2.0 REVIEW OF ANCIENT LITERATURE
2.1 Aim

The aim of this literature review is to unravel the concept of nada, understand its
origin, manifestation, culmination and to understand how nada can be used as a

means to unite the jivatma with the paramatma; i.e. to unite ‘The Self” with ‘The

Supreme Self’.

2.2 Objective

To understand the origin of nada, the musical sound and to find out how nada could

be used as a method for self-realization, as mentioned in the ancient literature.
2.3 Methodology

2.3.1 Reviewed classical texts on Indian music

Srimad Bhagavad Gita

Brihaddesi Of Matanga

Sangita Ratnakar Of Sarangadeva
Natyasastra Of Bharata
Taittiriya Upanisad

Sangita Makrand By Narad Muni
Sangita Parijata

Sangita Rajata Jayanti Anka
Sangita Coodamant

Manditkya Upanisad

Hathayoga



Bharata Bhasyam
Amarkosa Natyavarga
Valmiki ramayana
2.3.2 Methods

The above mentioned traditional texts with their English translation were studied to

understand various elements of music. We have reviewed the ancient scriptures in
order to understand the origin of nada, objective of nada, sangita and jivatma,
process of manifestation of sound in human body. The key verses from the texts are
unearthed and presented in Devandagari (Sanskrit) script; transliteration of the all the
Sanskrit slokas has been done using itranslator 99. The translation and explanation of

the verses have been given wherever required.

2.4 Ancient scriptures - transliteration, translation and explanation
2.4.1 Indian Music and its Beauty
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yadhadvibhiitimatsattvam Srimadirjitameva val
tattadevavagaccha tvar mama tejorin’sasambhavam |1 41 |1
athava bahunaitena ki jfiatena tavarjunal
visttyahamidam krts namekarsena jagat|| 42 ||
- (Srimad Bhaguat Geeta, chapter 10, verse
41, 42)



Shri Krishna says - “The glory of Mine pervades in the entire beauty of the Universe
or the entire beauty of the Universe pervades within Me...”
The beauty of Music is Divine. Where there is music, there is the abode of
God. Music is a boon bestowed upon man by God. It is an unfathomable deep
ocean of melodious sound-waves. This ocean is a natural and spontaneous
source of bliss, which captivates not only the deities, demons, men, animals

and birds, but even the plants also — into its vast range and depth.

il 7 AEd |
sangitam ki na mohayate |

(Abhinav Natyasastra. Part 1, page 61)

Music is a beautiful and pleasing art. Is there anyone to whom music does not
appeal?

Sensitivity towards beauty is the intrinsic trait of human beings. Arts are the
manifestation of beautiful emotions inherent in man.

The development of arts, culture and civilization also has been going on ever
since time immemorial, by virture of man’s consistent pursuit for beauty. In

India, arts are pursued for spiritual upliftment primarily i.e. to achieve ‘Bliss’

called ‘rasa’. In taittriya upanisad, rasa is considered to be God Himself :
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rasau vai sah|

rasarit hyevayarilabdhava’ ‘nandibhavatil |

(Taittiriya
upanisad)
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The happiness derived by the experience of rasa through music is not material

happiness. It is the transcendental inner happiness, that takes away the pain

and the miseries.

3T A TFAREARIEAVE: |
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devasya puratah sambhorniyataabhyudayapradah |
dese dese jananam yadrucya hradaya rannajakam |1 23 ||

(Sangita Ratnakar,Vol:1, Sec:1 v: 23)

In front of God Siva, who is the producer of beatitude that which, according to
taste gives delight to the hearts of people in different regions, shows the power
of music. The beauty of Music is Divine. Where there is Music, there is the

abode of God. Sri krishna says :

o

= N =
deFt qEEgisRA
vedanari1 samavedo’smi

| am the samaveda among the Vedas. Samaveda alone is predominant in terms of

music. Its hymns are rhythmic and poetic.

2.4.2 Origin Of Music
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samavedadidam gitam safijagraha pitamah |1 25b ||
gite proyate devah sarvajiia parvatipatih |
gopapatirananto’pi varisadhvanivarisam gatah 11 26 ||
samgitirato brahma venaskta sarasvati |
kimanye yaksagandharvadevadanavamanavah 11 27 ||
ajfiatavisayasvado balah paryankikagatah |
rudangitamytam pitoa harsatkarsa prapadyate |1 28 11
vanecarastrunaharscitram mygasisuh pasuh |
lubdho lubhdhaksangite gite yaccati jivitam |1 29 ||
tasya gitasya maha’'tmyam ke prasamsitumosate |
dharmarthakamamoksanamidamevaikasadhanam |1 30 |1
(Sangita Ratnakar, Vol: 1, Sec :1, v: 25b-30)
Gitam (the vocal music) was extracted from the Samaveda and collected by Brahma

(The Creator). Lord Shiva, the husband of Parvati is appeased by Gitam; Krishna the
Supreme Lord was enthralled by the sound of the Flute. When the Brahma the creator

is devoted to Samagati (hymns of Samaveda sung in a particular style) and when

Sarasvati is attached to the Veena, what to speak of other beings such as Yakshas and

Gandharvas (semi divine beings), the demons and the human beings?
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An infant, crying in the cradle, who is unaware of the enjoyment of senses, enjoys the
nectar of a song joyfully!" Who indeed can describe the grandeur of melody for in

fact, it is the only means for the realisation of the four primary values of human life,

i.e. righteousness (Dharma), wealth (Artha), Desire for enjoyment (Kama), and

emancipation (Moksa).

2.4.3 Objective Of Music

TSI ST 9T Sifcrae= |
[y haN [aNhaN o
YHIIRHAATAUNHSAT & JQrd«H 1l R%
sarvasramandri jatind nripanar pritivardhanari |
dharmarthakamamoksanamidmeva hi sadhanam |1 24 11

(Sangita Makrand By Narad Muni,

shloka 24)
Music enhances affection among all the faiths, castes, sections and the kings.
CIHIEIEECERER IRRIRIERITCH
TSI HIEHRT F=sfd 1| ¢ |
vinavadanatatvajfiah sSrutijativisaradah |
talajiiascaprayasena moksamargarit niyacchati 11 18 11

(Sangita Parijata,
V:18)

He who is proficient in playing the Veena, having knowledge of musical sounds,

rhythm and time meter — attains salvation effortlessly.

e N N LN
AT &S ERTIChITEIION ST9: |
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TRl I T/ R’ = &
pujatkotiqunarn stotram stotratkotiquno japah |
japatkotigunarin ganarit para tararit na hi ||
(Sangita Rajata Jayanti Anka,
page 22)

Singing has been told to be the very best medium to reach God - hymn recitation
(strotra/ slokalverse) is a crore times better than worship, the consistent adoration —

(japa of the name of the deity) is a crore times better than stotra, singing is a billion
times better than the consistent adoration of the name of the deity i.e. japa.

RTATATIC TEHT] TS R |

TGRS, TTaH &g JeEReEH I 22

yogadhyanadikarii yasmat sarvalokanurafijanam |
tasmadanantafaladari gitam syad bhuktimuktidam 11 11 ||

(Sangita Coodamant, v:

11)

It has been said in Sangita Coodamani that music alone is the grantor of infinite

reward and delight, enjoyment and salvation as compared to other mediums such as

contemplation and meditation etc.

2.4.5 Definition of Music

The definition of music or sangita in Sangita Ratnakar is given as follows:

r\(‘qﬁ f‘\: haN (\.c |
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nirmathya srisarnagdevah saroddharmimarii vyaghat |
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Qitam vadhayam ca nrityam ca trayam sangitamucyate |1 21 ||

(Sangita Ratnakar, Vol: 1, Sec : 1 v: 21)

And many others of earlier times who were well versed in music — having
churned the ocean of the doctrines with the churning rod of unfathomable
comprehension, the illustrious Sarangadeva has performed this raising up of
the esssence. He defines Music as a component of these three — Singing,
Instrumental music & Dance.

This is a broad and comprehensive definition of Music. The annotation of

literal meaning of Music (Sangita) is given in this way.

The word ‘Sangita’ is derived from the verbatim/root , “gai” 3 with “sam”

GH I The meaning of the root ‘gai’ is ‘to sing’. |¥I% (samyak) means
‘good’. (Sangita Ratnakar, translated by Suresh chandra Amukh, page
5). Thus the meaning of ‘music’ (Ff"ﬁ?f) is a ‘good song’.

2.4.6 Classification of Music
AT RN ag gun o AFT: § I=4d |
AN AN N

Y AR FrRe=aed: TgeRt WAt 1t R

haN aace
QAT Qd: JAFHMAIdFIIHG: |
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fiqq 9 a1eeH_ o RRICREiad |
T AT Rk AT Ifiatd = 0 RE
margo desiti tad dvedha tatra margah s ucyate |
yo margito virincyadhyai prayukto bharatadibhih |1 22 ||

devasya puratah Sambhorniyataabhyudayapradah |

dese dese jananam yadrucya hradaya rannajakam 11 23 ||
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gitam ca vadanam nrittam taddesityabhidhiyatel
nrttam vadhanugarin proktam vadham gitanuvarti cal| 24 ||

(Sangita Ratnakar, Vol: 1, Sec : 1 v: 22-24)

Sangita is two fold, Marga and Desi. It was first discovered by Brahma (The Creator)
and practiced by Bharata and others as the audience of Lord Shiva is Known as
Marga Sangita, which is invariably the producer of beatitude. That which, according
to taste gives delight to the hearts of people in different region.

While the music comprising of gitam(music), vadyam (instrumental performance) and
nyttyam (dance), that entertains people according to their taste in the different regions
is known as Desi. Dancing is spoken of as following instrument and instrument as

following singing.
o haN ﬂ [aNy a_ |
A1 3T FIFcaTEeERTEEd |
nrittam vadyanugam proktam vadyam gitanuvarti ca |

ato gitam prdhantvadatradavabhidhiyate | |

(Sangita Ratnakar, Vol:1, Sec: 1 v: 24b-25a)

Dancing is guided by instrumental music which in its own turn follows the vocal

music. Therefore, vocal melody (gitam), is the main constituent of Music or Sangita.

2.4.7 Sound (Dhwani)

Sound is the cause (generating source) of the entire world — thus speak the scriptures:

[aNa\VaN ha¥

e O SR e Heed RO |

TR Gl T ST, ETast= T, |

dhvaniryonih para jiieya dhvanih sarvasya karanam|
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aakrantam dhvanind sarvam jagat sthavarjangamam!| |

(Brihaddesi , p.2)

Dhwani is the first of all means of communication. The auspicious sound Om alone is
the fundamental and primitive sound. Nada, the musical sound is the foremost sound,

essence of all the sacred — verses (mantras) and the Supreme Creator himself.
o [N o o« N
SAAISTHTRATITAAT T 8cqdhsd
gRug &: Yfaue Asd &g Toid |

TEHTG, TR TEUNEHTS SRATI R

g G TGP 39 TR ¢ I

brahmagranthijamarutanugating cittena hratpankaje
siivinamanu rafijakah srutipadarii yo yam svayari rajate |
yasmad gramavibhagavarnaracana’lankarajatikramo
vande nadatanumi tamuddhurajagadriitarin mude sankaram |1 1 11

(Sangita Ratnakar, Vol:1, Padarth Sangraha)

Pandit Sharngadeva in the beginning of his book, adored Lord Shiva (Shankara) , the
Creator of Music, who resides in the lotus-like heart of the musicians, gets expressed
in the form of singing and who originates pleasing notes, subtle sounds, scale (gamut)

, melodies etc, Who himself is formed of musical — sound (Nada) and is Luminous.
2.4.8 Nada: The Musical Sound

The sound useful to Music is called musical sound i.e. Nada. In Sangita Ratnakar the

origin of musical sound has been described as follows-

AR NH HUTHIAH qhNHASH |
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S TUTTT GHRTIG de Aagiread |l & )

nakaram pranamanam dakaramanalam |
jatah pranagni sarityogat ten nadobhidhiyatel| 6 ||

(Sangita Ratnakar, Vol: 1, Sec :3, v: 6)

The word Nada is formed by combining two words ‘Na’and ‘Da’. ‘Nakara’ which

represents the vital force and ‘Dakara’ which represents fire. Therefore, upon the

unification of life force (Prana) and fire, Nada is produced.

The Musical sound of Nada is originated by vibration and resonance. Thus, the ‘na’
‘kara’ of ‘Nada’ i.e element of liveliness (vitality) is the trait of beauty. ‘Da’ ‘kara’i.e
fire contains element of light and (intrinsic) energy. For example — sun contains both
light and energy. The notes (swar) are produced out of musical sound nada. Swar,
sur, soor, soorya (sun) are synonymous. These denote light and energy. ‘light * is the
state of knowledge, grace and radiance. Thus, ‘nada’, the musical sound is the
combination of vivacity, motion, energy, light (knowedge).

Nada, is itself the Supreme Spirit (Brahma). This is the vital caitanya in all the living

beings, this is delightful and worthy of worship.

I G g ST |

AR GG AR |l ¢ I

caitanyam sarvabhiitanam vivrttam jagadatmandl
nadabrahmam tadanandamadvitiyamupasmahel| 1 |1

(Sangita Ratnakar, Vol: 1, Sec :3, v: 1)

Caitanya is the essence of life inherent in all the creatures which is called

Nadabrahma.
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A 2T SRITSIHREEN: |

FecgUTRAT JH T dgicEahl: 1l R |

nadopasana deva brahmavisnumaheksvarah|
bhavantyupasita niinam yasmadete tadatmkah!| 2 ||

(Sangita Ratnakar, Vol: 1, Sec :3, v: 2)

By the devotion of Nada, all the three Gods Brahma, Vishnu and Mahesh are

worshipped, because they themselves are comprised of Nada.
‘Om’ % or $Kar ‘omkara’ is regarded as the highest form of Nadabrahma. ‘Om’ is

the means of worshipping God and so on, going on and on, and one can reach God.

MY T FETART |

W'\ r\r\%_{(“\’ Q.a_l

FEId_BEREIae dCgR O ||

omityedaksaramidam sarvam tasyopavyakhyanam |
bhiitam bhavisyaditi sarvamonkara eva |
yaccanyat trikalatitam tadapyonkara eva ||

(Mandikyopanisat -1)

What has become , what is becoming, what will become verily, all of this is Om. and

what is beyond these three states of the world of time — that too verily , is Om. Om !

this imperishable word is the whole of this visible universe itself.

Nada is the very essence of music. In music, it has been perceived in various different
ways. Firstly, it is taken as general sound on which the whole Universe is based .

Sharangadeva in Sangita Ratnakar describes it as follows:
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Nada is regarded as divine force- a way to realise God. In Indian Philosophy, Nada

has had a very important and prominent place and has been regarded as a means to
free oneself from the material bondage of life.

It has always been belived that worhip of Nada, is worshipping of the Supreme Lord.
IeA Gsad aui: qgH_ uTicaelg: |
T FEENIST AagTHA SFTLN R N

nadena vyajyate varnah padam varnatpadadvacah|

vacaso vyavaharo "yarm nadadhinamato jagat!| 2 ||

(Sangita Ratnakar, Vol: 1, Sec :2, v: 2)

Nada manifests the letters of the alphabet. The letters of the alphabet form words, and

words make a sentence which is the basis of speech. Speech controls human

behaviour. Hence we can say the world is bound by Nada.

=~ -
T AT cH®H_ AT, Aag] oahd TRIEAd |

GGV FeaH,_ AagTE e A 2 I

gitam nadatmakam vadyam nado vyaktaya prasasyatel

tadvayanugatam nytyam nadadinam matastrayam!|| 1 ||

(Sangita Ratnakar, Vol: 1, Sec :2, v: 1)

Music is filled with Nada, Instruments are the means through which Nada is

manifested . These triad songs, Instruments and Dance are the means to attain Nada.

= N LN
IMEdl Fededd g4l dag( F=gd |
qe TR U ETiequRiRTe i 1 3 1
ahato anahatascaiva dvedha nado nijfiate |
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soyari1 prakasate pinde tasmatpindobhidhiyate |1 3 ||

(Sangita Ratnakar, Vol: 1, Sec :2, v: 3)

Nada is said to be twofold; the ‘anahat’ and ‘ahat’” Nada. Anahat is paradoxical
unstruck sound and Ahat is sound produced by stroke. Anahat Nada is the subtlest
sound; to listen to it, is very difficult and requires deep sadhanalpractice, and
meditation. Ahat Nada is concerened with music and this possesses both the traits to
entertain the people and to help them attain salvation.

The two forms of Nada are created nada (ahat nada) and uncreated nada (anahat
nada). The created one is the object of sense perception and the uncreated one is the

mystic experience of yoga in which sound and light are fused together which is

percieved directly. Nada is the very basis of all manifested Life.

2.4.9. Music and the jrvatma

2.4.9 (i) Creation of jivatma

o o . (3 Y oV aXy
HEd dgHl Mgldeg TIYSTYIATAEAH |

TR TSFHCIRHIEATAS o 11 % 1l
asti brahama cidanandari svayafijyotirnirasijanam |

isvararit lingamityuktamadvitiyamajar vibhu 11 4 11

[aNa\y [N &N .H‘a(: l

Ha3Ih o Gdsi dean SiaaseR: 1| &

nirvikararm nirakararii sarvesvaramanasvaram |
sarvasakti ca sarvajfiari tadamsa jroasafijiiakah 115 ||

(Sangita Ratnakar, Vol: 1, Sec :2,v: 4 & 5)
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There is the Brahman that is (of the form of) knowledge and bliss, that is self-

luminous, taintless, what is spoken of as the omnipotent, the primal cause , having no

second, unborn, omnipresent, having no modification, formless, ruler of all, free from
destruction, all-powerful and all-knowing . What are called j7vas are His parts. jioas’

literally meaning ‘living’ or ‘life’ means the Individual Self which is distinct from the

Supreme Self or the Supreme Reality.
ST T SRR |
[N o NEEY o N ha¥ (VN r\r\:llgll

anadhavidhopahita yatha 'ngervisfulingakah |

davardhupadhisambhinnaste karmabhiranadibhih 11 6 ||

AW Xl o

TG QUAATTRY ettt |

TG SEHgART = FHSAN © |

sukhaduhkhapradaih punyapaparupairniyantritah |

tattajjatiyutar dehamayurbhogarin ca karmajam |1 7 |1

i Tqd JNTHECTTR I: |
e SRR car AieneEd FaH ¢ |

pratijanma prapadhante tesamastyapararii punah |
sitksamari1 lingasarirarit tda moksadaksayani matam |1 8 ||

(Sangita Ratnakar, Vol: 1, Sec :2, v: 6, 7 & 8)

Conditioned by beginning less nescience (avidya or wrong knowledge), like the
sparks of fire differentiated (from the fire itself) by the adjunct of the fire-wood etc.

they are governed by beginning less karma, producing pleasure and pain (and) of the
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forms of merits and demerits. A body associated with such and such castes, life and

experiences, (all) resulting from (this) karma is acquired in birth after birth. They (the

jivas) have another (body), the subtle lingasarira; it is accepted as not perishing until

the (time of) beatitude.

The jivas are really only the Supreme Self itself, conditioned by beginning-less

nescience. Karma is the fruit of one’s action. The word really means “action”. A man

reaps the fruits of his former actions, and his present actions are conditioned by such

previous actions. The present actions, in their turn, condition his future activity. Thus

this course of actions and fruits is beginning-less. The linigasarira is a subtle body ,
which continues when the gross boody perishes at the time of death. This linigasarira
takes up another gross body and then the Individual Self or jzva has another life (birth,

existence, and death). This lingasarira continues to be attached to an Individual Self

up to the time of his final release.

GEM e oTOTTEETS STHHHE |

= ~
ST SR TEdegstedst: Il & )

suksmabhititendriyapranavastha’ tmakamidarn |
jivanamupabhogaya jagadetatsyjatyajah 11 9 11

(Sangita Ratnakar, Vol: 1, Sec :2, v: 9)

They consider this (linngasarira) to be of the form of a configuration of the subtle
elements, sense organs and vital breaths. The inborn (Creator) creates this World for
the experience of the jivas.
haN N0 o ha¥
o ST AreHa e et ar arcaal SUGY
T GerEnTE ST AUl FUSHTAd |1 9 1

23



te jiva natmano bhinna bhinnar va natmano jagat |
Saktya srjannabhinno ‘sau suvarnatrit kundaladiva 11 11 ||

(Sangita Ratnakar, Vol: 1, Sec :2, v: 11)

These jivas are not different from the (Supreme) atman; nor is the world different

from that atman. Creating this (world) through his power (out of himself), he is not

different from it, like an ear-ring from the gold.

2.4.9 (ii) Development and attainment of music in jrvatma
T eI g SR T |

AT RERIRAEEd g I 23R 1

N

IFEASS Gd SEH NGl aul |
g1eal = Rual il diae: fafem=sia i1 gve 1
cakrarit sahastrapatrarii tu brahmarandhre sudhadharam |
tatsudhasaradharabhirabhivardhayate tunam |1 139 |1
anahatadale piirve "stame caikadase tatha |

dvadase ca sthito jivo gitadeh siddhimrcchati |1 140 ||

(Sangita Ratnakar, Vol: 1, Sec :2, v: 139 & 140)

In the Brahmananda there is a cakra with the thousand petals which supports

Ambrosia. That develops the body with the currents of the showering of

Ambrosia. The Self, abiding in the eastern, in the eight and in the 11th,

similarly in the 12 petals of the anahata cakra procure the development of
music etc. (If the atman the Self abides in some of the cakra or some petals of

the cakra, the man attains to proficiency in music. At other positions there is

obstruction to musical attainments. These positions are enumerated here. The
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atman abiding in a position means the atman contemplating such positions at

the time of birth)

< N\ oD o o
g T4 |

RrRIasAE qowan! Brar g u g

caturthsasthadasamairdalairgitadi nasyati |
visudhderstamadini dalanyastau Sritani tu || 141 |1
(Sangita Ratnakar, Vol: 1, Sec :2, v: 141)
qTiaTeETrg Sreat afgaraHa, |
GAHHER T Seal g REE 1 2R 1
dadhurgitadisamsiddhirii sodasari tadvinasakam |

dasamaikadase patre lalanayari tu siddhide 11 142 |1

(Sangita Ratnakar, Vol: 1, Sec :2, v: 142)

By the fourth, sixth and the 10" petals (of the anahata cakra), music etc, are

destroyed. But the 8" and the other petals of the visuddhi cakra, when depended

upon give attainment in music etc. The 16th (petal of this) is its destroyer. But in the

lalana cakra, the 10th and the 11" petals give attainment;

R g g9 u=H = 3 9y |
SRRl Sl : G Hogdl J91 1 993 )

nasakarit prathaman turyarit paficamarit ca dalarit viduh |

brahmarandhrasthito jivah sudhaya sampluto yatha || 143 ||

I STiaTfeeRmiioT GeReiioT draad )
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s AN ~ ~ ~ o
T VY Ty TSIy T A 1Ry |
tusto gitadikaryani saprakarsani sadhayet |
esati Sesesu patresu cakresvanyesu ca sthitah |1 144 ||

(Sangita Ratnakar, Vol: 1, Sec :2, v: 143 & 144)

They know the first, fourth and fifth petals as destroyer. The self, abiding in the
brahmarandhra (aperture in the crown of the head located in the area of the fontanel
bone), as if plunged in Ambrosia, becomes satisfied (and) shall attain music and other

things to be accomplished with great excellence.

SETeRfed el Ye gRegaeEa: |

T SR IR R iR FRITT I €52 I

prasadhayanti dhimanto bhuktinih muktimupayatah |
tatra syatsagunaddhyanadbhuktirmuktatistu nirgunat |1 164 1

(Sangita Ratnakar, Vol: 1, Sec :2, v: 164)

Wise people accomplish (both) enjoyment and beatitude through (proper) means. Of
these, enjoyment comes from a contemplation of Brahman with attributes, but
beatitude comes from contemplation of Brahman without attributes.

(Even though the body maybe the seat of much of purity and seen yet through proper
methods, men can attain enjoyment and final release through the same body. Then the

non-pessimistic attitude of life may be noted. “Of these”; as between enjoyment and
beatitude. Contemplation of Brahman with attributes.)
~ o N . .
CYIAHRHTEARATH | Ry JUTH |

TS @I HAEHTEd || 984 I

dhyanamekagracittaikasadhyarit na sukararin nrnam |
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tasmadatra sukhopayam srimannadamanahatam || 165 11
o ha\y hnN
JTeQIGRHITUT HAY: GHYMEd |
Al STy TrRfriFcarTe ARG Jo_N 955 1

Qurupadistamargena munayah samupdasate |
so 'pi raktivihinatvanna manorafijako nrnam 11 166 ||

(Sangita Ratnakar, Vol: 1, Sec :2, v: 165 & 166)

Contemplation which can be accomplished only by those with one point in mind, is
not so easy to achieve for men. Therefore, hear the illustrious anahata nada, the easy
means that sages contemplated upon, along Paths instructed by the teachers. Even that
(anahata nada), being devoid of (aesthetic) beauty, does not afford enjoyment of the

mind of man.

LI N

hy N N .
T Tddeddl Alh{Ed HIHSAH |

SR ATIEITERHT ATGadarL Il 289 |

geyari1 vitanvato lokarafijanarit bhavabhafijanam |
utpattimabhidhasyamastatha srutyadihetutam |1 167 ||

(Sangita Ratnakar, Vol: 1, Sec :2, v: 167)

Therefore we describe the production of that ahata nada, which creates entire music
through the medium of shruti etc, which gives enjoyment to the world, which

destroys the worldly misery, also how the ahata nada is the cause of shruti etc.

(Here it is suggested that music is the highest means to the attainment of Man’s
supreme goal. Ahata means ‘beaten’ i.e. that Sound which is subject to modification,
the audible sound, the articulate song. Anahata is what is not beaten, which is

immutable, the pure sound which is the cause of the World. It is inarticulate, it is

inaudible.
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2.4.10. The Process of manifestation of sound in the human body

AT RTEAAT ST F: SR F: |
ey aRATEled | TRAd ARAE N
TR : IS FANET |

o\ e N N o < o o
RS HEATTRSET TS e 1l @ 1

atma vivaksamano 'yam manah prerayate manah|
dehastham vahinmahanti sa prerayati marutam|| 3 |1
brahmagranthistitah so’tha krmadhiirdvapathe caran|
nabhihrakantamordhasyesvavirbhavayati dhvanim|| 4 11

(Sangita Ratnakar, Vol: 1, Sec :3, v: 3 & 4)

The soul joins/co-ordinates with the intellect , the mind gets involved in the occupied

theme. The occupied mind strikes the fire/faculty; the fire/energy inspires the wind.
The wind moving upwards in the region of the heart gives birth to a note/nada of the

lower range, this risen by the wind strikes the region of the cerebrum and on being

intermediary of the medium / means brings the voice/words out. This path of sound —
production gives an audible form to the nada. This also interprets the state of origin of

sound and its expulsive /audible form.

Now, if the reverse path is taken up, we will reach to the soul by following the nada.
That is to say we can enjoy anahata nada through the ahata nada. This Is the
ultimate goal of worship of nada.

(Sangeeta Samay Saar- naada Vivechan, Vidyananda

muni, p8-9)
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T g-geal 9 FRI: FASE: |
7 Q-G GeT A Ae-GEEl S 1 gy |

nasanam siddha-sadrsarit na kumbhah kevalopamah |
na khecari-sama mudra na nada-sadyso layah |1 45 ||

(hathayoga 1/45)

There is no asana like the Siddhasana and no Kumbhaka like the kevala. There is no
mudra like the Khechari, and no laya (concentration) like nada (anahata nada). Just
as the soul is expressed through the body, so the anahata nada is expressed through

ahata nada.

Aaglsfogen: Gerg JReisTaes HiR |
gfer daferan ) eI : ST 4 I
nado 'tisitksmah siiksmasca pusto’pustasca krtrim|

iti paficabidha dhatte paficastitah kramat 11 5 ||

(Sangita Ratnakar, Vol: 1, Sec :3, v: 5)

Nada manifests itself in the human body and thus there is direct perception. Immanent
(present everywhere) sound in the human body is grouped into five types on the basis
of its quality of development from the root of the navel to the cerebrum and the
buckle cavity of the mouth through the heart and the throat . Stationed in these five

places, nada takes on five different names as associated with them respectively i.e
extremely subtle, subtle, loud, not so loud and artificial.

The sound useful to Music is called musical sound i.e. nada. In Sangita Ratnakar, the

origin of musical sound — nada, has been described in this way -

K3 3 oiagzl
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ST AOREARTRA Aadl SRR 1§

nakararit prananamanarit dakaramanalam viduh |
jatah pranagnisamyogattena nado "bhidhiyate |1 6 ||

(Sangita Ratnakar, Vol: 1, Sec :3, v: 6)

They understand the sound Na as the synonym of Prana (and) the sound Da as fire.

Therefore, being produced by the conjunction of Prana and fire, nada (musical

sound) is produced.

cc"\c‘\\%‘q]_g]%{ '_‘\sr\ﬁ‘\l
A TN SN NN
%hd HeY H{IH T Tgd [T 1w |l
vyavhare tvasau traidha hradi mandro bhidhiyatel

kanthe madhye miirdhni taro dvigunasrottarottarahl| 7 ||

(Sangita Ratnakar, Vol: 1, Sec :3, v: 7)

However, in ordinary usage, it is three fold called mandra in the hreart, madhya in the
throat and tara in the head and is successively double (the previous one) in pitch.
Ordinary usage (Vyavadhara). That means in actual singing mandra is the lowest;
mandra means “low”. It is the deep tone. Madhya ; medium. Tara ; very high. The
seven Svaras will be explained presently. Here, the Sa of the lowest scale (Mandra)
and in the next higher (Madhya) will have the ratio of 1:2 in point of pitch ; Sa of the
highest scale (Tara) will be then represented by 4. The same ratio is held by the other
Swvaras in the three scales.

[a N aNia\s haN

A& gldRATAHGT: HAFUIT=SedIl HAT: |

SRETEESHT ATl gifdTiadan: |
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tasya dvavirisatirbhedah sraravandccharutayo matah |
hradhiidhrvanadisamlagna nadyo dvavimsatirmatah 11 8 |1

(Sangita Ratnakar, Vol: 1, Sec :3, v: 8)

fRE=aEdg dacd: Yadl HIedEd: |

THEATHT: IOl & |l

tirascyastasu tavatyah Srutayo marutahatel |

uccoccataratayuktah prabhavantyuttarottaram 11 9 ||
(Sangita Ratnakar, Vol: 1, Sec :3, v: 9)

It has twenty varieties . They are accepted as Sruti, since they are heard (from the root

Sru- to hear) . In the heart , united to the upward nadi there are accepted twenty two

nadis, which are placed cross-wise In these, it produces the same number of Srutis

through the impact of wind, each succeeding on being higher and higher in pitch (than
the previous).

It , i.e nada produced in the heart , (mandra), in the throat (madhya) or in the head
(tara), has twenty two varities. That means there are twenty two Srutis in each of the
three scales, mandra, madhya and tara, each of these varities is called a Sruti, since it
is heard (from the root Sru, to hear) . These twenty two Srutis are produced in each of

the three positions (Heart, Throat and Head) on account of twenty two nadis in each

of these positions strung in different pitches.

TFTHT 5] TRt ged ATIEHE: |

FeoTed Rl ThATIREaIgea® | R ||

a N N

ST JEaRl g 29: Jaiedt g4t | 3
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sitkksamo nado guhavast hradaye catisiiksmakah|
kanthamadhye sthito vyaktascavyaktastaludesakal |
kratrimo mukhadese tu jiieyah paficcavidho budhaih|

(Brihaddesi, chap : 2, Vs : 22,23)

The subtle nada dwells in the navel, the very subtle one in the heart, the distinct one

in the throat , the indistinct one in the cerebrum and the (artificial) struck one in the
region of the mouth.

2.4.11. SRUTI
e grieaTiaaT :Wl?ggaﬁw: R4l

tasya dvavirisatirbhedah sravanacchrutayo matah| 8 |

(Sangita Ratnakar, Vol: 1, Sec :3, v: 8)

Nada is differentiated into twenty two grades, which, because of their audibility are
known as Sruti.

Matanga in Brihaddesi says:

9J9=a gfa ofa:

9] S TEATA kel Tcad THEd: |
ferRTeg: TETSIEH 2eeH: HRATE: ||

Sruyanta iti Srutih
§ru Sravane casyadhatohiktin pratyaya samudbhavah |

Srutisabdah prasadhyoyam Sabdagnaih karmasadhanah!||
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The root Sru joined with iktin (i"\l?h_r[)Verb affix will form the word sruti. That which

is audible is termed as Sruti is that audible sound, free from resonance, devoid of
tonal color. Resonance is the essential characteristic of svara. The least but audible

difference between two consecutive notes or Svara is defined as Sruti is concieved
both as “musical interval which make up the notes of the octave and as a pitch

position. The term Sruti is used in another sense also. The range in which a person’s
voice is easily negotiable in three octaves namely mandra (lower), madhya (middle),
tara (upper octave) is called Sruti of the voice. The base note chosen by the singer or

player (in the case if instruments) is called the Adhara Sadja or Adhara Sruti.Once the
base note is fixed, all the other notes fall into allotted places automatically. This is the
reference to which other instruments and tanpura are tuned. In western style , this

base note is fixed and all the instrumenst are tuned accordingly, to create harmony

and synchronization (Vasanthamadhavi, 1995)
The word Sruti means ‘that which is heard’ i.e ‘the audible’. The sanskrit word Sruti

is rendered into English as ‘microtone’.

2.4.12. Swara

The sound which is constant, melodious, clear, resonant and useful for music is called

note or swara.
Eai Tth: T T
dhvani raktah svarah smrtah

(Bharata Bhasyam,
Shrutyaddhyaya, p.87)

Which means — the delighting sound is called swara.
Pandit Sharangdeva defines swara expressively mentioning the characteristics of the

swaralnote.

e F: Rl ST |
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FAl T A @ TR S |

Srutyanantarabhavi yah snigdho ‘murananatmakah ||
svato rafijayati Srotrcittam sa svara ucyate |

(Sangita Ratnakar, Vol: 1, Sec :3, v: 24b — 25a)

Swara is defined as the sound which is revealed immediately after the Sruti. Creamy
and smooth , resonating and which by itself gives pleasure to the ears of listener is

called a Note or swara.

The essential difference between Sruti and swara is implied in here. When a string of
the veena is plucked the very first sound produced is considered to be Sruti and the
very next sound following it which is resounding of the Sruti is called swara. In other
words, Sruti is essentially free from resonance, resonance is the essential character of

the swara.

2.4.12A. Development of the Swara

Establishing swara on the specific Srutis and thereby development of swara etc have
been accomplished by the virtue of the genius of great musicians . After the evolution
of seven swaras, sharp and flat notes (swaras) also evolved to enrich the music with

more novelty and variety. All is accomplished by the talent, minute observation,

beauty consciousness, aesthetic urge and genius of musicians.
FTSSTH RIS TR HeqHY FaHEqHT |

[N NaN

FaaH FrTeRE deeat fahgd |
fFRTIGEI TP FTEet FEa Ga: |
U Qe FHesifarl T )

Sadjam rsabgandharam madhyamam paficamastathal

daivatam nisadascaiva saptasvara vidheyatel |
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nisadarsabha gandhara sadja madhyama daivatah!|
paficamscetyami saptatantri kanthotitta svarah! |

(Amarakosa Natyavarga)

Sdaja, Rsabha, Gandhara, Madhyama, Pancama, Dhaiwata and Nishada are the
seven swaras which are named after the first letter , namely Sa, Ri, Ga, Ma, Pa, Dha,
Ni. These can be produced by strings as well as voice.

Matanga in Brihaddesi gives the reason for the naming of the swaras as Sa, Ri, Ga,

Ma, Pa, Dha, Ni.

UUTTH T Sk SRl s &R |

~ ¢ ~= N -
Y T e ST SearTdad

sannam svaranam janakah sadhbhirva jayante svaraih|

sadhbhyorva janyatengebhyah sadja ityabhidhiyatel |

Sadja is the precursor of the six other notes. It is produced by the six organs of the

body , the nostril, the throat, the palate, the heart , the tongue and the teeth.

ST BEo RMTER=oEHTES : T : |
=TTy erfasfeas i s JETLI
TR HHT : T T |

prapnoti hradayam sighramanysmadysabhah smytah!|
strigavisi yathatisthanvibhati rsabhe mahan| |

svaragrame samutpannah svaroyamysabhahstathal
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Rsabha is called so because it quickly appeals to the heart or as among the herd of

cows a bull appears to be distinctly strong, so also in the group of notes, Rsabha is

strong and noticeable.

T ITHIcHRE 3id PR T |

vacam ganatmikandatta iti gandhara sajiiakah|

Gandhara is called so because it holds musical speech.

WWWWWWQW%I

svaranam madhyamatvicca madhyama svara isyatel

Madhyama is called so because it is in the centre of the seven notes having three on

either sides.

FaiauTT fereaRe A frdia @ d=m:
b N N
QISHHU] ITUTH H&AT GEHIGT
svarantaranam vistaram yo mimite sa pasicamal|

pathakramen ganane sankhya paficamotathal |

Panchama is that which measures the extent of other notes; or it is so called because it

is fifth from the fundamental note.

REIREl Eeedd el Herd: & |
~ N N AN N
TEET l FEHTART Sl &

dhirasyastiti dhimastat sambandhi dhaivatah smrtah!|
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sastasthane dhrto yasmattenasau dhaivato matah| |

Dhaivata which comes in the sixth position and that which invokes courage and

valence.

friefa cauead fAueEad ®29d

nisidanti svarassarve nisadastena kathyatel|

Nisada is so called because the notes of the scale comes to a closure with it.

2.4.13. Sruti system

1

~gageadad Fresl HEaH Ged g |

N A

feraTe, TTPaRY BT SeEm Saas 1 3 1

catusvatusvatuscaiva sadja madhyama pancama dvaidovail
nisada gandharau trisri rSabha dhaivatascall 23 ||

(Bharata Natyasastra , Chapter: 28, Verse : 23)
In the 22 Sruti system, each swara ri, ga, ma, dha, and ni has four Srutis. Sa and Pa
have only one Sruti to a total of 22.
We can arrive at these Srutis, by taking the cycles of fourth and fifth in progression.
In the cycle of fifths, the frequency of Sa is multiplied by 3/2 giving Pa. Again when
Pa is multiplied by 3/2 we get Ri (catur Sruti Rsabha) of the next octave. In the cycle
of fourths, the frequency of Sa is multiplied by 4/3 giving 7sbha madhyama Ma.
When Ma is multiplied by 4/3, we get suddha nisada. We can repeat this cycle

operation to get the other swaras in the 22 sruti.
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This method of finding the 22 srutis was put forward by Bharata. The present day

teaching is based on this theory.

2.4.14. Classification of Srutis
22 Srutis have been distiguished into five classes based on the relationship of the
notes and the rasas or the aesthetic colors attributed to them in the ancient theory of

Indian music.
The five clases of Srutis are Dipta, Ayata, Karuna, Mrdu and Madhya.
1T S STAT | FHUN AN T |
il O qET F TR SFaRefd: |
SIET S SAAT FEHEAT Teu TEs g4 )
EfeeraT 6T HeAT GRS G- |
AnN N D haN IS aNaN
TS ST AegH o HgAed F diewd ||
TEHEAT S STATS ST | FEUN T2 [ |
N ~
HEUT =GN {1 Had G8H 3¢ 1|

dipta ''yata ca karuna mrdurmadhyeti jatayah ||
Srutinam pafica tasam ca svaresvevarn vyavasthitih |
dipta ' 'yata mydurmadhya sadje syaddasbhe punah |1
samsthita karuna madhya mrdurngadharake punah |
dipta’'yate madhyame te mrdumadhye ca sariisthite ||
mrdurmadhya ""yata’'khya ca karuna paficame sthita |

karuna cayata madhya dhaivate saptame punah ||

(Sangita Ratnakar, Vol 1, sec :3, v:27c — 31a)
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Dipta, Ayata and Madhya are found in Sadja, karuna and Mrdu find a place in Rsbha;
Dipta and Ayata are located in Gandhara and also in Madhya, along with Mrdu and
Madhya; Ayata and Karuna are placed in Pancama, and Ayata, Karuna and Madhya

in Dhaiwata, while Dipta and Madhya in Nisada.

2.4.15. The Three sthanas (Registers ) of swaras

hp¥ o

d HeHeHARREAe gl erT Hell: |
te mandrmadhyatarakhyasthanbhedattrividha matah|

(Sangita Ratnakar, Vol : 1, Sec: 3, v: 39ab)

These swaras are considered as threefold, according to the different registers known

as mandra, madhya and tara i.e low, medium and high.

2.4.16. Evolution of Raga

It was Matanga muni who first used the word ‘raga’.

LA aNRaSaN

T 07 {3RINT waferiad a1 gA: |

S I I BRI F TWT: TH: FARL ¢o )

svara varna visesena dhvanibhedena va punah |
rafijayate yena yah kascit sa ragah sammatah satam |1 280 |

(Brihaddesi, Chap:3, v: 280)

That which is composed of combinations of notes/swara, various patterns of notes and

by diverse melodic sounds capable to please the pople is called raga or Melody.
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Raga is called raga because it is pleasing. Matanga muni has given etymology of

raga in this way —

T TITRISEEII I AT |
(S TN et : HEaTad: 1| k¢ |
ityevarm ragasabdasyavyutpattirabhidhiyate |
rafijandjjayate rago vyutpattih samudahyatah |1 283 11
(Brihaddesi, Chap:3, v: 283)

Ragua is a delighting and entertaining assemblage of notes.

ZTTSJ\E?T‘& (ol NN (VNI N .

CITh| S @9 7 328d: 1| 6L I

yo'saudhvanivisesastu svaravarnavibhiisitah |
rafiajako janacittanam saca raga udahratah!| 264 ||

(Brihaddesi, Chap:3, v: 264)

That which is special dhvani (manifest sound) which is decorated with swara and

varna and which is colorful or delightful to the minds of the people is said to be raga.

~_N

oo N

TIToh! S & TET: Hirar gt 1

yo'saudhvanivisesastu svaravarnavibhiisitah!|
rafiajako janacittanari sa ragah kathito budhaih| |

(Sangita Ratnakar, V:2,P.3)
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A combination of musical tones which is ornamented and which creates interest and
attracts the listeners is raga. In music, ‘ranjak’’(entertaining, pleasing) is referred to

that which gives happiness and joy.

And in this sense Raga means that which can make us enjoy thoroughly. The mind is

overwhelmed with the raga-mood/impact and it experiences an intense enjoyment.
The infinite secrets of beauty are laying in our melody-Music , for this very reason,

ragas are felt to be new and attractive even after listening to them for several times.

The raga is a delighting formation, systematized with specific rules, adorned with

notes and patterns of notes. Raga is a unique treasure and asset of our indian music.
This indicates our Musicians’ well developed, fine, subtle feelings and admiration for
beauty. The beauty of raga is perpetual. Phrases of notes represent its content or inner
beauty as well. Melody is that unique formation which creates an amicable and
affectionate atmosphere. The raga is originated out of love and it generates the

feelings of love and affection . The element of love is prominent of all the traits of
beauty.

In short, raga is a combination of notes with varnas including ascending and
descending order of notes constituted of peculiar formation of notes, having pleasing

content. Ragas are elaborative and rich both in form and Content.

2.4.17. Music as an expression of rasas and bhavas to bring out the emotions
In Valmiki Ramayana, lava and kusha (sons of lord rama) expresses nava rasa

(sentiments) while singing the ballad. The verse from baalkanda depicting that is

given below-

W FEITHOIEERETT S |
ﬂ oo Qac?ﬁ haN “
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rasail ksynagakarunahasyaraidrabhayanakaih|
viradibhirasairyuktam kavyametat agayatam!| 1141911

(Valmiki Ramayana, Chap -1, Section -4, v : 9)

The nine rasas that were well expressed in the singing of lava and kusha are Syrgara,
hasya, karuna, rudra, vira, bhayanaka, adbhuta, bhibhatsa and shanta.

“Rama’s togethernerness with Sita from balkanda till her abduction is the first

category of romance. After her departure and until regaining , it is a second sort of
romantic narration. Episodes of surpanakha and trijata are humourous. Those of
dasharatha, jataayu etc are grevieous nature, Killing, torturing etc situations arouse
indicating furiousness. Lakshmana, Indrajit and others are showing bravery. Seeing
ugly demons either in forests or those that surround Sita is causing fright. The very
sight of ugly bodied demons like Viradha, kabandha is creating disgust. Hanuman’s

leaping the ocean, burning Lanka, and the entire Rama-Ravana war are amazing”.

2.4.18. Emotions of the listeners

e e 6 aTuge T |
AT Grieatd a1 g W e |

tat srutva munyah sarve baspaparyakuleksanah!|
sadhu sadhviti ta icuh param vismayamagatah!|11141151]
(Valmiki Ramayana, Chap -1, Section -4, v :
15)

On hearing the ballad, the eyes of all the sages were overspreaded with tears of

happiness, and they appreciated saying ‘splendid, splendid is this..’
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In Yogavasisthah its written how awakening of King Janaka (Sita’s father in

Ramayana) from ignorance took place by hearing the songs of the sages.

IR YU glvd SeREd FEITd |

atredarm Srunu vruttantari janakasya mahipate | 7 |

N NN N
Tha9a- TY Thivd {99 91 &:
ekadopavane ramye ekante vica cara sah | 8 |
N A

O YA HSel 6 T - HETeH ™ |

tatra Srusrava safichannaihsiddhaihgitahmahatmabhih | 9 |

(Yogavasisthah, Chap- 9, v:
7,8,9)

In this matter, hear this story of king Janaka. Once, he roamed around, solitary
through a grove (or forest). There he heard the song sung by high-souled sages who

were invisible. The songs of Janaka made them dejected.

gfel et it oivan: sgean Wit |
@ ARG o5 S Fet@e = 1 ¢3 |

iti siddhaganaih gita gitah Srutva mahipatih |
visadam djagamasau aku lo vilalapa ca 11 14 |1

(Yogavasisthah, Chap-10, v : 14)

Thus having heard the spritual songs sung by the group of sages (the perfected ones) ,
king Janaka became sorrowful. The songs of sages made Janaka ponder over his

ignorance.

2.4.19. Characteristics of voice
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myrsto madhuracehalatristhanakasukhavahah |
pracurahkomalo gadhah sravakah karuno ghanah 11 68 ||

(Sangita Ratnakar, V: 2, Sec: 3, v: 68)

“Voice that is qualified by the excellencies is differentiated by the learned into fifteen

varieties namely myrsta (pleasing), madhura (sweet), cehala (delightful), tristhanaka
(three registers), sukhavahah (soothing), pracura (full of richness), komala (soft),

gadha (deep), shravaka (audible from a distance), karuna (inspires pathos) and ghana

(strong),

e geun Thehgeh: = famfeta gRAT:

NN =

TORNAT: TG Teal R Tad 1l &2 1

snigdhah Slaksno raktiyuktah ca vimaniti siivibhih |

gunairebhih paficadasabhedah sabdo nigadyate |1 69 |1

N_o ¢ N o

ST e Y Trmeamsa: |
T Ffda: TR AE ALETH: 1| 9o ||

Srotranirvapako mystah trisuh sthanesvanasvarah |
madhurah kirtitah tarah praudhao madhurarafijakah 11 70 ||

(Sangita Ratnakar, V: 2, Sec: 3, v: 69, 70)

Snighdha (creamy), slaksna (vertical), raktiyukta (creating interest) and caviman

(lustrous). The ideal voice is the one which is pleasing , sweet, soft, creamy and
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deligtful. It has to inspire the aesthetic delight of pathos in the minds of the listeners
and create interest in them. It has to be endowed with all the qualities uniformly in the
three registers . It has to be faultless and lustrous.

It should be melodious, attractive and undecaying in all the three registers.

Aferee@! ATfgRT: RFIRETEH o |

IMHTSFHISH & Ta1d_ gai &t g JaeT 1| 93 )

natisthiilo natikrsah snigdhascehalako ghanah |
akanthakunthanarii sa syat puriisari strinarit tu sarvada 11 71 ||

(Sangita Ratnakar, V: 2, Sec: 3, v: 71)

The voice should be of a high pitch , mature, sweet, delightful, neither very gross nor
too feeble, creamy and full. It manifests among the males till the breaking of voice

and always among the females.

o oo N
.
.

PIg TTsHeT: TRt 1 |

Pl 7eaE) g gEe: gEEg: || R ||

trisu sthanesvekarupah caviraktyadibhih gunaih |
tristhano manaso yastu sukhadah sasukhavahah 11 72 11

(Sangita Ratnakar, V: 2, Sec: 3, v: 72)

It should be uniformaly endowed with the qualities of lusture and delightfulness in the

three registers . It should be soothing.

AR U TS |

= ha¥ ¢ N bW a¥ o
RHASAIATHT hl[hAdTedlddwHd: || 93 ||
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Srisankarapriyenoktah pracurah sthulatayutah |
komalo ' nvarthanamaiva kokiladhvanivanmatah |1 73 1|
(Sangita Ratnakar, V: 2, Sec: 3, v: 73)

The voice is full of richness like the voice of a cuckoo.

TTetg THe! AU ST 7d: |
FUT: AT FEUTRELTE: || 93 |

gadhastu prabalo diirasravanat sravako matah |
karunah srotrcittasya karunarasadipakah 11 74 ||
(Sangita Ratnakar, V: 2, Sec: 3, v: 74)

The voice should be strong and audible from a distance. It should inspire the aesthetic

delight of pathos in the minds of listeners.

PRI ASINEE B8] R |

= N~ ~ =~
ITICHSTG ARl RRATRTIEC 1| 95 1)

Slaksnastu tailadharavadacchidro dhirasammatah |
anurakte’stu janako riktamanabhidhiyate 11 76 11

(Sangita Ratnakar, V: 2, Sec: 3, v: 76)

It should be continous like the flow of oil. It should be attractive.

TgfaHSHISET a1 MEISEdd |
ISTABI SAHT Uitk AT & Sl 11 99 1
dhatuvirmalakanthatvat yah prajiiairupalaksyate |

ujjvalo yamiti proktah cavimaniti sa dhvanih |1 77 ||
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(Sangita Ratnakar, V: 2, Sec: 3, v: 77)

2.4.20. The blemishes of voice

The blemishes of human voice as given by Pandit Sarangadeva are —

oo ha¥ e ha
BEEGIEA : ARARGIHICHI F: |
= o A ha¥
RRAT A [ HIThI GEACATRT THET eded: || 9< ||
ruksasfutitanih sarakakoliketikane yah |

krso bhagna iti prokta dustasyastau bhidha dhvaneh |1 78 11

(Sangita Ratnakar, V: 2, Sec: 3, v: 78)

The blemishes of voice are given as ruksa (dry), sfutita (broken), nihsara (devoid of
substance), kakoli (hoarse), keti (without excellence in the three registers), kane

(approaches the three registers with difficulty), krsa (frail) and bhagna (grunting).

The defective voice is characterised by dryness , brokenness, devoid of substance,

unable to approach the three registers easily, frail, and grunting.

2.5 Result

Om is the most sacred sound out of which came everything including music. Music in
India originated from the Samaveda. The hymns of the Vedas and Upanisads have

been sung in a musical way from time immemorial when the writing system was not
yet prevailing. The knowledge transfer used to happen through recitation and
memorising techniques. Music is beautiful and pleasing, the happiness achieved

through music is transcendental. The beauty of Music is Divine, where there is music
there is God. Jivatma or the ‘Individual Self” is the part of (Omnipresent,
Ompnipotent, Omniscient) Brahman, and is governed by beginning less Karma due to

which the jiva keeps going through the cycle of birth and death. The subtle body
which is responsible for transferring the jzoa from one gross body to another until it

perishes at the time of beatitude is called linngasarira. This linngasarira continues to be
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attached to an Individual Self up to the time of his final release. The jivatma develops
and attains the music, if the atman during the time of birth is contemplating on some
part or petals of anahata cakra; the jiva takes proficiency in music. Development of
music takes place in the 8", 11" and 12" petals of anahata cakra. The attainment of
music takes places in 8" and the other petals of the visuddhi cakra, 10th and the 11%"
petals of lalana cakra. Whereas, music is destroyed by the 4th, 6™ and the 10" petals
of the anahata cakra, and 16" petal of visuddhi cakra. Contemplation which can be
accomplished only by those with one point in mind, hears the illustrious anahata
nada, the inaudible, untsruck and the pure sound- anahata. Just as the soul is

expressed through the body, so the anahata nada is expressed through ahata nada. He

who is proficient in Music attains salvation effortlessly.
The literature review has provided in-depth knowledge and understanding of musical
sound, its origin, manifestation, characteristics and final objective that is attaining the

ultimate salvation.

2.6 Conclusion

Music is the highest means to the attainment of Man’s Supreme goal. Indian music
has the inherent capacity to connect the individual self to the supreme self leading to
the attainment of self at the same time invoking emotions in the listeners. This
indicates that our musicians had well developed, fine, subtle feelings and had
admiration for beauty.

Further, practising music, be it singing or any form of instrument, is nothing but

Yoga, the union of Sur and Taal, or srutilaya, is union in itself and through this the

journey of mans liberation ensues.
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