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THE proper scope of this paper of mine is
early Sangita literature. It does not pro-
pose to go into the Vedic period and the
Samapratisakhyas nor to treat of the later litera-
ture i.e., roughly after the time of Sarngadeva,
the author of the Sangita Ratnakara viz., the
beginning of the 13th century. There is a
rationale in this classification of mine of the
periods of Sangita literature. The early litera-
ture is Sangita literature dealing with dance
besides music, vocal and instrumental.
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So the works of the earlier period treat of
dance and drama also. Some are predominan-
tly Natya, works, by the way, treating of
Sangita at length. For  instance, the Bharata
Sastra on Natya, a work on drama and dance
“devotes 6 of its 36 chapters to music. Narada’s
Sangita Makaranda the Sangita Ratnakara etc.,
are works primarily on Sangita and they con-
tain chapters on Natya also. As a contrast to
this early period, the Ilater is only Gita litera-
ture. This classification proceeds on the general
rule, taking full cognisance of the presence of
exceptions. For instance, the T7ala Dipika
quoted by Abhinavagupta is a work of the
early period but restricts itself to a branch of
music. In the later period, when the field was
filled with digests or treatises on particular
branches of music, we have such Natya works
as the Vasanta Rajiva Natya Sastra of King
Kumaragiri, which now lost must have dealt
with music also. Jagaddhara’s Sangita Sarvasva
quoted by him in his commentary on King
Bhoja’s Sarasvati Kanthabharana, (P. 467)is a
work of the later period but deals with Natya
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besides music, as the quotation given there
shows. The Sangita Ratnakara of Sarngadeva
is the boundary line roughly, since it is the last
comprehensive work, comprising within its
scope all branches of music and in addition,
Natya.

A history of the Sanskrit music literature is
not in the field. A history of early Sangita
literature is attempted here with the evidences
supplied mainly by the great commentary
of Acarya Abhinavagupta on the Nana
Sastra, Saradatanaya’s Bhavaprakasa etc. Even
this does not propose to be a history but only
a notice of some names in early Sangita litera-
ture. Some such thing is being attempted and
published serially in the Journal of the Music
Academy. A general survey, with dogmatic
assertions and mystifying identifications has
already been made by Mr. Ramakrishna Kavi.
This paper does not restate what is contained
in Mr. R. Kavi’s published paper. It proposes
to be more definite and critical and attempts,
with citation of authorities, as far as available,
to ascertain the definite nature and date of
many works and authors. Especially as regards
the authors and works known from Abhinagu-
pta’s Abhinava Bharati, this paper has much
that is not contained in Mr. R. Kavi’s paper.
The scope of this paper is more restricted and
the treatment is more intense on many points.

Bharata’s Natya Sastra

The only early work which is completely
available to us is the Bharata Natya Sastra.
Its upper limit is fixed at the 2nd century B.C.
It treats of music in chapters 28-33. Scholars



are exercising all their industry and ingenuity
with regard to the real historical fact about a
sage Bharata. )

Mr. Manmohan Ghose, suggests in the
Indian Historical Quarterly, that Bharata was
a common name meaning ‘actor’ at first, that
we had Natya Sutras and Bharata Sutras and
that latterly a mythology of a sage Bharata and
origin of Natya were created out of the com-
mon name Bharata. The present text of
Bharata Sastra contains Anushtups, Aryas and
long prose paragraphs and occasionally here
and there Sutra-like prose bits. Some of the
Arvas and Anushtups, in chapters 6 and 7 on
Rasa, are introduced as those existing before,
with the words =373t @AY wid: | AAFATH A
wa: 1 &g 3mE: 1 One of the Anushtups herein
quoted is attributed to Vasuki in the Bhava-
prakasa by Saradatanaya (pp. 36 and 37). In
the Faifemc, chapters 28-33, it is only in the
32 and 33, that we find additional prose
and verses introduced thus—w3seag. The last
chapter on FrzATAN says that the rest will be

dealt with by Kohala. The last portion is called
Nandi Bharata in the Kavya Mala edition.
Besides, from Raghava Bhatta’s commentary
.on the Sakuntala, we know of an Adi Bharata
and a Bharata, verses attributad to these two
some of them being found, some found only as
parallels and some not found at all in the Natya
Sastra. We hear of a Bharata Vrddha from
Saradatanaya, who attributes to him a prose
passage on Rasa, which is found in the present
Bharata Sastra only inits parallel. Further
the Natya Sastra seems to have been called T

and qa:ara'ﬁ'} and there is a tradition recorded

in Bhavaprakasa and other works that- the
Bharata Natya Sastra is an epitome perhaps of
the grggraEst . Abhinava himself speaks of three
Sastras, of Sadasiva, Brahman and Bharata,
the Natya trinity found in the story of the
origin of Natya. Mr. Kavi informs us that there
is also a Natya Veda of 36,000 slokas and that
portions of the Sadasiva, and Brahma Bharatas
are available now. There is no denying the
fact of big works on Natya and Sangita exist-
ing as works of Sadasiva and Brahman., The
Dasarupa contains verses of Sadasiva, while the
Bhavaprakasa quotes opinions of both Sadasiva
and Brahman. It is likely that the extant
Natya Sastra of Bharata is one that has incor-
porated into itself many portions of ealier
Bharata Sastras.

Similarly it has also incorporated into it-
self portions of later works. The present text
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is later than Kohala and even Dattila. These
two writers are included in the list of the hun-
dred sons of Bharata whom he taught. The
inclusion of Tandu here does not help us
much. Kohala is referred to twice in the Iast
chapter. In the second reference he is made to
come along with gfge (zf¥w ?) and some other
sages to earth, tolive as mortals for sometime
for the sake of King Nahusha to write and
popularise the Drama on earth. After King
Nahusha brought Natya from heaven to earth
Brahman says that the s<i¢ 2 will be written
by Kohala. This makes the Bharativa Natya
Sastra the g3d5. There is no evidence to prove

that Kohala’s work is called satdq. His work
must have been bigger than Bharata’s and as
we know from references, he elaborated many
a topic, as for instance, the many Uparupakas.
That part of Kohala’s work, stray bits here
and there got into the text of Bharata cannot
be disputed. For, in commenting upon the
tenth verse in chapter six—giving the summary
of the topics in the Natyasastra as eleven—
Udbhata 1s referred to by Abhinavagupta as
saying that this verse is from Kohala and is
not part of Bharata’s text, for Bharata recog-
nises only five Angas or topics in the Natya
Sastra. Again in the Dasarupa chapter we
find more treatment than is promised, the
Natika being described after Nataka and Pra-
karana, though it is not one of the Dasarupa-
kas. Kohala is very well known as the first
to have introduced, with definitions, Uparupa-
kas and the Natika here, is perhaps from
Kohala, though there is no conclusive
evidence to take it so. '

The us9 weg story is very late. We find
Mr. R. Kavi speaking much of it. There is
nothing to support it in the Natya Sastra,
which gives a list of hundred Bharatas, sons
of sage Bharata. Of these hundred sons, we
are familiar with Kohala, Dattila and Tandu.
The list is a hopeless one, containing such

names as Sandals and Shoes, szEe!. The

origin of the gs7aga theory is not traced.
Saradatanaya, in chapter three, first considers
the name ‘Bharata’ only as actor. The JauCw
here given is Siva-Nandin-Brahman and the
Bharatas, actors and not Bharata, a sage. But
at the end Saradatanaya contradicts himself
by saying that Narada taught Bharata and
Bharata wrote the t&xafg as he heard it from
Narada. But this kind of tareafa is not recor-
ded in the extant Natya Sastra. Saradata-
naya gives this same parampara in chapter ten



changing the ‘Bharatas’, actors, into one sage
with five pupils.

wgaary ghn afte e geaticfaa:
arAdla, ATEas R = frarae:
geadr a< g it g fec
qrEFAziig aear WA’ &fT qaRan
FEATE, W AR A s

Az qaAsiu waar s =l afyssta: o

Bha. Pra.X.

The passage refers to one sage with five
pupils, who were the first recipients of the
Natya Veda and whom Brahman called Bhara-
tas. This same verse is quoted by Mr. R. Kavi
to prove the Panca Bharatas. As a matter of
fact the first verse above given proves not
five Bharatas, but one and five i.e. six Bharatas.
Again, all these were called Bharatas because,
according to the ingenious derivation Sarada-
tanaya gives here, viz., w&g ‘you bear or hold
or preserve the Natya Veda’, (imperative of
9,5C to bear) Bharatas were so addressed by
Brahman. (vide verses quoted above). This
also proves the theory that the name Bharata
as a sage is a later myth and that Bharatas at
first meant only actors. But it is rather
strange how actors could have been known as
Bharatas. Saradatanaya’s explanation is far-
fetched. The still Jater and most popular deri-
vation, explaining Bharata as an epitome of
the first letters of w, T and @ is equally
far fetched. :

Mr. Ramakrishna Kavi adduces further
evidence from Tamil literature, from Adiyarkku
Nallar’s commentary on the Silappadikaram.
This also is wrong evidence. Adiyarkku
Nallar does mention the name ‘Panca Bharati-
Yam,) but mentions it not as a collection of
five works on Natya by five different writers,
but as one single work by one author, the
author of it being Deva Rishi Narada. When
thus the evidences adduced mean something
else and the theory of five Bharatas in early
Natya literature falls to the ground, it is futile
1o suppose imaginatively and suggest that
Kohala is the second Bharata, another, the third
and so on, as Mr. R. Kavi does. The exact im-
port of the word ‘Panca Bharatiyam’ in Adiya-
tkku Nallar means something else. It refers to
4 custom of dividing the subject of Natyq into
five heads or sections. Another Tamil Natya
work, Panca Marabu, referred to by the same
Adiyarkku Nallar, is also one such which

treats of Natya in five sections. The five

sections may be the five Angas of Natya referr-

ed to by Abhinava as Bharata’s view,—the five

Anagas being the three Abhinayas and the two

kinds af music, vocal and instrumental.
(pp. 265. Chap. VI, Gaek. Ed.)

Another point to be investigated in the
history of early Natya literature is the part
played by king Nahusha init. The last chap-
ter of the available Natya Sastra gives king
Nahusha the credit of bringirtg from heaven to
earth, the beautiful lore of Natya. In Saradat-
anaya’s Bhavaprakasa, in the tenth chapter,
Manu takes the place of king Nahusha. Manu
as king feels tired in his duty and Surya his
father, asks him to go to Brahman who has
got the Natya Veda from Siva. Brahman sent
six Bharatas along with Manu to Ayodhya to
receive him now and then with the entertain-
ment of Drama, Dance and Music. The
Bharatas then multiplied on earth; they wrote
treatises, one in twelve thousand slokas, and
another, an epitome of the former, in six
thousand slokas. After the name of those
who possess and exhibit it, the Sastra itself is
called Bharata Sastra.

Coming to the many names in Sangita
literature, mythical and semi-mythical, the
likelihood is that, as in the case of Sadasiva
and Brahman, the names were only of epony-
mous authors; but there were definitely works
on Natye and music current as theirs. This
we shall see, as we take up such names, one

by one.
Kasyapa

This sage is referred to by Sarngadeva as
one of the authorities on music. He is men-
tioned in Narada’s Sangitu Makaranda (p. 13).
Matanga’s Brhaddesi refers to him seven times.
The Abhinava Bharati of Abhinavagupta con-
tains two references to this sage, in Vol. IV
of the Madras MSS. The first reference is a
quotation from the Tika-Kara (Commentator)

-on the Natya Sastra who quotes in his com-
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mentary, one and half Anushtups of Kasyapa
dealing with the Tawalc of Ragas ie., the
particular tunes appropriate to each Rasa.

R g 3R SRR &)
|y Faig (@) RRE &)
o 92 oAz G wEl SYaaesar

Vol. IV Mad. MS. p. 5

........



The second reference to Kasyapa given by
Abhinavagupta is on the same page, on the
same topic.

“T a=T qgeama A aEagiE
(Frama &) ffrrmend 7ead |

And Abhinava gives eight pages of Anush-
tups on the particular tunes to be used accord-
ing to the various Rasas and Bhavas. This is
either a quotation or a compilation made by
Abhinava himsell from Kasyapa and other

writers, for he says at the end—
o FeprE Al fef

An earlier reference is available in chapter
five.

CaaIAAE FETERT-gdcy g mea:ak )

Kasyapa dealt with Drama and Alankara
also elaborately since he is so referred to by
Hrdayangama, a commentary on  the
Kavyadarsa of Dandin.

Brhat Kasyapa

Besides Kasyapa, there is yet another called
Brhat Kasyapa, an early writer on music,
There are two references to him in the work of
King Nanyadeva. (pp. 111-b and 114-a; Manu-
script of the Bhandarkar Oriental Institute.)
Thus there are two works on music by sage
Kasyapa, one being Laghu Kasyapa and another
Brhat Kasyapa, the latter being similar to
Brhat Desi.

Nandikesvara or Nandin

The place of Nandin in the mythological
origin of the Natya Sastra is by the side of
Siva himself. The latter portion of the Bharata
Natya Sastra in the Kavya Mala edition is
called Nandi Bharata. Works attributed to
him are many. There isa music work called
Nandi Bharata, noticed by Rice in Mysore and
Coorg Catalogue. The Madras Catalogue has

a AFRAI Hatearar: and another work called
aeargtzH with a Telugu Commentary descri-

bed as a dialogue between Nandikesvara and
Parvati.

“efa afdwac fba wddvas wa =Fa
AALTI T

From the manuscript of the Bhartarnavg
in the Tanjore library we sece that this is the
tenth chapter in Nandikesvara’s Bharatarnagva,

The Tanjore library has a work called qm-
@wq attributed to Nandikesvara. Most of the
works attributed to him treat more of Natya
than Sangita. In Rajasekhara’s Kavya Mimamsa,
in his account of the origin of the Sahitya
Sastra, Nandikesvara is mentioned as the first
writer on Rasa. So it is likely that the name
Nandikesvara is not important in music as
much as in Dance, Drama and Rasa.

One of his major works was not available
to Abhinavagupta. Abhinava, while quoting
him, says that he is reproducing Nandikes-
vara’s views, exactly as quoted by
Kirtidharacarya, only on the authority of
Kirtidhara and that he himself never saw the
work of Nandikesvara.

‘F9d FART afzdgatasr mies (9)
afird axenfin: (azenfie) 7 o2, qoe, freead’”
Vol. IV, p. 50.

Then Abhinava gives, as given by Kirtidhara
large prose extracts from Nandikesvara on

pp. 51-54, on the gqi7 of =wwriaifia, dances in

the g37g. Though one such work of Nandi-
kesvara, which was available to Kirtidhara was
not available to Abhinava, another work called

affzaa  was available to Abhinava and he
quotes it.

**aur = wfgAd 9xd-
Waarcsarsgay @ fZar 89 Al
geatea Zararead arued @ fags@a 0’
P. 7]71 Gaekwad

The assumption of the indentity of
Nandikesvara with Tandu made by Mr.
R. Kavi is quite wrong. As proved above
the legend of Panca Bharata has no evidence.
There is no meaning in idle guesses or assump-
tions that Nandin or Tandu or Kohala or
Kasyapa is one of the five Bharatas. Inciden-
tally we will deal with the name Tandu also.
Tandu is mentioned in the Natya Sastra as
one of the 100 sons of Bharata, to whom
Bharata taught his Natya. But latterly he 15
made to belong to the camp of Siva, an
through Tandu, who was a witness of Sivas
evening dances. Siva passes the Tandava dances
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to Sage Bharata. Abhinava quotes Kohala
(p. 182. Gaek Ed.) who says'that when Siva
was dancing, Narada propitiated him by
singing the fayary: ; Siva danced according to
Narada’s song; and gave this Tandava, as part
of Natya, to Tandu who passed it to others.
In connection with Tandava there is also
mention of one Tandya. Thus it is very di-
fficult to hazard any such thing as Mr. R. Kavi
has done, as regards the name Tandu. Whether
Tandu first existed is a question. It is most
likely that Tandava first existed and to create a
beautiful story for its origin, grammar was
resorted to and Tandu was, lattery, grammati-
cally extracted out of the word Tandava, which
word itself was long a &fz among the Natas,
even as w5i¢ and other terms. Kohala’s Sangita
Meru as quoted extensively by Kallinatha, in
the agama, refers to one Bhatta Tandu five
times. The affix ‘Bhatta’ to the name Tandu
makes him less mythological and more histori-
. cal. Whether another historical writer with the
name Bhatta Tandu existed is not yet known.

Nandikesvara’s very popular work is the
Abhinaya Darpana. It is available in print,
being printed in Telugu characters by Nida-
mangalam Tiruvenkatachari and subsequently
translated into English by A.K. Coomaraswamy
and Duggarilal. The compiler of the Bharata
Rasa Prakarana printed along with it was
Sabhapati Ayyar, a Brahmin Bharatacarya of
the Tanjore Court, a Bhagavatar who finally
settled at Mannargudi and taught his art to
some. This Abhinaya Darpana is fitted into the
style of a dialogue between Indra and Nandin.
Nandin says that there is a big work called
‘qearwd’ ‘ocean of the Bharata art’, in four thou-
sand slokas and that the Abhinaya Darpana itself
is its summary. We often hear of the early
Natya works of twelve thousand and six thou-
sand verses. But this work of four thousand
verses is new. There is a work called swamq
available in the Madras and Tanjore MSS
libraries. Three copies of this wwarag with
Telugu Tika are available in the Madras
MSS Library. (Catalogue Volume XXII
nos. 13006-08.) These MSS have in their
colophons an epithet gafdaty to the name HTETa.
The significance of this epithet is known only
from the Tanjore Library MSS. of the
Bharatarnava. 1t is called there as qR¥rca which
is a mistake for sz F3gwca.  Sumati is the king
of the semi-divine beings called gz g% and the
work Bharatarnava is in the style of Nandin
teaching the Natya lore to this Guhyakesa call-
ed Sumatj. From the colophon to chapter ten

of this work in the Tanjore library, we come
to know of another work called g wfiz#r, the
Hastabhinaya section of which is utilised by
Nandikeswara. From chapter thirteen, we
also see that there is a work on Narya in the
name of sage Yajnavalkya.

“gad u gat g argaear aEgh
WA adAT 7 WA T
ArRTeIAH ARE IR FAYEE

Chapter thirteen, deals with the seven kinds
of Lasya, which perhaps were dealt with
elaborately in a work attributed to sage
Yajnavalkya.

Narada

Abhinava refers to Narada in Vol II
page 100 with regard to the etymology and
meaning of the word =74,

sifargatafy aedafa=anty afad o

Dattila earlier than Matanga, who quotes
him, quotes Narada. Matanga also quotes
Narada. We have atleast two Naradas: one,
the author of the Siksha and the other, the
author of the Sangita Makaranda published in
the Gaekwad series. Scholars opine that the
Narada referred to as holding the mqrczrs is the
author of the Sangita Makarande which has
that grw.  This is to show the genuineness of the
Sangita Makaranda as a work of Narada. The
Sangita Makaranda, on page thirteen, gives
the names of a number of writers, The refer-
ence to Matrgupta here definitely puts the
date of the Sangita Makaranda after the
seventh century. Vikrama. is another note-
worthy, and indentifiable name quoted here.
Two names that we miss in this list are
Kohala and Dattila. The Tanjore Library has
a work attributed to Narada, called Feriz=g-

T,
Kohala

It is from Kallinatha that we have the best
glimpse into Kohala. In the agesarg of
the Sangita Ratnakara, in his commentary,
Kallinatha gives the additional #xgars from
Kohala. From here we learn some facts about
Kohala's work.

(i) Kohala’s work is called Sangita Meru.

(i) Itis in dialogue style, like the Bharata
Sastra, a dialogue between Sage Sardula and
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Kohala, the latter replying to the former’s

queries.
(iif) Ttisin Anushtup verses.

(iv) lts first part treated of Natya and the
latter part only of Sangita. The work was
thus in the style of the ancient works, in dia-
logue style and divided into Aknikas. The
extracts from Kohala given by Kallinatha quote
the following names: )

wgqug, AT, Az (author of the Siksha ),
wq (God Siva), 7aw, gueg, Fava and AfEawgs |

These references are absolutely confusing.

The names wzawg, ga-g, T aus and @feawgs
look quite historical. Kirtidhara is later than
Nandikesvara’s work. But the reference to
Matanga is hopeless for Matanga himseif quotes
Kohala. Matanga’s Brhaddesi further quotes
Dattila, who himself quotes Kohala. The only
possible conclusion is : We know Kohala to
be a very early writer whose name is by the
side of Bharata. The last chapter of Bharata
Natya Sastra contains a promise that the rest
will be done by Kohala. Though there is yet
little authority to make out Kohala as one of
the 5 Bharatas whom Brahman instructed (as
Mr. R. Kavi has made out), there is no denying
that Kohala was a very early writer. A music

work called ‘geagm’ is attributed to himin-

Aufrecht’s catalogue. The Madras Catalogue
contains a Kohaliya Abhinaya Sastra with a
Telugu commentary. A Dattila-Kohaliya
noticed by Dr. Burnell, was once available in
the Tanjore Library. Rajasekhara’s Drama Bala
Ramayana lifts his name out of the historical
sphere. These show—

(i) Kohala was an old and convenient
name to which later writers could
ascribe their own works.

There was a very early work of Kohala.

The Sangita Meru itself may not be
actually this first work of Kohala but
may be an elaborated one of some
later time foisted on the name of
Kohala. But the Sangita Meru may be
that well known work of Kohala which
Abhinava quotes often.

(ii)
(iii)

Abhinavagupta refers to Kohala very often
both in the TzIfyxR and in the Fnfdmr . The
name Kohala'is as great in the history of
Drama and Dramaturgy as it is in that of music.
The Sangita Meru must be a very voluminous
and valuable work. In Dramaturgy and Rhe-
toric, Kohala is always quoted even by later

writers as the writer who first introduced the
Uparupakas, minor types of Dramas, Totaka,
Sattaka etc. In the Madras MSS. Library
there are some fragments described as extracts
from Kohala’s works. Thus we have fald
sifiaggmes and aeeww (Nos. 12,989 and 12992
Cat. Vol. XXI1.) Thereis also a work called
Fleacged, available in this library—Triennial
1910-11 to 1912-13. Only the 13th chapter
is available. It is set in dialogue style, Kohala
replying to Matanga.

Dattila

Dattila is often Dantila also. He is often
coupled with Kohala and the reason is not
known. Dattila is a very early writer whom,
especially in the figifac Abhinava quotes very
frequently, more often than even Kohala. He
is referred to as e:f‘aamz? and from the references
we may infer that Dattila’s work was in Anush-
tups like Kohala’s and Bharata’s. :

‘Dattilam’ published in the Trivandrum
series is only a very late fragmentary selection
or condensation of the early original and big
work of Dattila, which is not yet available.
Dattila’s work must have, like other early
works, dealt with dance and dramaturgy. It
must have been big. The Trivandrum text of
Dattilam is very small even as regards music.
It has no section on drama and dance. There
is no denying the fact that Dattila’s work
treated of w1z¥ also.

The Trivandrum edition of Dattilam quotes
Narada, Kohala and Visakhila. Even as regards
the original Dattila, it may be only later to
Kohala.

There are two copies of a work called gmant
in the Madras MSS. Library ( Cat. Vol. XXII

Nos. 13,014 and 13,015) in 3 Tarangas, TafEwd,
7 freaoafang, and  msmiqad 1 The last
Tvaranga gives the Rshi Chandas and Dhyana of
each Raga. The colophon of this work des-
cribes it as a dialogue between Narada and
Dattila.

“ofy AN AREETaA §AR EEEaA W
TIAEE: |

Anjaneya

If we can expect a g @ and an YA as
Sangita Acaryas, why not Anjaneya ? Asa
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matter of fact, evidences of Anjaneya having
had some work on Natya and music to his
credit, are more than those available for many
others of his class. Sarngadeva and Narada
enumerate him in their lists. On p. 251. Caek.
ed., defining and describing the Rupaka called
gegfesis, Saradatanaya quotes in his Bhava-
prakasa, Anjaneya along with =7 |

RS Wi EEHaf A |
STEEIATE: MglHTg ga1 |
Chap. VIII

Again as Maruti, he is quoted by Saradata-
naya on p. 114. 19 in Chap. V. From the
first given reference we can make out that Anja-
neya’s work dealt with Dramaturgy at length.
From the other reference in the Bhavaprakasa
we see that this facgam=ifts work dealt elabora-
tely with Ffirm also, evén as Bharata’s. As
regards the signs by which another man’s wife
shows her love to her secret lover, Saradatanaya
quotes srsfg, who says that such signs or indica-
tory Bhavas are common to all women.

3 wmar T Prafer eftamgrar 999 996
s gatgi Starfiens awfh o

That Anjaneya’s work dealt with music also
is plain. Kallinatha quotes him on p. 218, chap.
2 on Desi Ragas :—

a7 AT STSAAT
It o1 freagam wren e @ f2
Ry afdegram iy § an o

Sangita Darpana of Damodara, a later work
which quotes Sarngadeva and Kallinatha, quotes
Anjaneya twice, The first reference is a general
praise on Nada.

_qF AT
“arETeeg O qIC | ST acedr |
nenfy weoe waR g'a asfa agfa”

Again in the enumeration of Ragas and
their consorts—Raginis—he is quoted as Hanu-
man. This reference makes Hanuman’s work as
expounding the northernsystem which alone has

- the scheme of Raga-Raginis. We also hear of
a work on Natya called ggugta . Ahobala, in
his Songita Parijata refers to and bases his defi-
nitions often on Hanuman.

Sardula

Sarngadeva’s and Narada’s lists contain the
name of Sardula. In the latter’s list there is

also aenother name sq/@ which is only a synonym
of yri'a . Similarly there are 2 references under
two different synonyms to Vishnu and Indra, in
theQ Sangita Makaranda.  Sarngadeva couples
iz @ with te@w,  Neither Abhinavagupta nor
Sarngadeva nor Kallinatha refer to any opinion
of Sardula. It is thus very likely that Sardula
finds a place among Sangita Acaryas because he
is the questioner to whom Kohala’s Sangita
Meru is addressed as reply. 7The Brhaddesi
however has two references to Sardula indepen-
dently.

Durgasakti

Durgasakti is referred to as zmmfig by
Matanga. It is likely heis a historical per-
sonage. Besides mentioning him in his list of
authorities at the beginning, Sarngadeva refers
to him along with Kasyapa on p. 182 S.R.

Yashtika

Sarngadeva mentions Yashtika as an au-
thority on music in his list. Matanga quotes.
him seven times. Nanyadeva quotes him once.
From the latter fact we can take that there was
some definite work on music current as Yash-
tika’s. ‘The fact gains additional support from
a reference to him given by Kallinatha on
p. 228 in Chapter 2.

Kambala and Asvatara

These two are always associates and are
two figures in the mythological pantheon of
Sangita Acaryas. Sarngadeva mentions these
two as authorities on music and again quotes
them in chapter 1, p. 78 as holding some defi-
nite opinion, different from that of Bharata.
The reference proves that some music work was
extant as theirs, but need not prove that that
work was available to Sarngadeva, who might
have referred to their view from references in
the works. of earlier writers.  We do not hear
of these two any where else in the works of the
early period but have some information about
them in Damodara’s Sangita Darpana. These
two are not “Wool” and “Ass” but “Snakes”.
They propitiated Sarasvati, got the wzfar and
became the ear-ornaments, Ftza of God Siva,
a post from which they could be pouring their
music into the ears of God.

Kambala and Asvatara are mentioned as
two Nagas, serpents in the list of Nagas in
chapter 35, Adiparva M. Bha.
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The Markandeya Purana gives their story in
Chapter 21.

Matanga

Abhinava quotes sage Matanga only twice—
pp. 59 and 67, Vol. IV Mad. MSS. Since quot-
ations from his work given by other writers
are found here, we may take the Trivandrum
Ed. of Matanga’s Brhaddesi as genuine though
it is incomplete. Matanga quotes:

Kasyapa, Kohala, Dattila, Durgasakti, Nan-
dikesvara, Narada, Brahman, Bharata, Mahes-
vara, Yashtika, Vallabha, Visvavasu and
Sardula.

Of these names Vallabha must be noted.
We do not hear of this Sangitacharya Vallabha
anywhere else.

From a reference in Kallinatha, on page 82,
we see that Matanga quotes Rudrata, who
flourished in the first quarter of the ninth cen-
tury. Hence the Brhaddesi is later than the
ninth century.

Damodaragupta, in his Kutranimata makes
Matanga a specialist in flute,

“glecerorant sfamaa afted aaggh”
SI. 854.

The Brhaddesi must have been famous for
the excellence of its gfsgrsqrg and this has resul-
ted in a story of Sangita, that Matanga propi-
tiated Siva by singing on the flute. Abhinava
mentions this story in the gfdgrsqrg Vol. 1V,
page 58.

gd R aarg it
aufad (9) szl mifes o

The Vadyadhyaya of Brhaddesi itself seems
to have been held in high esteem. Jayasimha
(C. 1253 A.D.) in his work on Natya called
Nrtta Ratnavali (Tanjore Library) mentions the
qrar=qrg of Matanga’s Brhaddesi.

Yisakhila

. Abhinavagupta quotes Visakhilacharya six
times in his commentary on the Geyadhikara.
His work was earlier to that of Dattila who
quotes him.
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Vayu

Vayu is given in the list of Sarngadeva apq
Narada. We have no other information about
him in any other authoritative work. His must
certainly be a prominent niche in the temple
of the Sangitacaryas for, as wind that sings
through the atmosphere and the trees, as the
carrier of music, as the srwarg which creates A
and as air playing in the holes of the flute
certainly Vayu’s partis very great in any mytﬁ
of the origin of Sangita Sastra. 1t is also
likely that the name Vayu refers to the Vayu-
purana which says something of music.

Visvavasu

Visvavasu is merely enumerated by Sarnga-
deva. Matanga attributes to him some opinion
in his Brhaddesi, on p. 4. Simha Bhupala, in
his commentary on the Svaradhyaya of the
Sangita Ratnakara quotes a passage from Visva-
vasu. It may be that there is a work in his
name. Visvavasu is the name of one of the
Gandharvas who are, as a class, musicians and
as a Gandharva at least, he enters the list. The
name of Tumburu is similar. He is not -only
a Gandharva but is often associated with
Narada also and hence has a double title to
enter the list.

Rambha and Arjuna

Rambha is a mere name now, no work in
her name being available. As an Apsara and
exponent of Naiya in heaven, she has a sure
place in the list. Arjuna’s name is also found
in the lists. His meeting with Rambha in
heaven and his sojourn at Viratas’s court as

" Brhannala, a tutor of dance, have sufficient

cause for the possibility of some later writer
ascribing a work of his to the name of Arjuna.
There is a work called Arjuna Bharata avail-
able in the Tanjore Sarasvati Mahal Library.

Ravana

Ravana’s name is associated with Samagana
and with a particular kind of Veena. Rajase-
khara’s drama, Bala Ramayana makes Kohala
praise Ravana as having had the fortune of
enjoying God Siva himself perform Natya.
So far, we have not landed on any evidence of
quotation to show that, in fact, there 153
work in the name of Ravana even as the many
Stotras current in his name.



Guna is another name in Narada’s list,
which is a mere name, no further light upon
him being available. So are also the follow-
ing names found in Narada’s list:

Two Haris, Visvakarman, Hariscandra,
Kamalasyaka (may be Brahman), Candi (pro-
bably only Devi), Angada (who must naturally
gowith Anjaneya), Shanmukha and Bhrngi (these
2 because of their being the audience at Siva’s
dance), Kubera (as he is a friend of Siva accord-
ing to Puranas), sage Kusika, Samudra, Saras-
wati (because she is the Goddess of all faers)
Bali, Yaksha, and Kinnaresa (because Kinnaras
are described in the Kavyas and Puranas as
singing with instruments.)

But two names in Narada’s list must be
noted, besides that of sy, viz., gz and f4ma.
This Vikrama is not quoted elsewhere and it is
difficult to fix the Sangitacarya Vikrama among
the many Vikramas in Indian history. The
other, Samudra is certainly not the ocean,
but, as regards him, no other evidence is
available.

Svati

Of Svati mentioned in Sarngadeva’s list,
some light is available. It is not likely he has
any work to his credit but still belongs to the
pantheon of Sangitacaryas. Bharata says in
Chapter 1, that on the occasion of the first
drama in Indra’s flag festival, he took Svati and
Narada with him, Svati for waeama (drum)
and Narada for music.

nfiatusfigweg gt frdwead gan
ARETER weqat: araa e o
QIR G a7 I FRTA, |
gfeadiss driet TawY HaEat:

Abhinavagupta here says in his commentary
that Svati was responsible for the invention of
the drum called, gez. Svatiis a constellation
associated with rain and is also a Rishi. Abhi-
nava exercises his imagination with the aid of
the descriptions in Kavyas and connects the
deep rumblings of the clouds with the sounds
produced on the Pushkara and thus makes
Svati, to whose charge Bharata gave the drum,
wiw=gra as the founder of the gery .

“efy: mifde: 39 sek gad faoaataa
a3 Preemm oo a@ fafim W@
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fiftm aulgeen Damar  qud gfafaada

T 319 famie Fafregq: 17
Abhi. Bharati, P. 23, Geak. ed.
The story of this invention of ysa¢ and also
the other =3z by Rishi Svati on a rainy day is
told by Bharata himself in the gerears Chapter

33, Kasi ed., Sls. 5-12. Abhinava only sum-
marises in prose the verses there.

Kamadeva

Though the name of Cupid is not found in
the lists of the various Narya and Sangitacaryas,
we have evidence to show that some work on
Natya Sastra was current in his name. There
1s a work called sr@=sa in the Madras MSS.
Library (Cat. Vol. XXII, No. 12,993 ), which
quotes Kamadeva.

“spaeARY g wAdaa—
IEAT TATHAT. -0 - P

This tala-lakshana is a ate work and it
quotes Saradatanaya’s Bhavaprakasa.

Dhenuka

Damodargupta says in his Kuttanimata :
FRgFrAnt 3gafaR 7 mak fgg |
o9& GUFRAT T2 TeNTIIH AT I
) SI. 82

From this verse we come to know that there is
one Dhenuka who has specially written on Tala.
Who this Dhenuka is and what his work is, are
not known. Nor is he mentioned elsewhere.

Daksha Prajapati

Simha Bhupala, in his commentary on the
Svaradhyaya of the Sangita Ratnakara quotes
Daksha Prajapati, who is no mere name, but
in whose name must have been current an

important work.
“eRegAl  TEAARAIGRARIFATARI T
ARE: T MRS A |
grsrema ity
g TP OTIREACIRIRT:
sarRaa B Towed o @’



Utpala Deva

We now come to writers and works regard-
ing whose verity there is little doubt. From
Abhinavagupta’s Abhinava Bharati, we learn
that Abhinava’s own Paramaguru i.e., precep-
tor’s preceptor in Saivism, Srimad Utpaladeva
wrote also on Sangita. Otherwise there is no
indication of his having written on music. But
we can surely rely on the Prasishya’s evidence
and take Utpaladeva as an early writer on
Sangita. Abhinava quotes him four times in
his Abhinava Bharati. The first quotation is
in the sepegrg, Chap. 29.

T g ORT FAAFRAAAT SAeTE g
(?) qar
HIAgeqer 2qURTETT 773 |

Vol. 1V, p. 21, Mad. Ms. of Abhinava Bharati.

The second reference is in the same chap-
ter on the next page of this Volume.

‘agE AtAgemEaaEEl 48 quier
vafamed aaifaars] MafrEar

The third reference is in the Chapter 31,
page 84 of Volume IV, here also Abhinava
différs from his grand-teacher.

The fourth reference to Utpaladeva is on
page 188, Volume IV.

“qitad Ao Zaure—
fraaenficgg A wega waadad
A A1g TATTA: TG TFTIL W
From this last quotation we may infer that

Utpala’s music work was written in Anustups.
Utpaladeva’s date is easily fixed. His gfyrey,

;g wiwaaed arg fourished at the end of the

tenth and the beginning of the eleventh

centuries.
(To be continued)

From the Journal of the Music Academy,
Madras Vol. III No. 1-2 of 1932,




Some Names
In Early

Sangeet Literature

E must separately
deal with the com-
mentators on the Natya

By Dr. V. Raghavan

present reference to the
interpretations of this
music teacher WNrsimha-

Sastra. The only com- gupta. Who is this
mentator whose work , . Nrsimhagupta? He is
has been recovered is Continued from Bulletin No. 5 Abhinavag’sp own father.

Abhinavagupta. Even

his Abhinava Bharati is

available in the Madras manuscript only up to a
part of the qrararq and there is some lacuna in
the seventh chapter. The 8th is also missing.
The Abhinava Bharati, edited by Mr. R. Kavi,
In the Gaekwad series, is a store-house of
information, giving us material to construct
a history of early Sangita literature. Abhinava’s
life was a full and very rich one. His place in the
history of Kashmir Saivism is as great as
that of Sri Sankara in Advaita literature. His
importance in Alankara, i.e., poetics, is also as
great. He studied the Natya Sastra under ‘the
good Brahmin’ Tota, Bhatta Tota or Tauta,
the author of Kavya Kautuka, an Alankara
work upon which also Abhinavagupta has
commented. Tota was a scholar of Natya and
music and Abhinava often refers to his inter-
pretations of the text of the Natya Sastra in
the nifasr also as Upadhyaya’s mata. Besides
Tauta, one Nrsimhagupta alias Mukhala
(Cukhala) was the preceptor in music to
Abhinavagupta. He mentions this music teacher
in two verses at the end of chapters 20 and 27:

SfargaafiaasT sfresd g5 =afy )

I 71 AT grracnEEag ga2 3t

Fraggearam: RaEge ganfie: |

4 g (7) famfwgyge: samtals FaaremMi i
Since Abhinava refers to Bhatta Tauta in his
Abhinava Bharati invariably as Upadhyaya

only, one or two references to one Acarya
avaijlable in the #gifysr may be taken to re-
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This we know from an

anonymous commentary
on Abhinava’s Saiva work called syaTseafim-
famfit (R. No. 4353, p. 6399, Mad. Cat.
Triennial, 1922-23 to 1924-25). Vide my article
in the “Journal of Oriental Research’, Madras,
Vol. VI, part 2, on the writers quoted in the
Abhinava Bharati.

Kirtidhara

The other commentators on the Natyva
Sastra as given by Sarngadeva are Lollata,
Udbhata, Sankuka and Kirtidhara. Though
mentioned last in Sarngadeva’s list, if it is a
fact that his work was a regular commentary
on the Bharata Natya Sastra, Kirtidhara was
the first known commentator. Abhinava quotes
him four times. The first reference is in Chap. 4,
in the discussion on the difference between
74 and wrzg (p. 208, Gaek. Ed.) The other three
references Yo Kirtidharacarya are in the Ifa=i,
the music section of the Natya Sastra. The
first of these occurs in the smeysm.  (Vol
1V, p. 42). The next is found on p. 50, in the
same.volume. The last reference to him is on
the group-dances to be performed in the Purva
Ranga. Abhinava says here that he is going
to give additional information from Nandi-
kesvara, on the authority of Kirtidhara, who
quotes Nandikesvara:

“qq gq AR FigaTacaarEmiEaT () 1

zfird azean (wm) fir: @1 o, qevaars fead u
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Then Abhinava gives on pp. 51—54 large prose

extracts from Nandikesvara as given by Kirti--

dhara.

The Sangita Meru of Kohala, in the extracts
given by Kallinatha therefrom, quotes Kirti-
dhara, p.-677. So Kirtidhara is earlier than the
Sangita Meru. Lo :

Udbhata, Lollata and Sankuka

It is now accepted by all scholars that the
great Alankarika, Udbhata, wrote a regular
commentary on the Natya Sastra. Abhinava
refers to his interpretations and views four
times at distant intervals in his Abhinava Bharati.
First, he refers to the followers of Udbhata in
Chap. 6, on the Natya Angas (p. 265, Gaek.
- Ed.). - Then in Chap. 9, (Vol. 11, p. 307, Mad.
MS.), Abhinava quotes Bhatta Udbhata on
,gard. The third reference is on p. 472,
Vol. II. The fourth reference to Udbhata is
on p. 479, Vol. 11, in the chapter on zm&w.
This reference shows that Udbhata recognised
only three Vrttis, and even those three, of a diff-
erent nature from Kuaisiki, etc. There is another
reference which- does not mention him but
presupposes him and his view of the Vrrtis.
(Vol. - 111, p. 4.) ‘

Here in the first reference, as well as in the
fourth, Abhinava first gives Udbhata’s opinion
and then Lollata’s refutation of Udbhata’s view.
One of the two references to Udbhata in
Rajasekhara’s Kavyamimamsa also is of the
same nature. Thus Udbhata was the earlier
commentator and Lollata and Sankuka came
afterwards. Udbhata was the Court poet of
‘King Jayapida of Kashmir (778—813 A.D.).

As regards Bhatta Lollata and Sankuka,
there is no doubt of the fact of their having
written commentaries on the Natya Sastra, for,
references to their interpretations of particular
texts in Bharata are profuse all over the
Abhinava Bharati. Lollata flourished about 825
A.D. and Sankuka a little later, about 850 A.D.

Sri Harsha’s Varttika

Besides these direct commentaries, the
Natya Sastra had two other commentaries,
Varttika and Tika. Abhinavagupta quotes
often Sri Harsha and his Varttika in the first
six chapters. Altogether there are eight quota-
tions from Sri Harsha’s Varttika. The quota-
tions are mostly in Arya verses and occasionally
In prose also. Thus the Varttika was mainly

in Aryas and occasionally in prose. Sarada-
tanaya in his Bhavaprakasa also refers to Harsha
and his definition of the Uparupaka called
Totaka (p. 238-1. 5). This Sri Harsha is not
the Royal dramatist and patron of poet Bana,
since in a reference in the ¥gfasEr to the
music verse of King Sri Harsha, found in two
of his dramas, Abhinava does not refer to him
as the Varttikakara. Itis strange how Abhinava,
who quotes Harsha so often in the first six
chapters, never quotes him in the later chapters .
on dance and drama proper and music. Perhaps
Sri Harsha’s Varttika was available even to
Abhinavagupta only in fragments- at . the
beginning. ’

The Tikakara

The name of the author of the Tika on the
Natya Sastra is not available. Beginning in
the 22nd Chapter, there are seventeen references
to him in the Abhinava Bharati, (mostly in the
aTfaEr)-

Earlier also there are two references to him
in Chapter VI. Abhinavagupta quotes him only
to refute him. It appears that the Tikakara
on the Natya Sastra blundered hopelessly in
the mfymr. All the seventeen references to
him are those in which Abhinava completely
ridicules him. From one of the references we
see that the Tikakara quotes Kasyapa (Vol.
1V, p. 2). The Tikakara finds some dis-
crepancy between Bharata and Kasyapa which
Abhinava removes. In one reference to the
Tikakara, we find him quoting Sadasiva and
there is mention of one sflurg as the Guru of
the Tikakara (p. 25, Vol. IV).

Besides these commentators on Bharata’s
work which dealt with dance and music, there
are some more names also whom we may take
as writers on Natya and music from Abhinava-
gupta’s references.

Bhatta Sumanas

This writer is quoted in the 32nd Chapter,
in the ar@mgry (Vol. IV. p. 32). Since the
reference occurs in the rarfysig, Bhatta Sumanas
must be the author of some work on music.
The reference given by Abhinavagupta is to
his interpretation of a verse in Bharata.
Perhaps he commented on Bharata, or only
on the fgifywc in Bharata or had occasion
to quote and interpret a verse from Bharata in
an independent work of his.

!Kirtidhara is quoted often by Jayasenapati in his Nritta—ratnavali which I am editing now.
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Bhatta Vrddhi

This author also wrote some work on music.
He is referred to in the ammrsars (p. 203,
Vol. 1IV).

Ghantaka

Poet Ghantaka is quoted by Abhinavagupta,
but only on a topic in dramaturgy. If, however,
poet Ghantaka also was a commentator on
Bharata, it follows that he was a writer on music
as well.

Sakaligarbha

From Abhinava Bharati (Vol. II, p. 480),
we come to know of a new writer on Ntya
named Sakali Garbha? He has a curious view
of five Vritis in dramas His work on Natya
might have dealt with music also—undoubtedly
so, if he is a commentator on Bharata.

Rahula

Rahula is an early writer on music. Sarnga-
deva mentions him among his authorities as
Rahala.

wiiag @) figoe: Jraaw Tga !
Abhinava quotes him thrice, first on the
difference between Natya and Nrtta in Chap. 4,
p. 172 (Gaek. ed.), then on p. 197 of theksame
edition and then in the 23rd Chap. on 3firs,
p- 38, Vol. IIl, Mad. Ms. The third reference
is reproduced in Abhinava’s faithful follower,
Hemachandra’s Alankara work, Kavyanusasana.

WA I — A AR Ty
RS Asemiinicanargaiin sifwa: |

Hemachandra, K.A.,N.S. ed., p. 316.

39 Arematineg Rl wagEarE-

Tgenfafinfan Resfied agan
ADbhi. Bhar.
The context is gEARET and. the
Alankaras of women «ig, g etc. Abhinava

criticises Rahula for holding #wex, @ etc.
also to be Alankaras. In the reference given
above, Abhinava, in the text in Madras Ms.
refers to Rahula as werng. It is  likely
that it is a scribal error for msar=Ty, since
we find it so in Hemacandra, who is always
very useful in deciding the text of Abhinava’s
works. He was a Buddhist. We had among Bud-
dhistsmany such writers on such secular sub-
Jjects. One Padmasri is known to us as a Buddhist
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monk who has written the
called Nagara Sarvasva, fr
in addition to what we k
reference to Rahula, that the Buddhistic
Sampradqu ontopics of Alankara, etc. had their
own deviations and peculiarities. Thuys Rahula
either commented on the Natya Sastra or wrote
a big treatise on dance, drama and music like
the Natya Sastra. ’

pornography work,
om which we learn,
now from the second

Bhatta Yatra

y one reference to Bhatta Yantra
va Bharati and that too only on
n chapter 4, p. 208, (Gaek. ed.),
ence between Natya and Nrtra.
mmentator on Bharata, to decide
ent evidence is not available, we
a writer on music also.
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Rudrata

Sarngadeva mentions Ry

drata as a Sangita
Acarya: &

W AFTIR Maeead |
Confirmation of his having written a work
on music comes from a reference to him by
AbI}mavag_upta. Abhinava criticises Rudrata as
having written without understanding Bharata:

wa (@) Rfig wond’ 3 3) amd: e
WansETas: 939 qeFa I

p. 160 Vol. IV.

This Rudrata is the Alankarika, author
of the Kavyalankara, whom some scholars
identify with Rudra or Rudra Bhatta, author of
another Alankara work called Srngaratilaka.
Rudrata is placed in the 9th century. He is
thus a contemporary of King Avantivarman
of Kashmir and the great Alankarika Ananda-
vardhana. Rudrata is quoted by Kallinatha,
once independently and, again, as being quoted
by Matanga,

97 A EERT Aafe: weEmeras S
AT AT &2 FA0 AeIREly aqnaa
S.R. p.82

Mr. R. Kavi, as usual, without evidence or
authority, postulatesthe identity of this Rudrata
with Medhavi Rudra, another writer on
Alankara, which is wrong, and again both of
them with Rudracarya, protege of Kbngi
Mahendra Vikrama Pallava and author connec-



ted with the Kudumiyamalai music inscription.
This triple equation is absolutely baseless.

Bhatta Gopala

Abhinava refers to this writer on music
twice. He first quotes him and his amcifasr
in Chap. 12, on p. 332, Vol. II, along with
Bhatta Lollata. He promises here to come to
the topic of ugmr@ in the dmraE  and
accordingly, in the aw@rsqrd, he again quotes
Bhatta Gopala, who, he says, has refuted at
length in his Tala Dipika the garraqufq of
his predecessors.

“sim BIMEGART AR W gaen
a3 Q) aafe) Greaagadl gaammar e
sre=rat gfiar | ag g AT et araey’

Vol. IL p. 382.

“aafg wrmwm: wfagE 935 fafafeta v
Vol. II. p. 181.

Matrgupta

Matrgupta is referred to by many writers
and his Anustubh verses on subjects of Natya
are found quoted in Ranganatha Diksita’s
commentary on the Vikramorvasiya, Raghava
Bhatta’s commentary on the Sakuntala, etc.
His work should have been in Anustubhs, modell-
ed after the Bharata Natya Sastra treating of
music also. For the reference in Abhinava

Bharati to Bhatta Matrgupta is in the amrsars,
(p. 32, Vol IV): .
qalFd WEARIAT—
“qe g SR ArsgergArfaa:
Sarngadeva mentions him as a Sangitacarya:
SHARAT MITA TIQ AFTEAT |

The reference in Narada’s San;gita Maka-
randa, p. 13, to one Matragupta is evidently
only to Matrgupta.

Matrgupta lived in King Sri Harsa’s time,
607-647 A.D. He was a great poet and was
Jater made king of Kashmir.

Priyatithi
This is a very new name in Natya literature,
which we~-are given by the Abhinava Bhauati.
1t quotes this writer on Natya on the subject of
Saindhava, one of the ten Lasyangas:
“Brefuferate: (Gfe) ghwaleds aso (k)
ITETT | T 9 AFd IFAT A9 Brlaq, seg|za ©
p. 537, Vol. 11
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Priyatithi wrote against Bharata’s view and
Abhinava criticises him for this.

King Bhoja

About the time of Abhinavagupta the Para-
mara King Bhoja ruled at Dhara (A.D. 1010-
1055). He was a patron of arts and prolific
writer. Bhoja’s literary period was a little later
than that of Abhinava. Sarngadeva mentions
Bhoja in his list and Saradatanaya quotes him
often in music also along with Somesvara. We
can believe that King Bhoja, master of all
arts and sciences, wrote on Sangita also but we
want evidence for accepting Mr. R. Kavi’s calm
assertion that Bhoja’s Sangita work was called
ga-a41y, which name is only a fancy, built on
analogy the of the name of Bhoja’s great
Alankara work called Sringara Prakasa.
Parsvadeva says taht Bhoja gave the technical
terms music in the Bhandika vernacular in his
work on music.

Somesvara

wadl =7 AR srRaagtafd |

This reference in Sarngadeva gives Somesa,
Paramardi and Jagadelcamhipati as Sangita-
caryas. Saradatanaya in his Bhavaprakasa
refers to . Somesvara along with Bhoja twice.
Saradatanaya says that he is not elaborating
music since it has been already dealt with
by Somesvara and others. The Sangita Samaya
Sara of Parsvadeva quotes him with Dattila,
as having dealt with Tala, and with Bhoja as
having given the technical terms of music in
the Bhandika Bhasa. This Bhandika Bhasa
is a vernacular and very highly musical are and
a grammar of it is available in the Tanjore
Sarasvati Mahal Library. In that grammar,
a beautiful story of the origin of that vernacular
is given. It is said that when Krishna danced -
the Rasa, along with the Gopis from all parts of
India, and when each sang in her own tongue,
there arose, in that beautiful medley of tongues,
the very musical language of the Bhandika.

Who is this Somesvara who is cited as an
authority on music? The Editor of the
Bhavaprakasa in the Gaekwad series, Mr. K.S.
Ramaswamy Sastrigal, discusses this question.
In Sangita we know of two Somesvaras. One
is the Calukya King Somesvara III, who compos-
ed an encyclopaedic work called Manasollasa or
the Abhilasitartha Cintamani, in the year 1131
A.D. This big work, part of which has been
published from Mysore and Baroda, is said
to contain a very big section on music. This



portion, when published, will light up our field
very much. It is very likely that it is this
Somesvara whom Sarngadeva and others
mention.

Another Somesvara is known as the author
of a music work called Sangita Ratnavali. Some
identify Sarngadeva’s Somesvara with this
Somesvara.

Bhatta Soma Carana

But all are agreed that Somesvara was a
King and Kshatriya. If so, we had another
writer on music called Soma or Bhatta Soma
Carana, a Brahmin. The learned Ranganatha
Diksita, in his commentary on the Vikramorva-
siya, Act. IV, quotes him after quoting Matanga,
on the sF% or the swafwar difa, (p. 89, Nirnaya
Sagar Edition).

King Paramardi

This word is taken by some as an attribute
of the above-mentioned King Somesvara,
qradi =7 |am snwwgife: | Mr. K. S. Rama-
swamy Sastr1 takes Paramardi as a separate
name, as a different writer on music, identifiable
with a king of that name of the Candel dynasty,
a scholar and patron, who reigned between
1165-1203 A.D. This latter view is the justifi-
able one Parsvadeva in his Sangita Samaya
Sara (on p. 24, Tri. Edn.) quotes King
Paramardi, in the swgsarsarg, i.e., Chapter 4.
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Nothing more is known of King Paramardi
or his work on music.

Nanya Bhupala

Through the kindness of my professor, I
got the manuscript of the work of Nanyadeva
from the Bhandarkar Oriental Institute, Poona.
The work is incomplete and is generally called
in the colophons Bharata Bhasya. But two
of the colophons style it as Bharata Varttika.
The work quotes Narada’s Siksa and the author
of the f¥atw 2 on  the araig-fmr, Sikshas,
of Panini and Apisali, Bharata, Matanga
and  his Brhaddesi, Tumburu, Kasyapa and
Brhat Kasyapa, Visakhila, Yashtika, Dattila and
Abhinavagupta. Two names among the writers
quoted must be noted. They are sages mifigs
and g%, of whom we do not hear else-
where. References to these two are on p. 64a.
The Kalika Purana is referred to by Nanyadeva
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on page 132a, as containing the treatment of
the gita called Mfagsa.

The colophon has sometimes this suggestive
word—'qifasiQ’. From this we come to
know that Nanyadeva’s work is very big and
divided into four sections according to the four
Abhinayas—aitas, wifis, @ifas and s
The first section—Amsa—called aifim, deals
with Sangita. The portion dealing with music
alone is available in the manuscript above
referred to and even this runs to 221 sheets.

Nanyadeva, as one mentioned by Sarnga-
dt;va, is earlier to Sarngadeva. Nanyadeva was
king of Mithila. He calls himself by the name
fafuegac and wmrgmeafeefy. He has another
name also—Rajanarayana.
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His work called Bharata Bhasya and Bharata
Varttika has another name—Sarasvati Hrdya
Bhusana or Sarasvati Hrdayalankara or Saraswati
Hrdaya Alankara Hara, as described in the
different colophons.

Bindu Raja and Ksetra Raja

Of these two authorities enumerated by
garngadeva, we have no further knowledge. Both
look like historical personages. Kohala, as
quoted by Kallinatha, quotes one Iast on the
Fxand called w@iasGmigonp. 688. If Ksetra
Raja is the same as this Ksemaraja we may
take him as a writer earlier than the Sangita
Meru.

Lohita Bhattaka and Sumantu

These are two more writers quoted in the
Sangita Meru. They are certainly historical from
what we see by their names, but further light on
these two is no yet available. We know of
Sumantu who was a sage, who is mentioned
in the Maha Bharata and Asvalayana as one
of the five waEmds, not wwarargs. He was
one of those who edited the Maha Bharata after
Vyasa. He is mentioned thus—
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Saradatanaya

Now let us come to the third source of in-
formation, the Bhavaprakasa of Saradatanaya, a
work on dramaturgy ascribed to the period
1175-1250 A.D.

Saradatanaya, if the above given date is
correct, was living in Sarngadeva’s time.
Saradatanaya was, as his name shows, born of
the grace of Sarasvati. In the 7th Chapter of
his Bhavaprakasa he takes up Sangita and after
elaborately telling us of the physiological orocess
of @idkafx, just touches music and leaves it
saying that he need not deal with it further, since
Bhoja, Somesvara and others have treated of it.
From this same reference in Chap. 7, we learn
that Saradatanaya himself produced a compan-
ion work, certainly earlier, on music called
Saradiya.

“grft urdhared w97y gig afid
p. 194.

Further, Saradatanaya refers to many other
works and authors on Nafya and music. The
following are noteworthy since they are not
referred to elsewhere : ZifFqt, weaifrgs and

Gandharva Nirnaya

The wapFgdfqgs is a work on  music,
treating of Natya also by the way. Saradata-
naya refers to it on p. 266 in Chapter 9, in the
description of the minor Rupaka variety
known as Iwleae, which is a #ftasa=a, an operatic
composition:
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The author of the Gandharva Nirnaya is
not known.

Drauhini

The quotation in the Bhavaprakasa in the
name of Drauhini, on page 239, line 1., is on
Vrittis and Nataka:

“aredaioey @ iy HRfuEda’

From this reference we can take him to be
an author on drama only. But Rajasekhara
in his Kavyamimamsa quotes him twice and
from the first quotation there, we can surely
make out Drauhini as an author of some music
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work. This reference makes Drauhini praise
music as the 5th Veda.

‘e TaflH: daa e ofy Qfaf: v
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Thus Drauhini’s work, like works of the
early period, comprehensively dealt with Sangita
proper, with 1ts three departments. It is also
likely that Drauhini is only Druhina’s son, i.e.,
Narada.

Vasuki

Vasuki is a mythological name. Vasuki is
quoted twice by Saradatanaya. He is earlier to
the Bharata Natya Sastra, if we rely upon a
verse attributed to him by Saradatanaya, which
is found quoted by Bharata. Vasuki is not
enumerated by Sarngadeva or Narada nor is he
quoted elsewhere. Narada’s list however con-
tains a name sy, which, if it is taken in the
meaning ‘snake’, may refer to Vasuki, but this
is quite far-fetched.

Kalpavalli and Yogamala

The Kalpavalli or Kalpalata and the Yoga
Mala Samhita quoted by Sarngadeva are defini-
tely works on Natya but probably these two
devoted some of their chapters to the Samana
tantra (allied science) music also. The Yoga-
mala Sambhita seems to be in the form of a
dialogue in which Siva teaches Natya, etc., to
Vivasvan i.e., Surya. Surya seems to have some
part in the history of Natya and Sangita.

Vyasa and Agastya

Saradatanaya mentions at the beginning
of his work that he studied and learnt the
schools of the following writers on Natya—
Sadasiva, Siva, Parvati, Gauri, Vasuki, Sarasvati,
Narada, Kumbhodbhava, i.e, Agastya, Vyasa,
Bharata’s pupils, and Anjaneya. Of these we
have already dealt with Narada, Vasuki and
Anjaneya. How Sadasiva and Siva, and Parvat:
and Gauri are separate and different we are
not able to understand. Vyasa is quoted now
and then by Saradatanaya. There are two
possibilities. Some of the Puranas of which
Vyasa is the general author contain chapters on
music. Opinions quoted as Vyasa’s may refer
to opinions contained there. But such referen-
ces are not traceable to the Sangita text in the
Puranas. The story of the origin of Natya
which Saradatanaya attributes to Vyasa, the
exact number of acts in segfesis according to
Vyasa referred to by Saradatanaya, are not



traceable to the known Puranas which deal with
drama and music. The other possibility is that
there was some work on Natya current as
Vyasa’s. Anyway Vyasa is not a mere name,
since Saradatanaya attributes to him two definite
opinions on pp. 55 and 251. The name of
Agastya does not seem to appear anywhere else.
As a matter of fact, in literature, Agastya is a
rare name in Sanskrit. It is only in Tamil
that he is the eponymous father of all literature.
- Saradatanaya, as the editor of his work suggests,
~ was thus ‘possibly a South Indian. But in the
* body of the Bhava Prakasa itself, no quotation
~ from Agastya is found,

Parsvadeva

" The Sangita Samaya Sara of Parsvadeva
published in the Trivandrum Sanskrit series is
mainly a work on music, but it treats of
dance also in Chapter six. Parsvadeva, as his
name indicates, was a Jain. He and his father
were great scholars of the Natya Sastra.
The upper limit of his date is easil fixed. He
quotes these authors:

1. .King Bhoja. 2. King Somesvara.
3. King Paramardi. 4. King Pratapa. 5.
Digambara. 6. Matanga. 7. Sage Bharata

and 8. Dattila.

Of these, the references to Kings Bhoja,
Somesvara and Paramardi are valuable and they
fix the upper limit to Parsvadeva’s time. King

- Bhoja ruled between 1010 and 1055 A.D.
Paramardi flourished about 1165 A.D. and
Somesvara about 1131 A.D. Parsvadeva is thus
later than the 12th century. Sarngadeva does
not refer to Parsvadeva. Singa Bhupala (about
1330 A.D.) quotes him often in his commmen-
tary on the Sangita Ratnakara. Thus his date
falls between 1165 and 1330 A.D. )

The manuscript of the Sangita Samaya Sara
in the Madras Mss. Library (No. 13028) gives
much information about the author Parsvadeva.
Parsvadeva was the son of Gaun and Adideva
and disciple of one wgRarM, who was himself
the pupil of swawsx. The paramaguru was
thus a Jain and born of Brahmin parents.
Parsvadeva was a convert to Jainism. Parsva-
deva mentions in the beginning that he consulted
the following authorities: @@y, 4T%, s
T, Fgav, ofva, @ga and gar, Parsvadeva
gives the name of his family as sits=zrFag. The
colophons mention the names of his guru and
paramaguru and the titles of Parsvadeva.
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In the first verse in Chapter 1, Parsvadeva
says that he is going to tollow Bhoja and
Somesvara in giving the technical names of
music in the Bhandika Bhasa:

TSR Aisaiyaatfn o
magad: &, qeaed aegEaan o
S.S.S 11 1.

. We know of certain new writers for the first
time from Parsvadeva.

King Pratapa
King Pratapa is qoted on p. 29:
SR AT g9 aawarfy ar |
fwArsaRdiFa:  samgfadhg i

Though Pratapa and Vikrama are synony-
mous, it is vain to identify this Pratapa with
the Vikrama quoted in the Sangita Makaranda.
See, below, separate note on king pratapa’s
Sangita chudamani.

Digambara

Parsvadeva refers to Digambara or Digam-
bara Suri thrice in the chapter on dnce. The
third reference is reverentially in plural. Evi-
dently Digambara Suri is a Jain and most pro-

bably a teacher of Parsvadeva. The three

references are these—

1. On the three kinds of sy, a gagca—
g3q: R S aRas gaaema: |
saRaanTy fmwaatia: o p. 60.

2. FyEaaERd NEdT a) Fracafa |
gAY (A araay w0
' p. 63. SI. 89.

3. Fouemd qteuwEEd Rt |

p. 63 SI. 93.

Thus not only in philosophy and poelics,
but in such subjects as drama, dance, music and
pornography, also the Buddhist and Jain
contributions to Sanskrit literature are immense.

Sankara

Parsvadeva quotes Sankara in the aramrarg
i.e. the fifth, p. 42:

aga feret 3fa awrdaa Kar s\
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It may be that this Sankara is a historical
writer on music, or only God Siva.

The Puranas and Music

As remarked above, references to Vyasa
may refer to chapters on music in some of the
Puranas. The Puranas that contain chapters
on music are—the Visnudharmottara, the Vayu
and the Markandeya.

The Markandeya
Of these the Markandeya does not regularly
treat of music. In Chapter 21, it gives the story
of Asvatara, the king of the serpents. He did
penance and requested Sarasvati to give him
his brother Kambala and to impart to him and
his brother the music lore. Sarasvati did so.
Asvatara and Kambala propitiated Siva with
this music. Here, incidentally, in mentioning
Sarasvati’s boon, the to picsin music learnt by
the two Naga brothers are summarily given:
A JAAAT: Hed Grq8cA |
dawfs 7 gia aaerrnty ggan o
ARG A1 T 7 A
ufedd HA 3N FAATAT T ST 0
* * *
Sl o are B aan o
Maad a9 w791 7 AgAaa
* * *
FEAFQTARET CA-TANIT AT

agd AT g WA FRAE 9 N
Sls. 52—356.
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The Vayupurana

In the second Khanda of the Vayupurana,
Chapter 24, latter half, and Chapter 25 deal
with music. The former speaks of seven
Svaras, three Gramas and the Ragas belong-
ing to each Grama—twenty in wgammM,
fourteen in ggsiInw, and fifteen in qregqgrs, the
etymology, ceievata and description of each
Raga, and g1, The 25th Chapter is devoted
to thirty Gita Alankaras.

The Visnudharmottara

The third Khanda of the Visnudharmottara
contains a big art supplement treating of gram-
rsar, lexicography, prosody, poetics, drama-
turgy, dance, Sangita and painting. Chapters
18 and 19 here deal with music. In the beginn-
ing the matter corresponds to that in the
Vayupurana, though in the Visnudharmottara
it is all in Sutra like prose. The following are
dealt with—

Svaras, Gramas and the Ragas of each of
the three Gramas, three Vrittis, iifz, garfz, and
sia1fg, nine Rasas and the Svaras for each Rasa,
the three Layas and the Laya for each Rasa, ten
Jatis, four Alankaras gg+a1g, sge, gq-=1a-,
and wa=aeg, and the several kinds of songs, viz,
FTHTH, oAl HZH, AR, IITH, gUlAwg, T,
uifigsr, gwfagar and sgeifaar. :

Here this chapter called Ma@zw ends.
The next chapter dealing with music is devoted
to F[dig, nstruments.





