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1. Introduction of the text:

According to the author Pandit Bhatakhande, this treatise was written to make an
authentic system for the popular music of the time and present it to the people, so

that the knowledge of ‘@ez=iwfia’ can be made easily available to the people.

The day and date of sfweaezefiaq is Monday, Chaitra Shukla Pratipada of samvat
1831, that is, March 22, 1909 AD. There are two chapters with an appendix at the
end. The first chapter is eaw, in which — fa, w&r, om, w@1, 39, T, 9o, e, T,
etc are described with reference to music treatises. It discusses both — the North

Indian music system and the South Indian music system.

In wmeaw the & and @ are divided as per the North Indian system as sme(3=7) and
s=r (Tm). At the end there are miscellaneous subjects like — the strength and
weaknesses of a singer, the signs of a amrrr, gemri signs etc, that are described as

per the Sangita Ratnakara.

The appendix at the end, discusses the Ragas and their division and discipline as

described in various music treatises.

2. Linguistic perusal:

This treatise is written in the sggg meter, in simple verses and easy language. The

matters that are given in short here in the form of formulas are discussed in detail
by Pandit Bhatkhande in his other treatises.

3. Why did he write it in Sanskrit?
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| believe that he wrote in Sanskrit because, Sanskrit treatises are referred to
validate any subject matter. Sanskrit treatises are considered to be scientific
treatise or Sastras. This may be the reason. The language of this treatise is slightly
different from the early music treatises written in Sanskrit. Sometimes there are
errors in the meter as well. But overall work is very much nice and not in the form
of literature but in the formation of a Sastra or a theoretical treatise which

describes the particular art on the basis of rules and regulations.

4. AFTATEMH

Almost all the Sanskrit books start with prayers. It is an Indian tradition to begin
the work with an invocation of God. Here too Pandit Bhatkhande starts with
salutations to the Vighnharta Ganesh, Goddess of learning Sarasvati, and the
Guru who removes the darkness of ignorance. He asks for permission of earlier

authors and Gurus.

5. Aim of the creation of this text -

Pandit ji says that he has composed this treatise for the cleansing of his inner self.
He mentions another aim of his writing this treatise — for the inspiration from the

old and new music systems, to remove the confusions and discordance.

6. Introduction given in the text -

The author of this treatise mentions - in the fifth verse. Here the author’s selfless
approach and the aim of serving the Sanskrit language and music becomes
obvious. In most of Sanskrit literature, authors often avoided giving their name
to their creations. Panditji says that just as churning of an ocean is extremely
difficult, in the same way, describing the Hindustani music system after studying

its various aspect, is difficult.
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7.The two main systems of music popular in India —

wafd
2. IR IRrg el - Tfaugfa | 2. gfaurfgegrar - gafaugfa

The part of India in the south — Chennai and surrounding areas — the
Karnataki system is popular. That means the people who speak Tamil,
Telugu, Kannada and Malyalam follow the Karnataki style, while in the

rest of India, Hindustani style is followed.

8. AT and aft

Singing, playing on instruments, and dancing are all included in Sangita.
This definition is given in almost all the ancient and middle age music
treatises. Margi means discovered or seen — created by Brahmaji, presented
to Lord Shankara by Bharatamuni. The melodious music that is popular
among local people in various parts of India is called Desi. Bhatkhande
says that the Laksya style, that is, the modern style of singing is known as
Desrt. Ratnakara adds that the music that the women, children, cowherds,
kings, and such others sing spontaneously to entertain themselves is also
included in Desi. Sangita Darpana and Ragavibodha also say the same
thing. Pandit Bhatkhande writes in his treatise — Margi has been properly
disciplined and is classical. Marga - that is direction is always regulated by
rules. While Dest is mainly for entertainment and is a peculiar part of

Margt, which is now believed to be extinct.

9. Ancient Treatises

UTAARME s Td TSIaIRadTd |
e feUfaeeTsal T-UefaaArmT ||
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In the eleventh shloka it is said that among the treatises and scriptures
Sangtta Ratnakara is the best. Besides this, Natyasastra is also an ancient
treatise. In all these treatises the importance of Desi has been accepted.
Two divisions — ‘Purva Prasiddha’ and ‘Adhuna Prasiddha’ have been
stated.

10.The duties of the scripturists
Bhatkhande writes about the duties of the authors of the treatises — they
should give a realistic description of the arts prevalent in their time,
neutrally and without any prejudice. Music is dynamic and keeps changing,
so they must not define certain subjects and raise doubts.
There is description of Mirchana, Jati, Ragamela that have been lost, in
Sangita Ratnakara. Panditji writes that the base treatise for the different
mata Hanuman-mata, Shivamata, Bharatamata, Ragarnava mata is not
known to anybody.
He writes in the 53" verse that he is proud of the ancient treatises and he
has studied them as much as was possible for him. In Shloka 61 to 74, he
presents his opinion on the questions that arise in the minds of music lovers
after reading Sangita Ratnakara

= \Where and how to make use of the Jatis?

=  Which modern Mela are considered Madhyamgramin?

= What is the relation between the Madhyamagram-geya-Raga and the

Ragas as presented in the Sangita Ratnakara?

= What are the Ragas with soft ‘Ga’ and ‘Ni’ called in Ratnakara?

= Which are the Ragas with sharp ‘Ma’?

» What are the Melas of Gram Ragas as per the modern music?

=  Why is the modern description of Mirchana, Shuddha-tana, Raga -

Ragini etc. are totally different from the description given in the

ancient treatises.
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Pandit Bhatkhande has discussed all these questions keeping in view
Sangita Ratnakara and Simhbhupala and other ancient treatises. Leaving
out the difficult to understand portions and discussing the music that is
popular at the time was the duty of a scripturist. Bhatkhande writes that the
scripturists have done what was best for the music of the time. He describes
in the 72" verse that the scripturists of Ragavibodha, Caturdandr
Prakasika, Kalanidhi, Ragatarangini, Ragamanjari, Sangita Parijata,
Ragakaumudi, Ragatattvavibodha, Hrudaya Prakasa and Hrudaya
Kautuka as among the best scripturists who have done a great job. He gives
a special position to Sangita Ratnakara. He states very clearly that
wherever there is doubt while read in the ancient treatises, one can refer to
Srimallaksyasangitam. He writes that if one is unable to understand the
ancient treatise properly then referring to this treatise can help solve the

problem and reach at a logical conclusion.

He also writes for the best treatise creators ‘gafener aRcaIsT TaRATGT o

| TR TR T R S (oolf

11.The meaning of Lakshya Sangita

Bhatkhande describes three styles of music — the music described in

scriptures is &=y, the one that is popular at the time is sr&geT and the music

in the future is #mfaer. In the 76™ Shloka he says that what is given in this

treatise, ‘MAcasaa@Na# is about &

12.3fawerfea

Brahma received music from @meg. All the gods and goddesses are

connected with music in some form or the other. Even a small baby

ignorant of the world becomes happy on listening to music. Animals also
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become happy on listening to music. It is also said that the road to salvation
also goes through music. Bhatruhari declared that a person without the
knowledge of literature and music as an animal without tail and horns.

Thus, Panditji praises music in his treatise.

13.971g
Regular and continuous resonance that is sweet to hear is called ‘dTg’. A

sound that is useful to create music is =1Tc. It has three specailities — 1) its

being small or big, (volume) 2) its being high or low, 3) the siifa or quality
of &g. Pandit Bhatkhande writes in the second edition of

Srimallaksyasarngitam -

“Song, musical instruments, and dance all depend on =Tg. Song is
composed based on aT1E. Thus, aTg Is important. There are three varieties
of arg— low (w=), medium (w==) and high (a®). Panditji supports his

arguments by giving references from other treatises. The place of the low

e is heart, of the medium is throat and of the high is the head. They are

twice higher than one another.

14.94fq

s 3fa #fa | The e that can be heard is called #far. There are 22 Srutis.
wfceurs @aEradr Afd: grigerfasar | The experts consider the gap between
two #Tes in such a way that the 23" Sruti is exactly two times higher than

the first Sruti and from the 23" Sruti the next saptak starts. Every #fa is

olc, but every =g is not #fa. According to eggIfid, there are two
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characteristics of Sruti — its being worthy of singing (sfdra@ifarar) and it’s
being recognizable (f&zaa)

HdAGd - The Divisions of Srutis

It is practically difficult to use the 22 Srutis, therefore 22 of them are

mainly put in one @w=.

Four Srutis of ¥3=7, #eas and 9sa#

Two Srutis of fawreg and R

Three Srutis of %% and Saa
The above Srutis can be divided thus —
T4 T3 T2 H4 94 g3 A2

Names of Srutis —

GIEl gl AT EZSER]
ERICKil TosTHT Qe RED
shreft iRt ST i
TS faafa ThH EIEEE]
FATCATII Hat=a I qfeof
£ tafor

15.FX

The main 12 of the 22 Srutis are called ‘Svara’, which are named — W,
Y, TR, HeaW, 9o, gad, fwe. To make it practically easy they are called
@, ¢, M, W, 1, 4, f1. There are two main kinds of svar — 3 - @1, ¥, 7, %, @, 4, f;
and g —¢, M, &, f, @
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grand 7 are called == and all the faera w=ws are called =1, fasra w=ws are further

divided into =me and .

> fasa @ The wx that is either sung or played on an instrument, higher
or lower than its definite place, is called fasa . There are wma (Soft)
and and dsm(sharp) kind of fasa wrs.

> wma @) — when grswr goes down from its definite place, it is called swa
or soft. Komal s are shown by underlining them. There are four of
them —% 7, = f

> dawr— When a yrswr goes higher than its definite place, it is called .
There is only one s — & which is shown with a vertical line on it.

> 9@ @— The ws that are always g and never get faa are called

ISR, 91 and v are T=eEs.

> aerat- fosasas are called =ew=ws. There are five of them —=mwa ¥, 7, & and

frand iz .

AR —
Modern fssragx and their indication on the sfom handle — All the scholars

consider that the sign of purity of the seven wrs are their #fas. As per the

ancient belief, the place of the seven Svars are, respectively on the 4%,
7th ot 13™ 17" and 20" Srutis and as per the modern system they are
on, respectively, the 1%, 5 8" 10" 14" 18" and 21° Srutis.

The place of fesrawrs - The wma ¥ is between west and =W, &ma T S
between v and e, i 7 is between g 7w and gsew, s &9d S

after ws=m and before &=a, wma 7 is between 3¢ & and 3 . this means

TR ggg |

114



MIEIEIEE TSIy

In ancient treatises almost all the authors have mentioned the place of
faaex but by different names. Pt. Bhatkhande mentioned some of the

ancient authors in SLS. He has given the pattern of Svaras on the strings of

Vina.

> In Sangita Ratnakara these places are shown in a very unique way — in
two #fas the fssra “@r’ has two kinds —=ga and sr=gq, which are in wsst and
=elt. When T settles at the last #fi of wsst smamor and achieves the status
of =q:4fv, it is said to have become fe=ra. There are two kinds of fespa 7 —

Frgfass mear in wem wrarer and =g gfass mear in swaEmEren. Just like s, in

w7z also it IS =g in wemmEEwer and =Yq I TERERRE. 97 of wemI S
fgfes. When # of =iftes reaches the last #fa, it becomes =q:4fds. The
=q:4fas g of wermum is foka, 1 in =ifveeca is Fegfow and in #efae it is
=q:4fas. Thus, there are total 12 fospa wr.

> Pandit Sangadeva has recognized 12 fa wws of which there are 7 figa
places while 4 of the rest are placed with 35 wrs and 1 is placed with

another foa .

Now the question arises why are there two names — ffis and sifre for
one fosawer to understand it let us understand the names — e is the
position where neither it can be said that the earlier = has ended nor

the next = can be said not to have arrived. g &= IS Same as <.
Thus, it is the = that is positioned in the middle. Ratnakara talks about

four such amemorErs.
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1. sramarer— When reaches two Srutis ahead and settles at the second
Sruti of 7, it is swmYR,

2. wmeeharamor— When & reaches the second Sruti of am, it is et .

3. wesremer- Here the first #fa of @ is taken by f+and the last #f is taken
by t. The f7 here is #ift= f+ and T becomes a =awes.

4. wegararor— Here too the first gfa of @ is taken by Tand the last is taken
by = and = comes at its penultimate #f . The 10" sifer is 7 e
and the ‘ma’ at the 12" gfv is =ga =, thus, there are 12 faraers.

The places of 315 and fesrawers are given as per the North Indian music

style and the South Indian music style to show them with clarity.
(SLS 2)

17. 7=

There are two kinds of gram popularly known — sgsmm and wemam. When gsawat
settles at its 4™ #fe, it becomes wesmm and when it settles at its penultimate #fv it
becomes wermmm. 99q is Bifass in wgsmm but in e it is =iq:gfas. When w takes
one Sruti each from Y and = and &= takes one #fa each from w, f takes one #f each
from fawre and wes then it becomes m=amam, which is in the heaven, as said by

Maharshi Narada.

According to Bharatmuni’s Natyasdstra — wesmm qegaumms | 7 o gifawf g | There

are two gramas and 22 #fas in each of them like this — inwssmm 4, 3, 2, 4, 4, 3, 2
and in vesum wes-wq: i, el 1-feyfos, aaq:gfes, veqfs, a-Gyfas and &
fegfaen. In Aemmm— IS =g, 7 IS — Begfoss, & is =g afaes, 1 is fefas, @ is =q:»fae, Tis
Brsgfosr, S fezpfer.
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18. 7@

The gradual ascent and descent of the seven wrs is called #&=t. There are seven
w1 In each wm. Ratnakara and other treatises talk about the creation of @& by
combining of w1 and snfa. # is dependent on w==r and w= is dependent on .
7w is made of wrs and wws are made of #fas. The group of wrs that make a @ is
called #w. The three kinds of ==t are like that of % — sftes, wrea, wel. With only

one &= many different ws can be created. From the point of view of the popular

music today, the presentation with the = etc. of wrs are called #=.

Considering each = of 7m as west and then taking =« will give different =z every

time. Various treatises have given different aspects of .
19.8W -

7o is that group of wws that has the capacity to create wms. s are sires, wred, and
=qui, therefore the #@s must be equipped with el w=r=s . 7@ comes from zm and @w.
South Indian scholar Venkatmakhi has stated with the help of #=-s=a method that
only 72 =ws can be created from wws. The method of dividing ws into #= came
into being in the Middle Ages. Shri Vidyaranya (14" century) used the word @

for the first time. He called the basic 15 s as @t and brought the rest under them.
This method of s, propagated by Vidyaranya, is accepted in both the south

Indian and the north Indian music systems. Pandit Bhatakhande stated the method

of creating ws from ten wws. wezeia also says that arim#w g« f7— the = group is

called &1, which is a synonym of sz,

20.9aTS9r - 3IFA-
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The watew (first half) of = is made up of wrt 77 and swwe (second half) is made
up of wafrar. Thexand 7 in gaigm and & and f in sTwemare wa. In the beginning

both the wrs are s (wr-9, v-8m)
21.AT-9FAR

Pandit Bhatakhande quotes the sgmrs from wfiaarma to explain w=m. The first &=
of @ is we+, the following four w=ws are called w7 and «=am.  Of these four wws

the first is not called wam and the fourth @ is . The two w=rs between them are
called t as well as . Thus, of these four =rs the first three carry the name — Tand

starting from the second the next three carry the name- m=m. This description
from wfiqemra is follows the south Indian music style. In the south Indian style
although the s in @w= are twelve as in the north Indian music style, but they

have sixteen names for the rs.

The first @ after the se«t is =ww and the fourth s=wmFeam, and the two w=ws

between them have two names each.

The second = has two names — srgmeam and w=fae ¢
And the third == also has two names — @remor m=aw and wefass T re.

Thus, of the four w=rs the first, second and the third have the name — ¥ and the

second, third and fourth are named .

Thus, of the four s between &r and =, two =S are taken in such a way that the
first of them is T and the second is . In the same way, in the 3w there is 4, 3=
o, & M, = g, st &, wegfa & and st . Of these twelve s, a group of those

used in various s is called #=.
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To put it simply, starting from ¥, we can call the first three 7, &, % respectively and
starting from = the first three can be called m, =ft, 7 and similarly, =, <, g and =, =,

.
)

Through the process of s, useful from the point of view of s, there are six

3efne in gatgm and SiX seEwe in SauE.

1. wrama 1. gemran
2. A 2. g frar
3. uTna d.gargar
4. g 4. g frar
S. it S.udrgar
6. wew 6. qemgar

Multiplying the six @ of gatgm and six of swre we get 36 #ws

In the above = if, in the place of wem, we use =t instead of =1. We get 36 more
#as. wris ys e and fir is . This is called et or st = in the south Indian music

style.

22. fraafaRaaadas -

Thus, we get 72 aas. Pandit VVyankatmakhi says in support of this that, - it is not

possible even for the God himself to make any changes in this count of 72.

Scholars do not use all these #=s in their practice.
23. Production of IMT and its characteristics

Here the production of @ from @= is described. The kind of #= created by seven
% and five fospaeers, s are made from them. Sometimes very fine #fas beyond
the twelve can be used. This is also a point of discussion among the scholars.
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w1 means the group of =ws in their order. In earlier times it was believed that,
considering any one of the basic wws of s as we+, the @S that you get at various

distance are called g&=r. 5= has seven s, thus #a can itself be called #=.

Just as wrsa wear and strea AT is made from the seven s, in the same way, an
composition with six s and five s can be made which is called a variety of

weT, in which =qei, wresr and s7tea have 9 varieties.
guf —m in the smie and sreie of which there are 7 s,
sred T in the smiE and e there are 6 w@rs

afred — in which there are 5 =rs.

No. Variety No. of |No of =xs|No of s
svars in in s that can
- be made

1 o 7 7 1

2 o el 7 6 6

3 Tt -3ited 7 5 15

4 T - st 6 7 6

5 LISCILEC] 6 6 36

6 yIe - 3 6 5 90

7 3irea - vt 5 7 15

8 3red - wred 5 6 90

9 3T - IAred 5 5 225

Total 484
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Creating 484 wms from one w= is based on the number of s in smiE and =v=.

Besides these there are many other ways to create s, like —

= By changing the st and wardt

= By varying the strength of watem-sauen

» By using foamdt @

= Sometimes changing the =m

= By Leaving out the =xs in 3@ that are taken in smre
= By changing the order

» By using a special style called =

24.d1e

A foreamia T @ a™: werd 2 | In order to expand the wm, expanding the different wws
suitable to the @ is called @m. There is a difference in the a= of ancient times and
that of the modern times. In the ancient times the srefaa and sfrefaa kind of srsa@
alone were considered s Where there is a change in the order of s, it was

called =z-am. Thus, there are two varieties of @ — grga= and Feam.

According to Sangita Ratnakara, the wqf and swiqof. #g=ts that are taken by
digressing wws are called seam. Thus, a a= expressing only one @ is called sream
and that which expresses two s or some special & is called a eam. The @ex
scholar shows the counting in Chaturdandi-prakashika. =1, ¥, , g, & — this is q&
which is in the original order, but =, , ¥, 7 — this is seam, in which 7 comes after
@t and instead of taking = after ¥, = is taken. The number of guiweam made from

each 5z taken in order is 5040, which is divided according to the number of wrs.
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There are 720 sreasgeam and 120 sfreaskear, 24 sg-wimsgearadedr, 06 Bradr, 02 fewada
and 01 werediFspedn.

This description can be presented like this too —
756 5554535251

Now to know the number of =s in a a=, multiply that number with all the earlier

numbers and the result you get is the number of ams —
THEIAE - 1

fatam — 2X1 = 2

fratimam - 3X2X1 =6

ag-&tEa — 4X3X2X1 =24

sfreaaH — 5X4X3X2X1 = 120

wrgaaH — 6X5X4X3X2X1 =720

"ot — 7X6X5X4X3X2X1 = 5040

Thus, the variety of ams increases the beauty of the .

25.914Y, HALEY, 1At and fardt T and afsiaea
< SR

The most important == of a @ is called the s, which is used frequently in a
T, =efd 3fd aret. For example, in T st ‘v is a arder. AR is the king of the @,
aret is also called s, Sfer or wemear. et is extremely important. In T syreft and wr
R An, 3, M, 7 and @ w=’s are there but a change in the arét and dardies both these
s become totally different. In sreft T and « are et and w=ret respectively, while

In Swer @ and T are aret and wardt respectively.

% To know the singing time of Raga from ATt (SiaTEROTeTERY)
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ardt indicates the time of the day

Itis arule that if the sré=r in a T belongs to the first half of the ww=, then it should
be sung during the time from 12 noon to 12 midnight and if the ad=r in a W is
from the second half of the s then the time to sing it is from 12 midnight to 12
noon. s has & and T as ardt and daret respectively, and it can be sung from 12

midnight to 12 noon.

) -
% FariEt

The other important = in a @ is d@ardt, its use after the ardr=r is very important.

This = is called a minister, because it assists the adwr. There is sgsm=m or
wgsas=m between the ardt and dardiear. g=rataregT has ¥ — 1, sweamr has 71— f4

& IgaEEt
The wrs, besides the art and e, used in a @ are called srgamt. srgamdter are also
called srg=r.

o foarder

In order to make the T more effective, some s that are not part of the @ are
used without harming the original form of the w1, Such w==s are called foardi=r.
Two things are very important here — 1. Sweetness 2. Rarity. This = is compared

to an enemy. This wx must be used rarely, keeping the sweetness intact.

The =ws that do not form a part of a @ are called afsia. Raga Bhupali does not
have @ and 7 — they are afsiaears in @ qureft. When some & are afsia in a @, its sifa
— Frea/wrea/dqut can be decided by the number of other s in the .
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Besides this, there are many such matters such as - oz, i, =4, s, @, T, I,
Tk, @9, ara etc, that are not discussed in the first edition of sfweezeian, although

they are there in the second edition. But the commentary on the same treatise —
raavegtiasme — discusses all of these.

26. WUSAY and its use -

In order to understand Tzand 3y, wvers is used. It is a mathematical process:

First make a table with 7 rows in the first column. Then leaving the first column,
start reducing the number of rows by one in each successive column. Write 8 in
the first row of the first column and O in the first row of all the other columns.
Write 1 in the second row of the first column and in the rest of the rows, write the
number resulting from the multiplication of the number written in the column and

the row number.

1 |0 (0 |0 0 0 0

1 |2 |6 24 120 | 720
4 112 48 240 | 1440
18 72 360 |2160
96 480 | 2880
600 | 3600
4320

The use — In order to know the tana, arrange as many numbers of == in the
column as the w=s in the @ and then write the original order and the 3z below
it.

@uens IS use to know the 7= and 3fez . 3 means the given ‘@m-form’, which means
that if a= form is given and it is asked, what would be the number of a a= with a
particular number of wrs, the answer is the sfes.
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‘78’ means — lost. If the number of a= is known but the @z-form is not known, it
IS known as == Thus, one can know the a= —form from sfez and the =S can be

known from the ==. For example —

Set the wvenw as per the number of =S in the tan, like =% = @1. Now to know at
which number in the =q:&=d=am it is, the number of =rs is 4, then take the wwavs

with =, The original order is —art7#®
The 3fez order is —wywar

The last = in 3fez is =@, while in the original order it is 7, which is the fourth in

the original.
.00
1,0 |+0]-0 100
1 12 16 1 |2 |6
BRET, 4 112
18 18

Now remove @ from both the original and the 3z order
Original — Y7 T, 3feg — I

Now the last @ in both the original and the 3fz is =, therefore it will not change

its position. Now remove = from both the orders.

Original — X 3feE — MY

The last @ in the 3%E is T which is the second from the last of the original. So

now shift the third s== in the second column
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.1 2 6
4 12
18

In the end remove even
Original 7 T —

Both are similar, therefore there would be no change as per the rule. Thus, in

whichever column the st are their numbers are — 1, 1, 0, 18, the total is 20
Result — the 3fg type T, ¥, @, @1’ is the 20™ in the =rq:&=rram.

Now let us understand what is “7=’. If the number of the a1 is given and you want

to know the form of the @, make a similar @ven®. Put one column in each row.

Now do not do anything with the first ‘shrt’ and write the other three in the

columns below in such a way that the total of the number in the last column comes

to 13. Now let us see the original order and the target order —

o, L, ma=abyd

Now the =t of d is equal to the last & 5. And d will come in the third column.
Original order —ar 7 H qEorder—aby

Now y will be in the place of the last Tt 7 of the original order, and now the

remaining original order will be =1, T and the == order is a b. Now b will also be
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as it is. And b =, a= =1, Thus, in the =q:ream the 13" type is @ 5. This is the

counting given for am.

Note — The description of metre and figures of speech is given in the second

edition of sfmeeezeian, Here the chapter named e in the first edition comes
to an end. The description of avf and =wei=r are given in the 4™ chapter of this

thesis.

Ty st - e

Here in the first verse itself the intelligent scholar gives the second chapter of
sfmeaegway - it 1S noted thus.

1. Introduction and meaning of <wr’ —

A special kind of sound arrangement embellished with =z and avf — sound and
letter- is called “wr’. It entertains people. Entertaining, enjoyable and sweet —
these are the special features of a ‘wwr’. @ is a combination of sound forms that

are received traditionally and which the scriptures have approved.

WrAE9r — Characteristics of T

The ten characteristics of a @ that entertains people are —

1. U8 7. €=E
2. &AW 8. fomm
3. "= 9. ¥gd
4, dR 10. 3T
5. =9

6. HAIIH
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1. 5w — The @z with which the @ is started is called the m=ew=xr.

2. 3w — The = that is frequently used is called the sfwr=r. It is also called
Bictrd

3. 5% —the = that is used in the place of == is called #=w=x.

4. ar — the = that is used in the place of ar .

5. =ma — The = at which the singing ends or a pause is taken that is called
nyas.

6. sa=ma — In the middle of the singing, the = that indicates the end of some
part is called =,

7. @=ma — The s at which the first part of the song ends is called s=m.

8. fa=m& — The = at which some part of the first part of the song ends is called
T,

9. sg= — There are two kinds of sge — seems=r and srwmes=. Not touching the
@ is @@ and when the @t is touched completely it is s, and stopping at
the same = again and again is called sm=rma.

10.3179ea — There are two kinds of this too — === and s==s=r. When there

Is lack of practice it is sr=maseaa. The absence of 1= is @=m.
SYTfTERTT:

Caturdandi Prakasika mentions ten wms stated by Bharat — s, 3w, T, smemr,
TOrTOTT, ST, TeTreReT, e, ferargamrT, and saremrr. The first four of them are
#rft and the rest are <=ft. Further Ratnakara gives 5&n, sifa etc, which were popular

at the time but the later scripturists could not do justice to them. The treatises
written by Pandit Damodar, Somanath, Pandit Ahobal, Pandit Vyankatmukhi,
Ramamatya, Tulajadhipa, Pundarik Vitthala, Bhavbhatta, Lochana,

Hridaynarayandev etc. are also mentioned. The disappearance of s&= and sfa
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singing styles, the gradual changes occurring in the singing of the various rags,
Islamic influence, and the division in two distinct styles has been described very

effectively.

TSGR
EGHIERE RS ECIKIEECRREAC Y
foeAmTa Tl aemmR: |
The author of sfimeaesefiay has stated ten numbers from the 72 @ws. Learned
scholars believe that the modern music is all contained within these ten #=s. From
the point of view of language are means #a. sfiveassefay states the method of
these ten ‘are’ as follows —

CHUSEL L

As per the ancient authors, T fereae, s, S, Fweamr, g and et can be made
with the sre=rs — @, 3, 1, @, 4, & considering each one as =r. According to them, no
w@ can be made considering = f as @, because then the same wrs are created.
Other ae can be made by changing this scheme a little. These six main s have

been divided by the scholars into gewrr — wwmfEr — i,

ST -

gerraet ‘are’ is made up of yswrs. If we make “#” =, we get wemma. There is ‘&’
=ma and others &S in @w. In sa, tand o are ®wa and the rest are . o= iS
with T and & ®ma and = =, If & becomes 3= in o=, it becomes #war, T-f wmer and
the rest sre make =, 71, & and 7 swereat make smmed. 4wt has ¥ & and 1 sme and
if we make w and # 315, we

get arEima,
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6.1/ AATHET -

IR fegeart ™ HIERISE ]
FHeAToT oot
[ERIER] ISR
CEIE] ESIIE

SiC] EISEHIS
ATt el
SIS T
SlIEED REEsiE]

it FHHILT
HTET THAH
HTh TR
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T Sifq: |9 [ Ear | oEE =T qfia: ANE: — HHE: — [EHAT:
& | & foreiw:
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oy gy e
TSkl | Sfled | |9/ | WEEE | T8 AW A | wrinaaa
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LR R RE))
QI AT, g
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Iy, gy Ry fFar
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2. TormEa:

EL IR if: | e T e | afsia: | TR — SeRIE: — JEIRIET:
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T, TRIMY I, 79
ot
12 ToTehe] R -2 - - R
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13
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3. G@HN:
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TG arfon gaaifiar
e
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13 e qer— | 31w AW | "L mugwd
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Fe | Fogwayigw
T
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4. Mg
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1 Y HAD
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RCEILE:

IR R
AYITATAL

T

THY, T

T, ag9, TH
Tar

14

[N

TTd:hlcd

AT,
HAG LY

gringua [

ar

gy Fag
ERIR RS AT
T

LI T
o, fag gy,

gefTar
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15 AT TS I griTaggH
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I s
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R
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140




6. THTEN

% | T Sfer: el | € | g | @R - TS FANE: — AT — [EIAGT:
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A2

HAa

Rayayany @

Conclusion:

Thus, in this Chapter 3 the definitions and explanations with detailed notes are

given. The text is the treatise which is providing the Sanskrit verses and the

opinions of the main topics. The main topics are covered here with detailed notes.
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