of the composer (baikara). 

6.143 Baikara is a colloquialization of vangmayakara or vaggeyakara, the highest 

category of musician, one who is expert in both the literary and melodic aspects of 

music (SR 3.2-12). 

Types of performers 
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6.144 A gandharva (singer) knows many songs (and) brings pleasure to 

the ears through sweetness. A ranjaka (pleaser) is one whose song 

pleases everyone. 

This ends the description of the gandharva and ranjaka (categories of 

musician) 

6.143-4 The SR describes three main types of musicians, vaggeyakara, 

gandharva/svaradi and gayana. The last has five subcategories, among which is 

ranjaka (SR 3.19,21). 

6.145 One whose mind is not pleased by good song, dance and 

instrumental music is an animal existing in the shape of a man. But if he 

is generous, he is not lacking attainment. 

6.145 SudhakalaSa seems to be saying that even one who cannot appreciate music is 

forgivable if he offers generous patronage. 

Praise of the work 

6.146 May all the three worlds become eternally joyful with the wealth 

(Sri) of knowledge that has come to light after (this) ocean of scripture 

has been studied. 

6.146 Sri (Lak§ml) appeared out of the ocean when it was churned by the gods and 

demons. 
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6.147 The wise should cultivate patience in (regards to) this (work), 

which is composed with content dear to scholars, which is the essence of 

the ocean of music, a gem among good texts, beyond comparison. 

6.148 With the flow of statements in this (text), may you sport in the 

ocean of music, which derives delight from the moon (Soma), father of 

Mercury (Budha), its beautiful waves having arisen from the sight of 

him. 

Author's lineage 

6.149 How many kings were enlightened, how many books were 

composed, how many debators were won over and how many fierce 

austerities were practiced by the munis who were the crowning jewels of 

the revered Harsapuriya gaccha, who were like Indra among the wise, 

who had good disciples, and who accomplished all this while, having 

obtained a boon, were immersed in SarasvatI! 

6.150 In that gaccha, King Srlkarna himself bestowed the title 

Maladhari, even though he was free of impurity (mala), to the great 

guru Abhayadevasuri. In that lineage was Naracandrasuri, who knew the 

true scriptures and music. After him was a guru named Srltilaka, under 

whom I was given initiation. 
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6.151 May my guru RajaSekhara, like a lion among the elephants of 

debaters, leader among the wise, true teacher of the true path, sun of the 

crest of the tiara, be long victorious. Then, his disciple (who) took the 

name SudhakalaSa, "pitcher of ambrosia," composed the concise version 

of the entire Sangitopanisad for the pleasure of the learned. 

Date of the work 

6.152 I composed the work Sangitopanisad in the year zero-eight-three-

one, and its concise version in the year six-zero-four-one. 

6.152 The vikrama years 1380 and 1406, translating to C. E. 1324 and 1350 

respectively. 

Here ends the sixth chapter, entitled "light on the system of dance," in 

the concise version of the work Sangitopanisad, composed by 

Vacanacarya Sri SudhakalaSa, disciple of Sri RajaSekharasuri, chief 

among debators, jewel of the Maladhari gaccha. 
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