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Sangita-saroddharah of Kikaraja is a rare unpublished manuscript in
Sanskrit on the subject of Indian Music, preserved in the Government
Manuscript Library at the Bhandarkar Oriental Research Institute, Pune.
The Manuscript contains 16 folios (a and b) i.e. 32 pages in all.
Sangitopanisat-saroddharah of Vacanacarya Sudhakalasa (a Jain monk)
is a work on Indian Music and Dancing written in Sanskrit and edited by
Umakant Shah and published in 1961 under the Gaekwad Oriental Series of
the Oriental Institute of the Maharaja Sayajirao University of Baroda. The
main confusion regarding these two texts is created because Umakant Shah,
refers to both these texts as the same. It is possible that he must have traced
these texts which are unavailable to us now, for one or the other reason.
After studying the contents of both these texts available to me, it is evident
that both these texts are different and do not bear whatsoever resemblance
to each other. This Paper will focus on the concepts of Indian Music and
dancing elaborated upon in these Sanskrit texts on music, out of which one
is published and other is yet to be published. It will also point out the
relevance and difference for such a confusion of text names as to whether
they are one or whether there are other such texts in Sanskrit written on
music bearing the same name. It will critically evaluate their significance
and contribution to both the fields of literature — Sanskrit as well as Indian
Music.
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Introduction:

Music is the soul of life. Performers, artists and connoisseurs of music have
contributed in their own way to Indian Music in general. Sanskrit is a field
not new to music. There is a deep relation of Sanskrit and Sanskritists with
music. There are several Sanskrit scholars who are performers, artists or
connoisseurs of music. Chanda or Rhyme cannot be separated from music.
Creative writers in Sanskrit write their poetry in different metres may it be
Aksara Chanda (based on syllables) or Matra Chanda (based on short and
long vowels) or even sometimes Achandas i.e. free from metres. Then also
the poetry does not leave rhyme. This is new evolving field in modern
Sanskrit literature. In every form of literature, we find inherent ‘Music’. In
a way, Sanskrit writings and music seem to be inseparable. Several poetries
in Sanskrit are sung even today may it be devotional or social viz.
Saundaryalahari of Sankaracarya (8" century A.D.), Gitagovinda of
Jayadeva (11" Century A.D.), Lahari-kavyas of Jagannatha (16" Century
A.D.), or even songs found in musical dramas or songs composed in Ragas
in Sanskrit dramas even today for e.g. dramas as found in Samyogita
Svayarhvaram of Mulashankar  Yagnik of 19" century or
Pariksinnatakacakram of Ogety Parikshit Sharma of 20™" century, so on and
so forth. There are even Haykus, Garbas, Gazals, Kavvalis, children songs
and Fishermen songs apart from devotional songs written in Sanskrit today.
Thus modern forms of music not known to the earlier composers have come
in vogue, which shows the popularity, interest and demand for it amongst
the people. May it be to revive or enliven Sanskrit, but the way is interesting
i.e. through Music. Here an independent discipline is saving another
independent discipline, which shows their mutual dependence. This also
makes the local and folk forms popular amongst masses and with the
onslaught of media and internet now-a-days, it is like the whole world has
come near. Sanskrit scholars have played their role, are playing and will
always have a role to play as far as their contribution to music is concerned.

The present paper deals with two texts written in Sanskrit based on
music namely 1. Sangita-saroddharah and 2. Sangitopanisat-
saroddharah.
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Sangita-saroddharah of Kikaraja is a rare unpublished manuscript in
Sanskrit on the subject of Indian Music, preserved in the Government
Manuscript Library at the Bhandarkar Oriental Research Institute, Pune.
The Manuscript contains 16 folios (a and b) i.e. 32 pages in all.

Sangttopanisat-saroddharah of Vacanacarya Sudhakalasa (a Jain monk)
is a work on Indian Music and Dancing written in Sanskrit and edited by
Umakant Shah and published under the Gaekwad Oriental Series of the
Oriental Institute of the Maharaja Sayajirao University of Baroda.

The main confusion regarding these two texts is created because Umakant
Shah, refers to both these texts as same.

There is one more work titled Sangita-saroddharah by one Haribhatta as
described in the Bikaner Catalogue p. 527, Manuscript no. 1123. This is
also referred to in the Oppert’s catalogue and Burnell’s Tanjore Catalogue.
The work begins thus:

TATfeHd TIHTATRITIIIEed: |

£ BRWET asST=_e T |

TERgIaEaargr feftard |
This work is available in the Madras Manuscripts Library also. The text of
this work is virtually the same as that of Damodara’s Sangita-darpana.
Perhaps Damodara is another name of Haribhatta, or perhaps Haribhatta is
a mistaken name for Hari-bhakta, or perhaps an author named Haribhatta
made his own version of Damodara’s work. The last interpretation seems to
be more appropriate. The Tanjore Sarasvati Mahal edition of Sangita-
darpana presents this text.

The catalogue of Manuscripts of the N.W.Provinces (612) describes the
work as Haribhatta’s Sangita-darpana. The catalogue describes it as a work
on meters. The Sangita-darpana of Damodara does not contain a separate
section on Dhruvas but Haribhatta’s version referred to in some
Manuscripts as Sangita-saroddharah which perhaps contain a treatment on
Dhruvas. The Tanjore manuscript of Haribhatta’s Sangita-darpana contains
seven chapters, the last dealing with dance. The Madras manuscript has a
Telugu Tika appended to it.
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About Kikaraja:

The author of Sangita-saroddharah, Kikaraja is a learned versatile scholar
belonging to Kapola-Vamsa, as stated in the colophon of every prakararna:

“gfa ST - ET- ST - Hehet T TR - W e e weTeTe -
SfiaTRETe - e SiaaRigR Tysr yoey |”

As evinced from the above colophon, his parents were Sri Sajjana and
Srimatt Sarada.

Date of Sangrta-Saroddharah:

The author, Kikaraja does not leave for us any evidence in his work or even
in the colophon to every prakarana, to find out the date of this work, as is
the practice of many writers of Sanskrit literature. But as Kikaraja refers to
Sarmgadeva (of 13" Century), it is crystal clear that the author of Sangta-
ratnakara lived after 13" century A.D.

Description of the manuscript of Sangita-saroddharah:

Sangita-saroddharah of Kikaraja is a rare manuscript on Indian music. This
text (Ms.) written by Kikaraja is unpublished so far.

Manuscript : | Accession No. 828, Mss. Library,
BORI, Poona

Material . | Paper

Extent : | 16 Folios (complete)

Language . | Sanskrit

Script . | Devanagari; (Scribe-Laksminarayana
Gauda)

Subject . | Sangtta- Sastra (Indian Music)

Number of lines on |: | 15 lines

each side of folio

Number of letters in | : | 40-50 letters in each line

each line

Granthas : | 518 verses (total)

Condition : | Good
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Remarks:

The manuscript begins on folio 1a and ends on folio 16a.

It begins with ‘sfrorsmer 7m:” j.e. with salutation to Lord Ganesa and
ends with gl RTeda- AT 2 aSSIATHS - Aok eI e -
T a AR - SfreaTra T - st - fertfer Tftaemigt Teavshior Tas
THTHH| Y9 A e fwrsdd s e

The manuscript bears the numerical figures only on every ‘a’ page on the
top at left margin and at right bottom margin.

There are very few marginal notes or scribal errors.

The manuscript in totality has 518 verses except for the different titles given
to the various topics therein which are in prose.

No vertical bars are shown to mark the completion of the verse, instead the
number of the verse is mentioned.

The author has skipped number 30 while numbering the verses in prakarana-
4.

Contents of Sangita-Saroddharah:

The author Kikaraja begins his work with the auspicious i.e. mangala
verse glorifying God Krsna(Govinda), who is obtained by the good
deeds of many births. The present text consists of seven chapters
dealing with Svara, Raga, Prakirpa, Gita, Vadya, Tala and
Nrtyaprakarapas respectively, which contain 44, 25, 37, 170, 14, 58
and 170 verses respectively. The work totally consists of 518 verses.
As it is observed, it deals with almost all the aspects of Indian music
in seven chapters.

In the first prakarara, Kikaraja begins with the definition of ‘Sangita’
and ‘Svara’ and then discusses about their origin. He further gives
information about three scales. He discusses about the formation of
Marchana, Grama and four types of Varnas.
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In the second Prakaraga i.e. Raga Prakarana, he discusses at length
the five Grama Ragas, 15 Janaka Ragas and 20 Vibhasas along with
8 Ragangas, 3 Upangas and 12 Kriyangas.

In the third Prakirpa prakarana, he enumerates the concepts useful
for singing, one of which is Gamaka. He mentions 15 types of
Gamakas. He discusses the merits and demerits of singers, 25 faults,
six good qualities of Vynda etc. in this chapter.

The fourth chapter i.e. Gita Prakarara begins with the definition of
‘Gita’. He discusses four parts of Gita, eight kinds of Lambhaka,
Svara-Nyasa, types of Svaras, different Rasas and Talas,
Prabandhas and Rasa-dosas.

The fifth Prakarapa i.e. Vadya Prakarapa discusses in details about
the four types of instruments.

The sixth Prakarana i.e. Tala Prakarana describes Tala to be of two
types. He describes different Talas, bolas of Talas used in Nrtya etc.

The seventh Nrtya Prakarapa puts forth the difference between
Narya, Nrtya and Nrtta. He discusses about dances such as Tandava,
Lasya etc. and the position of the body in various dances.

| shall deal with each chapter in brief here.
Svara-Prakarana:

Kikaraja begins with the definition of Sangita in the eighth verse of
his first prakarara viz. Svara- prakarapa. He refers to the famous
definition of Sasngita as given in the Sangita -ratnakara of

Sarngadeva: Tid aTel T+ = A GITAH I | 2.¢ I

He then defines Svara as that which are placed at different intervals
of Sruti and gives pleasure:

%IQCQH-CIU-III';ICOi AATATATCHA: |

ferasr weem W= st 1|

Further he gives the names of seven notes Sa, Re, Ga, Ma, Pa, Dha,
Ni as Sadu, Risabha, Gandhara, Madhyama, Pasjjcama, Dhaivata and
Nisada.
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He further gives information regarding the three scales i.e. Saptakas
— Mandra, Madhya and Tara. He calls Mandra Saptaka as Mantra
(1.12).

Kikaraja then proceeds to tell about the origin of the seven notes:

Sadja — Peacock, Rsabha — Cataka, Gandhara — Chaga, Madhyama
— Krausjca, Pajjcama — Cuckoo, Dhaivata — Frog, Nisada — Elephant
(Nasal tone).

Kikaraja perhaps follows this concept of origin of svaras as stated by
Sarngadeva (13" century) in his Sangita -ratnakara (1.3.48).

N o (o
Hq‘_\{‘dldGh‘OESDI“Is?hIO‘ClGhIIGh(’idS){IZ |

TS FHTGSTE ShATg s =4 |

Kikaraja mentions four types of Svaras viz. Vadi, Samvadr, Vivadr and
Anuvadr. He also talks about the three Gramas — Sadja, Madhyama
and Gandhara gramas prevalent in olden days. He also discusses
about Marchana and how the gramas are formed. He further talks
about four types of Varpas viz. Arohi, Avarohi, Sajcari and Sthyayr.

2. Raga-Prakarana:

In this prakarara, Kikaraja discusses at length the five Grama-ragas
viz. Suddha, Bhinna, Gaudi, Vesara and Sadharana. He talks about
15 Janaka ragas and 20 Vibhasas, along with 8 Ragangas, 3 Upangas
and 12 Kriyangas. Later on, he specifies 13 Ragangas as:
Madhayamadr, Malava, Sri, Todr, Vangala, Bhairava, Vamrat,
Gurjari, Gauda, Vasanta, Dhanyasi, Desi and Desa. He names
Kriyangas as Ramakyti, Gaudakyti and Daivaksti. Further he names
the 27 Upangas.

3. Prakirpa-Prakarapa:

In this prakarapa, he enumerates those concepts which are useful for
singing Gamaka etc. He defines Gamaka as:

o [ N .
HfeTd: forard desiga ey
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W HH1 THE: A agErEe: 13,4 ol

Gamaka is the kind of Alapa done or performed by the singers by
shivering or wavering the note for the pleasure of audience. Kikaraja
mentions 15 types of Gamakas.

He further discusses the merits and demerits i.e. Gupas and Dosas of
the singers:

raem: grauae: gaemaatsd: |
gEETE Mag: HeAd M 113,321

i.e. a person who has won over his activities, who is alert and free
from faults, hailing from a good tradition, that singing is said to be
the best. While,

T SHIqUEA RN Her wa: |
Fagireudrsty gamT MR ||

the song of inferior quality is termed as ‘Adhama’. He talks about
the faults which are 25 in number. Then he defines Vrnda - i.e. the
collection of singers, dancers and players of instruments are known
a Vrnda or Orchestra.

4. Grita-Prakaranpa:

Kikaraja begins this prakarapa with the definition of the terms ‘Gita "

ATTARIIT hd IMEAALEIAH |

qgeaq ey Tfafrefiied 11%.211

Prabandha, Melapaka, Dhruva and 4bhoga are considered to be the
four parts of Gita. A very novel concept of ascribing deities to the
different letters is found here:

«qotmdqqmowﬁwqmdwg oddr: |

SHHRT: "D W "R Sfer 31k I & g 1YL gl
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It seems that the author was aware of Astadhyayi of Panini and the Samjija
prakarana of Siddhantakaumudi of Bhattoji Diksita, as evinced from the
order of letters seen above: a, ka, ca, fa, ta, pa, etc.

Further he states that the letters ‘Na’, ‘Ha’ and ‘Ma’ should be avoided in
the beginning of a song as the letter ‘Na’ destroys Laksmi, ‘Ha’ destroys
fame and ‘Ma’ destroys everything.

TR ARRTALH  FhTE] B |
TR FAEAEIg arar qeaiesid 11%. 2R

Kikaraja has even classified the letters as Brahmin, Ksatriya, Vaisya
and Sudra for e.g. he classifies dha, va, ga, ra as Brahmin letters, va
and ta are Ksatriya letters, ta and pa are Vaisya letters and ya and sa
are Sudra letters. He proceeds further to enumerate the eight kinds
of Lambhaka. He refers to Sarngadeva, who has given 75 varieties of
Tala, out of which some are Dhruva, Mantha (Matta), Adha and
Ekatali (Ekatala). He specifies the order to perform Cakravala. He
also disusses about Svara-nyasa, and types of Svaras i.e. Suddha,
Misrita (80), Matrukavarpa (82-84) and also about Nibaddha and
Anibaddha Gana (85). He has beautifully described about the rasas
and the different talas used in various shades of sentiments. Ekatala
is used for Vira and Syngararasa, Candrasekhara for Vira, Hasya and
Srngararasa, Aditala for Hasya, Syngara and Karuparasa and
Kridatala for Syngara and Virarasa, which also portrays victory and
auspiciousness. According to Kikaraja, the talas of 19 letters bestow
success, the talas of 21 letters when used for Syngararasa provide
whatever is desired and the talas of 22 letters should be used for
Hasyarasa. For e.g.

=qfarfaenied shreraret Mad |
AN dsSaHSTeETeh: 11¥.321|

He, then discusses in brief the Prabandhas described by Sarngadeva
in his Sangita-ratnakara and also puts forth the faults found in the
song as well as Rasa-dosas and Bhava-dosas.
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5. Vadya-Prakarana:

Here, Kikaraja discusses in detail the four types of instruments viz.
Avanaddha, Ghana, Tata and Taintrigzata (Vitata) instruments. He
mentions about two types of Vinas of ancient days viz. Shruti-Vira
and Svara-Vina. In today’s age the different types of Viras mentioned
by Kikaraja are: Ekatantrz, Nakula (Tritantrika), Citra, Vipajci,
Mattakokila, Alapini, Kinnariand Pinaki. He classifies Vamsa, Pava,
Pavika, Muralz, etc. under the category of Susira instruments.
Damaru, dakka, dakkulz, dundubhgz, tambuki, etc. are Avanaddha

instruments and in the category of Ghana fall Nala, Kamsya, Tala,
Ghanta, Ksudraghantika, Jayaghanta etc.

AT HiEIATer TUT  EFE VR |
STEUET qd: SHAT YhIRTGIEdT 14,20 ||
ST SRl I < ST ||

The most important feature of this prakaraga is that Kikaraja has
mentioned Siva and Sakti as the powers:

HIATE Worss R ATal e Wi |
I TS ih e gt 1u.g3 1

6. Tala-Prakarana:

Tala is said to be of two types: Margr and Desr opines Kikaraja.
(Mostly these two are the types for music i.e. Sangita-paddhati).
Kikaraja looks forward to describe and give the different talas. For
e.g. he gives Aditala as follows:

HATfEATeAl T Skl @leh TH: & =4 |
dehsTTshieadd faee fhor freufisarefisiefthesighnea —

forre b wafe 1 i st fafir R o o ot geRaTer: | |

This whole prakarara is full of such talas, wherein the bolas (words)
of the talas are found to be similar to that of Nrtya i.e. used for dance
and it deals with Dvitiya, Trtiya, Caturtha-tala, etc. referring to the

Peer Reviewed Journal, KKSU Ramtek / 236



Shodhsamhita : ISSN 2277-7067 Vol. Xl Issue - 2, July — Dec 2024

Laghu, Guru and Pluta. Further he proceeds to give talas like Gauri,
Sarasvatikanthabharapa, Brahmatala, Vattatala, (might be matta-
tala), etc.

7. Nrtya-Prakaranpa:

In this final or last prakarapa, Kikaraja presents before us the
demarcation line or difference between Narya, Nrtya and Nrtta. He
also discusses whether the dances such as Tandava, Lasya, etc.
should be performed and how should be the facial expressions
therein.

[ECZLECRIRPRIICERCINCCL

AT q GHANS EATTEH e | |

D

What should be the position of every limb of the body during
different dances is enumerated at length by Kikaraja. He also talks
about Patakah, Tripatakah, Kartarimukhah, Sikharak, Kapatthas,
Satakamukhak, Sukatundah, Kangula, Padmakosa, Alapallava,
Sucimukha, Sarpasira, Mygasirsa, etc. and so on.

About Sangrtopanisat-Saroddharah:

Sangitopanisat-saroddharah of Vacanacarya Sudhakalasa (a Jain monk)
is a work on Indian Music and Dancing written in Sanskrit and edited by
Umakant Premchand Shah and published in 1961. He states that as the
title suggests, it must be an abridged version of a bigger and possibly
more comprehensive work called Sangitopanisad, by the author
himself, as admitted in chapter 6, verses 151-152. He further states
that the original bigger work is not yet traced in any manuscript
collection.

TJeagTtsafafai fostaat gamio=esis:
=z fohet TR TEa i as=: |
TR I AUTeheTsT AT SIS
AR fos-eem adq 11248 I
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LU IS O RE e RN el
~N
AR 500 TR =AM HHH 1124 1|

The main confusion regarding these two texts is created because Umakant
Shah refers to Sangita-saroddharah and Sangitopanisat-saroddharah as
the same. It is possible that he must have traced these texts which he refers
to and today they are unavailable to us for one or the other reason.

The Sangitopanisat-saroddharah (SUS) is available in a few collections
and is referred to as Sangitasaroddhara (also Sangitopanisatsara) by
Velankar!. Two manuscripts of this work have been noticed as
numbers 1126 and 1127 by Rajendralal Mitra®. One more manuscript
is noticed as no. 434 by Velankar®. It contains only the second
chapter of SUS. The Catalogus Catalagorum* also notices this work.
Velankar® has noticed in the Jinaratnakosa two more manuscripts,
one from manuscript Collection of Muni Sr1 Kantivijayaji (No. 1953)
and another (No. 1442) from the collection of Muni Sr1
Harsavijayaji; both these collections are in Sri Atmaramaji Jaina
Jhanamandira, Baroda.

The catalogue of the Anup Sanskrit Library, (Bikaner, 1947) edited
by C. Kunhan Raja and K. Mahadeva Krishna Sharma includes of all
the Bikaner Manuscripts referred to earlier by Rajendralal Mitra.
According to this catalogue, p. 3545, there are 3 mss. of this work in
Bikaner, of which no. 195, containing 55 folios, is dated in Samvat
1517. It has folios 19-23 and 28-34 missing, is worn, and also
contains Sangita-ratnavali.

The present paper does not discuss the Bombay and Bikaner
manuscripts discussed above.

U. P. Shah discusses the details of the other mss. mentioned above
as well as two more mss. given below with their abbreviations as
specified below, along with their particulars and specialities of
scribes as well. He compares all the manuscripts in the collection of:

K — from the collection of Muni Sri Kantivijayaji mentioned above

H - from the collection of Muni Sri Harhsavijayaji mentioned above
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P — Manuscript no. 218 from the collections of Agama Prabhakara
Muni Sri Punyavijayaji, Ahmedabad, now given as a gift to the
Bharatiya Samskriti Vidya Mandira, Ahmedabad.

O — Manuscript no. 4550 in the collection of the Oriental Institute
of Baroda. Noticed in the alphabetical list of Manuscripts in the
Oriental Institute, Baroda, Vol. Il (G.0.S. Vol. CXIV, Baroda,
1950), pp. 1154-1155.

The alphabetical list of Manuscripts in the Oriental Institute, Vol. I,
pp. 1154-1155 shows one more entry no. 13271, entitled Sangita-
saroddhara having 128 leaves, but it is a modern transcript prepared
from K. mentioned above.

He compares all these manuscripts for the reconstruction of the text
of Sangitopanisat-saroddharah.

Dr. V. Raghavan® (2007) mentions Sangita-Upanisad and Sangita-
Upanisatsara of Sudhakalasa belonging to 1323 A.D. and 1349 A.D.
respectively. He states that we come to know of a work of this high sounding
name of Sangita Upanisad from its quotation by Bhava Bhatta. From p.
274 of the Catalogue of Manuscripts from Gujarat, Kutch, we learn of the
existence of such a work. We see there that the Sangita Upanisad is the
basic text and SUS is the author’s own commentary there on and that both
of them are available at Ahmedabad. Two manuscripts of the work under
the single combined name, Sangitopanisatsara are described also on pp.
528-529 of the Bikaner Catalogue (Mss. Nos. 1126-1127). Another
Manuscript of it is preserved in the Dahilaxmi Library, Nadiad. The first
Bikaner Manuscript contains only two chapters on Ragas and Talas.

Author of Sangitopanisat-Saroddharah:

We know the author of this work as a Jain, by name Sudhakalasa from

the colophon which runs thus: ‘3fd  #T@uTioT=s-AveT-aTd=s-
HSRIE R R - g arsamoifad W@ug-agr =T
TR AT WEISEATs: |

The author of the text Sangitopanisat-saroddharah, in Ch. 6, verses
149 ff. says that monks who were the crowning glory of the Sri
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Harsapuriya gaccha of the Svetambara community, have composed
many works. In this gaccha arose Sri Abhayadeva Siri, the great
teacher whom King Karnpa of the Calukyan dynasty of the Anhilavad
Patan, c. 1072-1097 A.D., gave the title of Maladhari to a monk, who
himself was a maladhari or pure in character. In his lineage arose Sri
Naracandra Suari, a knower of science of Sangita; his disciple was Sri
Tilaka, the Guru of our author and the monk who gave the formal
initiation (diks@) to Sudhakalasa, the author of our text. Sri
Rajasekhara, who was vadibha-paficanana, was the chief monk
succeeding Sri Tilaka and who was also the Guru of Sudhakalasa.
Thus, it is seen that Sudhakalasa lived in an age of prolific writing
activity amongst Jaina monks. He was a disciple of great scholar and
belonged to the line of monks amongst whom literary activities in
diverse branches of knowledge were carried on almost unceasingly.
The fact that Sudhakalasa was given the title of Vacanacarya shows
that he himself was a great scholar of philosophy, theology etc. and
possibly a master logician and debator for the unpublished Kahavali
which says that Vadi, Vacaka, Ksmasramapa, Divakara etc. are
Ekarthavaci terms as quoted and discussed by U.P.Shah.’

Date of Sangitopanisat-Saroddharah:

The SUS as the author himself shows in Chapter 6, verse 152, was
composed in 1404 Samvat i.e. 1350 A.D. It was abridged from its
older work Sangitopanisad, composed in 1380 Sarwvat i.e. 1324 A.D.

wrftarafregure EreTfeTiRreeE |
HAITgse qedme =y 7 194 1l

It means the basic text of Sangitopanisad was written in Sarmvat 1380 or
1323 A.D. and the commentary Sara upon it in Sarvat 1406 or 1349 A.D.
states V. Raghavan (2007, p.158).

The Sangita-ratnakara of Sarngadeva was composed in c. 1250 A.D.
It is therefore obvious that we obtain in the SUS, a tradition from
Western India, almost contemporary with that of Sangita-ratnakara,
which latter work may naturally be expected to have preserved some
Sangita traditions of Deccan, Karnataka etc. for c. 13" century A.D.
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The SUS is thus useful to the students of history of Sangita i.e.
Music.

Contents of Sangitopanisat-Saroddharah:
The SUS is divided into six chapters titled Adhyayas.

The first Adhyaya is known as Gita-prakasana-adhyaya. It praises
Gita and defines Desi form of Music. Margz Gita is omitted in this
text. The Nadotpatti given in this chapter is very similar to that in
the text Samayasara. The two divisions of Gita viz. the Nibaddha and
the Anibaddha further being divided into Prabandha, Vastu and
Rupaka are discussed in detail. Various Prabandhas are named and
we are told that both the writers and singers of Prabandhas are rare.
Rapaka is also defined. The six asrgas viz. svaras, ragas, talas,
tennas, birudas and patapadas are explained. Then the divisions of
Jatis, Rapakas, Sazdas are given. Further we also find explained the
Dhruvas, Manthas, Pratimanthas, Nissaruka, Rasaka, Ekatali etc.

The second Adhyaya known as Prastaradi-sopasraya-
talaprakasana-adhyaya first shows the Jaina tradition of the origin
of musical instruments and Natakas (dramas and dance dramas) from
the Sankha-nidhi, one of the mythical nine nidhis of a Cakravartin.
Others believe that Sangita originated from Hara or Siva. Then
begins the treatment of Talas. First the Kalamana or matras are
given. The SUS differs from the general tradition by taking virama
= 1/8 matra instead of ¥4 matra. The prastaravidhi, nasfa-uddisza and
kalita are discussed. It is said that Talas are innumerable and out of
those previously described by the earlier exponents are described in
SUS. The Sangita-ratnakara Chapter 5 classifies Talas into Margzand
Desi. SUS omits the Marga-Talas. Sarngdeva discusses in all 120
Desi Talas. SUS gives only 74. Here Sudhakalasa himself states that
the last i.e. Prthvikundala or Talaratnakara, is his own innovation.
Sangita-makaranda and Sangtta-ctidamani refers to 101 Talas. In the
Adibharata and Bharatarnava 108 Talas are noted. The speciality of
SUS is that it gives paras or Paravarpas i.e Bolas of each of these
Talas.
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The third Adhyaya is known as Ganasvara-ragadiprakasana-
adhyaya. The origin of Pinda and its being made up of Brahma, Visnu
and Mahesvara is described according to Brahmanical traditions
known to other works. Kalita is discussed and in the treatment of
Ganas, a work Cadamani is referred to. It must be most probably
Sangita-ctidamani of Jagadekamalla composed in c. 1138-1150 A.D.
as noted by Velankar Shastri (1958, p.3). No other book by the name
Cidamani is known to me or found even in the introduction of
Bharata Kosa written by M. Ramakrishna Kavi. Further in this
Adhyaya, Laksanas of Svaras, Gramas, Marchanas, Tanas etc. are
discussed which is followed by list of Srutis. This list of Srutis is
different from the one found in Sangita-makaranda, Sangita-
ratnakara and Natyasastra. The total number of Srutis given in SUS
is 21 unless we take para in V.68a as a name of Sruti. Then are
discussed six principal Ragas with their bharyas. It should be noted
here that SUS is the earliest known datable work giving iconography
of different Ragas states U. P. Shah (1961, p.xxi ). Various angas,
upangas etc. of different ragas are summarized later followed by
description of Alamkaras. SUS refers to 18 Alamkaras as per Gauri-
mata. However, the treatment of Alarkaras in SUS differs from that
of Sangita-ratnakara (1.6)

The fourth Adhyaya is known as Caturvidha-vadya-prakasana-
adhyaya. It deals with four types of musical instruments — Tata,
Ghana, Susira and Avanaddha. The view about pajsca-sabda# i.e.
five types of Nadas may be compared with Sangita-makaranda.
Names of various Vinas are given and also of the Vina-prapas and
alaptis. The text gives an interesting mythical account of muraja,
which according to the Jaina is from Sazskha-nidhi but was first made
by Siva, according to a popular belief, from the skin and entrails of
the demon Mura, killed by Rudra himself.

The fifth Adhyaya is called Nrtyapaddhati-prakasana-adhyaya.
This adhyaya is devoted to dancing. According to our author, Nrtya
is desired on occasions like entering in a new house, palace, city,
pilgrimage, anointment of a king, marriage, and festivals like that
birth of a son etc. It is said that Brahma first taught Nrtya to the sage
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Vasistha at the request of Indra. Vasistha conveyed it to his 100 sons.
At the request of Indra, Nytya composed of Lasya and Tandava was
taught to Rambha, Urvasi and others. According to Sudhakalasa, Nrtta
is Nara-krta, i.e. mainly performed by males; Nrtya is Nari-krta or
performed by females whereas Narya or Naraka are said to be
performed by both males and females. The Lasya originating from
Gauri, is said to be endowed with delicacy and grace (sukumaram),
while the Tandava, created by Rudra, is Visamam, terrific or void of
delicacy. In the heavens, Gandharva Visvavasu, having studied
Nrtya, taught it to Citraratha, who in turn instructed to Partha. Arjuna
again taught this to Uttara, the daughter of King of Virata, but she
forgot it due to grief on the death of her husband Abhimanyu. This
art, according to Sudhakalasa, was again obtained by King Palaka
from Siva through worship and propitiation. It later became popular
amongst human beings on this earth. King Palaka seems to be the
same as the son of Pradyota of Avanti, well known to Jaina
traditions. Sudhakalasa then explains Nrtya as Gatrasya Viksepah —
throwing of limbs i.e. movements of limbs or dance. He derives it
from the root Nyt and says that it is threefold according to anga-
upanga-pratyanga-bhedas. Then he enumerates the six divisions of
each of the above three, along with their subdivisions. Various
Hastas, Karapnas etc. enumerated in the SUS can also be compared
with the Odishi style of dance.

The last sixth chapter entitled Nrtyapaddhati- prakasana-adhyaya,
continues treatment of dancing from previous chapter. It begins with
the treatment of the Karazas and the author says that just as a Raga
is produced by the combination of svaras, gramas etc. even so is
produced Karana, by use of positions of Angas, Uparngas, Pratyangas
etc. Each Karana expresses several Bhavas. Karara is explained as
coordination of hand and foot (hasta-pada-samyogahk) in the
Natyasastra® 4.30 and in the Visnudharmottara Adhyaya 20.
According to Abhinavagupta®, any movement of hand and foot is not
a Karana, but only that moment in which beauty enters can be called
a Karapa. Sudhakalasa states that Angaharas are produced by
Karapa. SUS refers to 32 Angaharas. The SUS description of the
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Karanas is not in full detail and sometimes it is difficult to
understand its form and nature thoroughly. The SUS tradition is
especially important as it may with confidence be regarded as the
tradition in western India during the 13" and 14" century A.D. The
total number of Karapas actually described by the SUS is 105 and
not 108. SUS notes 32 types of Bhramaris. After this, the 32 caris —
16 on the ground i.e. bhamija and 16 above the ground i.e. nabhojata,
are named.

Sudhakalasa, after listing the caris, says that in his age the dancers
are not learned. They do not know the texts on dancing. Whereas,
those who study the texts do not practice dancing. Hence | feel that
the study of this science is never probably done without the help of
musicians, singers or dancers. Thus the texts are not quite explicit
and the traditional knowledge from the singers and dancers
themselves is essential. The singers, dancers etc. have their own
notes in their dialect only. This is also the case with our traditional
architects or salatas, satradharas etc. The Narttakabhasa, as noted
by our author is again peculiar. Artisans like Goldsmiths etc. even
today have their own special terminology. Their symbols, terms etc.
are not understood by others. This is called ‘Parasz’ in Gujarat and
Rajasthan. Sudhakalasa gives some specimen of the ‘Parasi’ of
Narttakas in the text pp. 140-141. It would be worthwhile making a
search for such Parasis and notebooks of dancers, singers, architects
etc. and publish them.

Literary Evaluation of Both the Texts under Study:

Observing the language and flow maintained by the Kikaraja and
Sudhakalasa, it is clear that they have followed the vaidarbhr style of
composition, as stated by Visvanatha in his Sahityadarpana:

AT he Ul T SAfeTTicasht | .28 | |
Fgfateagfaal Jguff ffafesrd ||

The main features of this style are sweet words, graceful composition and
short compounds. The very first characteristic of literary style found is the
ease with which the authors write. Moreover, elaborate constructions, long
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compounds, and artificiality are totally absent in this work. Another
prominent feature is conciseness. They do not use more words than those
which are absolutely necessary. Both the works are mostly in Anuszup metre
which makes it easy, simple and clear to understand.

Critical Evaluation and Conclusion:

From the contents of the text Sangitasaroddharah, it is evinced that the
authors Kikaraja and Vacanacarya Sudhakalasa were great lovers and
connoisseurs of Indian music. From their descriptions of various
prakarapas viz. Svara, Raga, Prakirpa, Gita, Vadya, Tala and Nrtya in
Sangita-saroddharah or even various adhyayas viz. Gita-prakasana,
Prastaradi-sopasraya-tala- prakasana, Ganasvara-ragadi- prakasana,
Caturvidha-vadya- prakasana and Nrtyapaddhati- prakasana, of
Sangitopanisat-saroddharah, it is very clear that they were well versed not
only in Hindustant form of music but also in the Karparaki form of music.
Very few scholars are conversant with both the forms. Both the scholars, in
their works, describes various important facets and concepts of Hindustant
and Karnataki forms of Indian Music and of all the three i.e. Gita, Vadya
and Nrtya, which comprise of the term Sazngitam. Both the scholars refer to
all the forms viz. Nrtta, Nrtya and Natrya. In the last two chapters, both have
given importance to Abhinaya. Both refer to all the important aspects and
terminologies of dance and have tried to explain the same. Nevertheless, the
texts and the words used are different, which point out their independent
origin.

As Umakant Shah refers to the verses number 151-152 of the sixth chapter
of Sangitopanisat-saroddharah, admitting the work Sangitopanisad, the
detailed contents of the text given in this book suggest that the original
work, Sangitopanisad, must have been a fairly big comprehensive text like
Sangita-ratnakara.

Looking to the contents i.e. subject matter of both these texts on Music, it
can be easily judged that U.P. Shah must be referring to an entirely different
work titled Sangita-saroddharah which is mentioned earlier as identical or
the transcript of one of the manuscripts of the Sangitopanisat-saroddharah.
Hence the title of this work has two names. It is possible that by this time,
he had not come across this manuscript preserved in the Bhandarkar
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Oriental Research Institute bearing the same name but which is entirely
different in terms of contents and classification of chapters, though the
subject is Indian Music. Hence the confusion of names has occurred. Thus
it is proved that the manuscript Sangita-saroddharah and the work
Sangitopanisat-saroddharah are different.

Both the texts critically evaluated here are independent texts contributing in
their own way to the field of Music. Both the texts uniquely contribute to
the world of Indian Music in terms of history as well as terminologies of
Music used. Sangitopanisat-saroddharah is almost contemporary to
Sangita-ratnakara, which is considered as a milestone in the field of Music;
that adds up to the value of this text.

The works of Kikaraja and Sudhakalasa are laudable and available for the
connoisseurs of Music. Sangitopanisat-saroddharah is printed while
Sangita-saroddharah is being edited by me to be presented before the music
lovers soon. As this rare manuscript sheds light on both the forms of Indian
Music at one place, it is itself a unique and original contribution of Kikaraja
to Indian Music.
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