kKVIi'I. 233.‘):;

’Matanga (p. 144 )
are : sa and ri, pa and dha, _
'Sbh. adds one more W ("ﬁ and ri) :Wp‘(o\
3The Grama may b.e tra;xsla‘tgég_. ‘scale’s.
about its meaning dgcs no} Sppear to be spund. '(scc
thinks that the Greek word gamma in 1ts musxca.l
dcnvanon from the Sanskrit word grama. Indlschc S
p. 10). Accordmg to Narada there is one m re.
(Na$. 1.2. 8). SR (1. 4. 5) ‘too mcnnpn this
MH. pp. 108-112 Ve Sy
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Msdhyama to thaivata. [All these are ] mith,_ﬁ
 Grama. In the Madliyama Grama too, Paficama, Dh
‘and Nisada [are Assonant] to Madhyama ; Rsabha
‘and Gandhara to Paficams ; Sadja, Rsabha and Gandhara
o Dhafvata s the same (Badja, Rsabha and Gandhir')
Niséda.v As & note [prommently] sounds it
i;Sdn&nt ¢ ‘48 it sounds in odsonance [with another] it
Oonsonant ; as it sounds discordantly [to another]
Dissonant; and as it follows [another note] it is called
~ Assonant. These notes become low or high according
the ad;usbmenb of the strings, and the varying condit
e “diversity) of the beam of the Vina and of the,i_ D
organs. So much about - the aspects of four oclasses

Dcscnptxon of thc Two Gramas

« _'-f.',fﬁi‘; Now, there are two Gramas’: Sadja and Ma.dhya.‘
ks jﬁa;oh of these two (lit. there) include twentytwo
the iollowmg manner :

5 il e

&dla Grﬁmﬁ are ahpw P
0 [m Ga.ndha.ra], four [m

: foux [in Sad]a.] s
soagw-In the. Ma.dhyama Gr&ma Pancama should
- difficient in one ruti. The difference which _
~ Paifcama when it is raised’ or lowered by a érn
when consequentml xslta,cknexaxs3 or tenseness [of s
% ;occurs, will indicate a typical (pramana) Srutit We.

T

(24) *Probably due to the exigency of metre, the N S in
here the Srutis of each. notc, ‘begins from Rsabha. ey

- 2Utkarsas (mcrcasc) tiprata, apakarso (decrease) mandata, Ag.
. 8 Mardavam (slackness) iantryah Sithilikaranam, mparztatnam

(tenscnes,s) Ag.

TN B G R
2,

‘ . 4Sruti may be translatcd as mtcrva.l Early authontia dxﬂ'crcd
k-* o one another as to the natufe and number of- $rutis. Visvavasu
thcy were two, some authonty considered that fheu' numbu'
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explain the system of these [§rutis]. The two Vinas with
beams (danda) and strings of similar measure,” and with
similar adjustment of the latter in the Sadja Grima
should be made [ready]. [Then] one of these should be
tuned in tlhe Madhyama Grama by lowering Paiicama
[by one of Sruti]. The same (Vipa) by adding one Sruti
(lit. due to adding of one Sruti) to Pahcama will be
tuned in thle Sadja Grima. This is the meaning of de-
creasing a Sruti (lit. thus a Sruti is decreased). Again aue
to the decrease of a Sruti in another [Vini] Gandhara and
Nisada will merge with Dhaivata and Rsbha respectively,
when there is an interval of two Srutis between them.
Again due to the decrease of a Sruti in another (Vina)
Rsbha and Dhaivata will merge with Sadja and Paifcama
respectively when there is an interval of [three] Srutis.
Similarly the same [one] Sruti being again decreased Paiicama,
Madhyama and Sadja will merge with Madhyama, Gandhara
and Nisada respectively when there is an in interval of four
Srutis between them. Thus according this system of §mtis,
[each of] the two Grimas should be taken as consisting
of twentytwo Srutis. [The following] are the Slokas to

this effect :
Srutis in the Sadja Grama

25-26. In the Sadja Grama, Sadja, includes four
Srutis, Rsabha three, Gandhara two, Madhyama four,
Paiicama four, Dhaivata three and Nisada two.

some twentytwo, some sixtysix and some infinite. Views of the anony-
mous authorities are known from the following couplet of Kohala :
vfdnfa fegzedfa gat glawafezer ) wafefm ey sfemmmems

wfaqreal y : '
See Bd. pp. 4, 5 ; Sbh on SR. I. 3. 8. 9. For an elaborate discussion

on the nature of Srutis in relation to the seven notes in the ancient
Hindu scale see GS. 1. pp. 298-379 ; GS. II. pp. 138-143. The following
passage in NS. from fresi# @ to wifdnfa gaa: saawmwr; occurs in the Bd.
(pp. 5-6) with a slight modification. SR. too follows this (See I. 3. 11-22).

5Ag. explains this ‘measure’ (pramana) as length and thickness,
others include the number of strings also in this ( ¥am# wmsafca;
At e’ e whenfen 4 i), i
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$rutis in the Madhyama Grima a

27-28. [In the Madhyama Grama) Madhyama consis 8
of four Srutis. Paficama three, Dhaivata four, Nisada twt)f
Sadja four, Rsabha three and Géandhara two érutxs . [Thus]
the system of [mutual] intervals (antara) has been ex- !

plained.

The Mirchanas

Now about the Miirchanas’. They are of fourteen kinds
in the two Gramas®. a

~ : Mirchanas in the Sadja Grama

29-30. Based on the Sadja Grama there are seven_MUrﬁ m
chanas : the first Uttaramandra, the second Rajani, the third
Uttarayata, the fourth Suddhasadja, the fifth Matsaﬁkm;;g
the sixth Aévakranta and the seventh Abhirudgata. The ﬁrﬁt :
notes of these are [respectively]: Sadja, Nisada, Dhaivata,
Paficama, Madhyama, Gandhara and Rsabha in the Sadja 3
Grima.. 1
5 Mirchanas in the Madhyama Grama s |

In the Madhyama Grama [occur the following Mﬁrqh-‘f'l-

anas).

(27-28) The Gandhara Grama became obsolete at the time of the
NS., which ignores it. For its Srutis see SR. I. 4. 4-5 and MM. p. 10. '*

3The ‘Miirchana’ has often been translated. as ‘mode’ of the ’
Western music (See GS. L. p. 284 ; MH. p. 106 ; MM. pp. 10-11). But
we are not sure about the accuracy of this. For further dctaxla.
about the term see GS. I. pp. 285ff; GS. II. pp. 14, 83ff Matanga
explains the term as follows :

sEaEyIaingelae agwd qpﬁ 8 i & gegefwefear (Bd. p. 22)
Sbh. further explains this as follows :

QUURY HENE A AATTAATOSIET FFaan g dde (= waw 41 ) 'm']m
QuFA @eewed | qEamEery’ fe fawd ag frew® (on SR. L. 4. 9-11). But‘ 1
curiously enough Ag. writes :  H® wfawana g% sqe wa(w)dvy agqqf‘ﬁ

mnqtuﬁ(w)qwl Qmﬁmamﬂ ,
-3For-the Murchanas of the Gandhara Grama see Naé | 2. 9 and

T OSSR, I 4. 25-26.

&&Aam.-ﬂ

Lol e Wi Ln.a....

St 4
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31-32. Based on the Madhyama Grama there are
seven Mirchanis : the first Sauvirl, the second Harinasva, the
third Kalopanatd, the fourth Suddhamadhya., the_ fifth
Margavi, the sixth Pauravi and the seventh Hrsya.kﬁ

[The first] notes' of these are respeotlvely Madhyama,
Gandhard, Rsabha, Sadja, Nisada, Dhaivata ‘and Paficama. ' -

Initial Notes of the Miirchanas in the two Gramas

[Thus] the first notes of these serially are : in.the Sadja
Grama—Uttaramandri [1s to begln] w1bh Sad]&, Rala.m, with
Nisada, Uttarayatd with. Dhaivata, Suddhasad]a. with Pan-
cama, Matsarikrta with Madhyama, Aévakranta wlth Gan-
dhara, and Abhirudgata with Rsabha. =

And in the Madhyama Grama—Sauvir [is to begln]
with Madhyama, Harinaéva with Gandhara, Ka.lopanats. with
Rsabha, Suddhamadhyamﬁ with Sadja, Margl (Mirga.v') ‘with
Nisada, Pauravi with Dhaivata, and Hrsyaka with P&ﬁcama.

.:»‘.

The Four classes of Miirchanas Rty

Thus combined in [different] orders, the notes oohﬁéi%uﬁe
fourteen Mirchanas of four classes, such as heptatonic (pirna,
lit. full), hexatonic (sadavakrta), pentatonic (aua’amnlcﬂa)z and
that including the Overlapping note (sadharanakrta). e
33-34. The seven notes combined in [different] orders’

(lit. having an order) are called [full or. heptatomc] Mﬁrcha.-

nas. Tanas' consisting of six and five notes are [respec-

(31-32) 1Though NS. is silent on the point, the SR. givés> the diﬁ'ére
ing pitch of notes as they appear in thc Mﬁrchanis. (Scc__ I. 12-14 and
Sbh. thereon). ‘

(33-34) 'Tanas or pure Tanas are 1ncludcd into the Murchanas.
Difference between them seems to be that the lattcr includes all the
seven notes, while in the former, one or two notes except Madhyama in’ all
Gramas, and Dhaivata in the Sadja Grama, and Paficama in the Madhyama
Grama are so very weakly ‘worked’ that they are considered as dropped.
For the two ways of working such Ténas see below. NS does not seem
to be quite clear about the functxon of Miirchanis, and Tanas which they
include. But Ag. says @y gaq sugww. It is doubtful whether the
modern use of the term Tana, is very old. The Murchana. in its original
sense seems to have disappeared from the later Indian music (see MH:. p.
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tively] called hexatone (sidava)’ and pentatone (audavita).?
Besides these, there is another kind of Murchana which
includes the Overlapping notes or is combined with the Kakali. -~

notes or the intermediate notes (antarasvarg), and - this belongs
to both the Gramas (Sadja and Madhyama). '
The same Mirchana is produced (lit. accomplished) in

two Ways In this connexion, Géandbara being reduced to '

Dhaivata by an increase o‘ﬂwo Srutis in it, [the two terms]
the Grama and the Mirchani become differentiated in the
Sacj]a Grams, and due to that, Madhyama and the notes
following it, become serially reduced to Nisida and the notes
following it. In the Madhyama Grima too, Dhaivata being
softened (curtailed in Srutis) and Nisada being augmented,
the two [terms] are differentiated. [In case of this Grama too)
thiere being an interval of the same [number of] érutis the
difference of terms [becomes ]ust1ﬁed] The interval between
Paficama and Dhaivata is of four Srutls g mmxlarly due to an
increase of Gandhara, the interval will be of four Srutis. The
remaining Madhyama, Paficama, Dhaivata, Nisada, Rsabha
and Sadja become reduced [serially] to Madhyama and the
notes following it. This is due to an interval of the same
number of Srutis. : ' =2

The system of [mutual] ipterva.ls has been explained in
connexion with the system of Srutis.

106). About the function of the Mirchana and Tana, Sbh. says :
g wfrcawmsferedfi sfa gw awt weww; ame gAlegeE p
swa | zawtRaefaonmaEnfaeReEE  saemafagm waga  (on SR. L 4.
29-31). But Matanga’s view given here, is not quite clear. g

*The term audavita and audava have often been read respectively as
auduvita and auduva with a notion about their connection with udu (-,t'a“,‘.)‘_ i
Odava or audava which lies at the basis of these terms, appearstobea

non-Aryan word meaning probably ‘five’, and sadava too may likewise
be of the same origin, and may mean ‘six’, and its another form might
have been jsodava connected with jsoda in  sodasa. This hypothesis may
better explain in case of saf, the appearance of a cerebral sound in
place of I-E k.

3See note 2 above. 2

i,

s £ . Rsad
SO R
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Eightyfour Tanas of the Mirchanas

Tanas which " depend on Mirchanas are elghtyfour in
number., Among these the hexatonic ones are fortymne a.nd
the pentatonic ones thirtyfive.

The Hexatonic Tanas

The hexatonic ones have seven varieties,®e.g. four
Tanas devoid of Sadja, Rsabha, Nisada and Paffcama in the
Sadja Grama ; three Tanas devoid of Sadja, Rsabha and
Gandhara in the Madhyama Graima. Thus these being
worked in all, the Marchanis [in the two Gramas] will give
rise to fortynine Tanas.

The Pentatonic Tanas

The pentatonic ones have five varieties e.g. three Tanas
devoid of Sadja and Paficama, of Rsabha and Paficama, and
of Gandhara and Nisida in the Sadja Grama, two Thnas
devoid of Rsabha and Dhaivata, and of Gandhara and Nisada
in the Madhyama Grama. Thus these being worked in all, the
pentatonic Mirchanas [in the two Grimas] will give rise to
thirtyfive Tanas, twentyone in the Sadja Grama and fourteen
in the Madhyama Grama.

The Two Ways of Tanas

There are two ways of working the Tana in the string"
(tantri) : Entrance (pravela) and Arrest (migraha), The
Entrance is made by sharpening (lit, emphasizing) the
preceding (adhara) note and by softening (mardava) the
succeeding (uttara) note. And the Arrest is:- non-touch-
ing, 1.e., not touching the Madhyama note. The Mir-
chana is indicated by the Madhyama note of the Vina,
because it is constant (anafi. lit. not perishable). Hence the
Entrance and the Arrest [do not] relate to the Madhyama
note. The variety of the Tanas and the Mfrchanis thus
[arising], provides enjoyment to the hearer as well as to
the musician (prayokty, lit. producer). The Mirchani [and
Manal ara alan of nea [hacansa thair p-ré.ntiné halpsl the
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attainment of the voice-registers (sthana-prapti).! There
are three voice-registers. Their description has been ngen_if;
in the rules regarding the Intonation (kaki).® T
The Overlapping ' £

1 shall now relate the rules regarding the Overlappmg

of notes (sadharana-vidhi). 'The Overlapping (sadharana) means
the quality of a note rising between two [consecutive] notea";;j
(in & Grama]. Whyt The thing which exists between the
two [similar things, partly merging into each other] is over-
lapping (sadharana), e.g., the transition of a season. 2 3
35. In the shade one feels cold, but while staying im

the sun one sweats ( lit. the sweat comes out ). [ It seems 4
1
1

that at this time ] neither has the spring come [fully],
nor has the winter gone away completely. [
This is an example of the overlapping season.
Two kinds of Overlapping

There are two kinds of Overlapping : Overl‘apping in
notes (savarasadharana) and Overlapping in Jatis (j’atzsaa’harana). i
The Overlapping Notes TR

The Kakali and the transitional note (antarasvara) are
the Overlapping notes (svarasadharana). Now if two §mhm:~
are added to Nisada, it is called Kakali Nisada and not
Sadja ; as it is a note rising between the two (pure N1§id‘§
and Sadja), it become Overlappmg Similarly [the two |
érut,ls being added to it] Gandhara becomes transltlond
Gandhara and not Madhyama, because it isa transitional | F
note (antarasvara) between the two (Madhyama and Gandhira}?.
Thus the Overlapping notes [occur]. ?

Why is Nisada called Kakali? Because it is an in-:g
distinct second, or it is produced with [slight] pulling
(akrstatva') or due to its very fineness (sauksmya®) or be-"

g

11t appears from this that by imitating the Mirchanas and Tanas
produced in the Vina, singers attained the facility of producing notes from
any voice-register they liked. See above note 2 on 13-14. % |
- 5See XIX. 37fF before. ‘ S
(35) lwave = duqge (aewid 71) | 2qYer dfvar fgwenam w Ag.

i 2
1 S
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cause it behaves like the crow’s eye (kakaksi)* and relates
to the two [notes, Nisdda and Sadja], it is called  (kakali).
Just as salt among the six [kinds of] taste (rasa), is
called Ksara (corrosive), so Nisada is called Kakali, and
the Overlapping note is called the transitional note.

The Overlapping Jati

The ~Overlapping  Jati? (jatisadharana) - [arises] from
observing in another Grama the notes which belong ' to
the minor limbs of two or more Jitis which are in the
gsame Grima and have common Améas. - The Overlapping
note (svarasadharana) belonging to the two Grimas (Sadja
and Madhyama) is of two kinds. Why ¢ For, occur-
ring in the Sadja Grama it is the Overlapping Sadja, and
in the Madhyama Grama it is Overlapping Madhyama.
The Overlapping here is a special nature of the. note.
This is so in the Sadja Grima, and the same [also] is the
case in the Madhyama Grama. Due to the delicacy of
its production (propoga-sauksmya) it is fitly called Kaisika
(ca.‘pilla,ry) This is the Overlapping note which is used
in Jatis where Nisada and Gandhara are weak (alpa).
On these points there are the two Slokas :

36. The transitional note (antarasvara) should a]ways
relate to the ascending scale (arokin) and be made especially
weakened (alpa), but it should never be in the descending
scale (avarohin).

37. 1If it is made in the descending scale whether weak
or strong, the transitional notes will lead Srutis to the

Jati-ragas.



