MUSIC IN MANASOLLASA
T.S. Sathyavalli

Art historiography is still in its infant stage in our country. Several invaluable
works are either lost beyond recovery or, are unutilized for building up an
unbroken history and development of Indian music. Chapters on Gita and Vadya
of Abhilasitarthacintamani (Abh.c.) or Rajamanasollasa written by Calukya
Somesvara I1I (S.) in 12c A.D with its unusually rich information is a great
help in this direction.

Somesvara's contribution to Indian music is unique and etra-ordinary. Besides
treating music for the first time as totally independent of the scenic art, the
‘gitavindda’ and ‘vadyavinoda’ provide a new insight into the multi-faceted
identity of the art. Music according to Somesvara is for both education and
entertainment. This is but one example of a number of novel ideas, the work is

bristling with,

The portion dealing with music in the work were first published as a part of
the third and final volume of the same from Gaekwad Oriental Series, Baroda
bearing no. 138. A Kannada translation of the entire work was later published in
the year 1998 from the Karnatak University, Dharwad.

The work is in five sections prakarana, each comprising twenty chapters
(adhyaya) and hence, rightly named as vimsati. Further sub divisions are made
in some chapters according to convenience. A quick glance at the prakaranas
will provide an estimate of the scope of this voluminous work of about 8000

verses.

I Rajyaprapti-karana-vimsati - in 308 verses alerts the king against the vices
to be avoided.

Il Praptarajya-sthairyl-karana-vimsati has 1300 verses: It deals with the
seven constituents of the state.

Il Upabhoga-vimsati - comprising 1820 verses describes in detail a variety of
pleasures enjoyed by a luxurious king.

131



THE MUSIC ACADEMY « JOURNAL 2009 - VOLUME 80

IV Vinoda-vims$ati is the largest section with 3219 verses. It deliberates
at length on different amusements and pastimes. Gita, vadya and nritya
occupy a substantial portion of this section.

V  Krida-vim$ati - consisting of 1375 verses goes on to list out a number of
sports in which the king may find relaxation.

Author

Vikramaditya the VI was the most powerful and illustrious among the rulers of
the Calukya dynasty. The 60 years of his rule had realized all round progress
and prosperity. His son Somé&$vara, 1127-1139 A.D., seems to be the last
successful ruler of this dynasty. Somé&svara was adormed with an adorable title
‘Sarvajiia’ accorded to him in full honor of his learning. An inscription found
at Davangagere, Karnakata bears testimony to this. He is also ascribed the
authorship of other works - ‘Vikramaikabhyudayam’ and ‘Sangitaratnavalr’

Someé§vara is so popular a name among not only musicologists but also great
composers like Tyagardja. In his grand composition ‘sangita kovidulaku
mrokkeda’ the saint composer remembers Somésvara as  varasOmeSvara-

$arngadeva-nandi-pramakhulagu among 20 promulgators of music.

Chapters on Music

‘Grtavinoda’ and ‘Vadyavinoda’, Chapters 16 and 17 together form the largest
portion in the Vinodavimsati which describes twenty delightful diversions that a
king is privileged to enjoy. Verses 1 to 567 are devoted to the exposition of music
in general and another 381 verses go to describe the musical instruments.

Sabhapati
The very opening verse in the section lays down in unambiguous terms, the

conditions to be fulfilled by a king to qualify himself to the please of listening
to music -

nirujah svasthacittasca krtakaryo mahadhanah |

trpto hrstamana gite vinodam kartumarhati [ (4,1 6, Icd-2ab)

Physically fit and mentally tranquil, contended and happy, affluent and most
importantly, one having discharged his duties alone shall be eligible to appreciate
music. While intellectual excellences - besides physical composure such as
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knowledge of all lore, absence of bias, oratory, discernment, sensitivity are
emphasized in a list of twenty three virtues that are essential for the Sabhapati,
the prime listener, the audience are expected to be no less in qualification.

taryatritayatattvajia. . ... kavyanatakavedinah | (4,16, 5cd-7cd)

Vaggéyara

Three levels of vaggeyakaras are defined thus,

adhamo matukdarah syanmadhuamo dhatukarah |
dhatumatukriyaka(a)rt pravarah parikirtitah Il (4,16,15)

Somesvara defines a vaggeyakara as one who is not only capable of composing
the lyric and melody but also as one who can himself sing and illustrate.

Gamaka

As against the defenition 'svarasya kampo gamakah $rotrcitta-sukhavah' given
by Samgadeva, Somesvara’s 'ragah pravardhaté Srutyd rajyateé manasam
sada I' (4, 16, 123ab) a raga develops through $ruti and always entertains the
mind - makes one think about the deeper implications and application of gamaka
in the delineation of a raga. It is gamaka which 'conducts the raga’, being true to
its etymology 'gamayati its gamakah.' It may be noted that notes of the same
frequency in two raga-s are sung differently by a skillful manipulation of the

intermediary $ruti-s

The seven Gamaka-s described by Some$vara, 1) Parita 2) Kampita 3) Lina
4) Andolita 5) Tiripa 6) Ahata and 7) Tribhinna, are common to both voice as
well as instruments.

Raga

Somesvara gives the laksana of only such raga-s which were in vogue during
his time.

vinode nopayujyanté tasmallaksma na laksyate |

vinode ye prayujayanté teésam laksanamucyate |l (4, 16, 132)

Out of 51 raga-s described about 25 bear the name of regions from which
they originated. They are - gauda, malavakausika, harsapuri, mallara, sauviri,
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andhalr, bangala, karmatabangala, saurastr, kambhoji, gurjari, karmatavaratr,
dravidavarati, paurakhya, todi, dullitodi, kamoda, kamodasimbhal1l, desanka,
saindhavi, dombakrti, veélavalT, nati, cunght, khambhari.

People are with varied taste. Just as Natya is an art form that entertains all classes
of people music also does. Somé&svara enlists various styles and varieties of
gita-s such as Sama, Vyakta, Madhura, Vikrsta, Sotsaha, Karuna, Parihasadhya,
adhyatmasaiigata, maiigala, stotra, visamapraya, and kramasamanvita- that meet
individual expectations.

Prabandha

The greatest contribution of Manasollasa is the laksana-s and illustrations of
prabandha musical compositions. Examples of prosodic metres such as §loka,
rukmavati, malini, vanini, mandakranta etc... gadya, tripadi, catuspadi, satpadi,
kanda and such other literary compositions are given along with purely musical
compositions ~ Vastu, Vicitra, Caccari, Cakravala, Paddhadi, Tribhangika,
Caturafigaka, Muktavalt, Svarartha and so on. A couple of illustrations may be

cited here for better appreciation.

Jayamalika —

jaya bhuja parighadhrtagovardhana-dharadhara

jaya kalpanta kalakesari karalakara kaliya pralayakarin
jayamadhuvadhiivadana vidhuntuda

jaya gopijana-nayana-nilotpalasitakirana......... (4, 16, 308-309)

The word ‘jaya’ is found at the beginning of every pada. It is sung in Jayatala-
described by him as a seven-beat-tala and rendered in a raga of one’s choice.

Matrka

A song with each of the svara - alphabets (vowels) matrkaksara at the beginning
of the pada is described similarly by Matanga and Somesvara also. The very
interesting illustration in praise of Somesvara himself is as follows -

asau Saranyah Sarandagatanam |

akaramahatmayaparastakamah I

istarthadayt satatam prajanam |

isanakalpah kalikalajeta Il
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audaryavan bibhrapoda ragam |
anke viparictmiva paksmalaksmim |
ahkeénacinnanamasan prthivyam |
krtavatarah kilakaranena Il
somesveraksmapatirabhraganga- |

taranga samspardhiya Sascakasti Il (4, 16, 310 - 314)
Vadya

The exhaustive information about the manufacturing of musical instruments
tata, susira, ghana, and avanaddha which appears for the first time in
Abhilasitarthacintamani is of immense use to those in the field for, it is not a mere

description of the instrument ready for playing but a meticulous explanation of
the different steps involved in the making of one.

Besides giving the guna-s and dosa-s of singers and vaggeyakara-s, the work
never fails to instruct the instrumentalists — drummers and others — in the
techniques of playing, avoiding blemishes. Description of hand postures while
producing different sounds on the instrument are vivid and picturesque. The
position in which an instrument should be held while playing is also stated.
Appropriate occasions when the singing of compositions and the playing of
specific instruments became a part of the proceedings, are carefully recorded.
Accordingly, ‘Tripadr’ is sung while pounding rice and also in love in union and
separation; ‘Satpadr’ while expounding a kathana kavya; mangala gita during
festivals; ‘carya’ is sung by ascetics; while 'ovi' is sung by women in the country
of Maharashtra; ‘caccari’ is used on the occasion of vernal festival called holaka;
‘rahadr’ and also ‘virasri in praise of heroic exploits and ‘danti’ by the cowherds
in arguments.

Somesvara is regarded with gratitude for providing graphic descriptions
and useful illustrations- all his own - for nearly a hundred compositions. He is
aware of the inadequacy of mere classicism or grammatical perfection in the
absence of aesthetics, when he specifies the best variety of compositions as

'nirantara rasodaram' and ' nanabhavasamanvitam' (4, 16, 95ab)
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Conclusion Vinoda Vimsati
Music in Abhilasitarthacintamani cannot be considered as non-classical or light, ) )

. . ) . L 1. Sastravindda 11. Paravatavinoda
exciting and non-elevating. The royal ambience by itself breathes sophistication .
and refinement in taste. While the volume and treatment have upheld the dignity 2. Sastravinoda 12. Sarameyavinoda
of the subject, the numerous illustrations, all composed in praise of Lord Visnu 3. Gajavinoda 13.  Syenavinoda
have enhanced the nobility of the art Somg$vara underscores the elevating factor 4.  Vajivinoda 14. Matsyavindda
in music in preference to the exciting in the verse - 5.  Ankavinoda 15. Mrgayavinoda
nirantararasodaram nanabhava vibhavitam [samanvitam] | 6. Mallavinoda 16. Gitavindda
Sravyam hrdyamanudveganuttamam gitamucyaté Il (4, 16, 95) 7. Kukkutavinoda 17. Vadyavindda
As Matanga says - ; 8. Lavakavinoda 18. Nrtyavindda
'vibadhanam vinodaya prababdhah kathitam maya I' (BrD 6, 491) 9. Mesavindda 19.  Kathavinoda
It is ‘praudha vinoda' and not ‘balavindda' even here. 10.  Mahisavinoda 20. Camatkaravinoda

Music as visualised in Manasollasa transcends all differences in its form. It is
moral, universal, spiritual, independent and creative and the fruit of which, ; Name of Raga-s
as declared by the author himself is exultation caused by the expansion of

consciousness - 1. S 16. Gurjarl
gltavadyaravaccetovikaso harsa ucyaté 2.  Gauda 17. Desi
3. Soma 18. Sourastr
Equally gratifying is the study of this monumental work. 4 Malavakaisika 19. Kambhoji
5. Harsapuri 20. Punnataka
Appendix -1 6. Hindolaka 21. Nagadhvani
7. Desthindolaka 22, Gurjara
[ The General Plan of Abilasitarthacintamani ) 8.  Mai(Bhai)ravi 23. l’(auéiki
9. Mallara 24. Suddhavarati
I l 10. Mallart 25. Karnatavarati
(Rajyapraptikarar_)aviméali ] [ Upabhogavimsati ] @ﬁdaviméatﬁ # 11. Saveri 26. Dravidavarati
- 12. Andhali 27.  Suddhanati
13. Bangala 28. Paurakhya
GraptarajyasthairkaaranaviméatiJ [ Vinodavimsati ) 4. Devala 29. Travani (Mégha)
15. Karnatabangala 30. Ahmi
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Chayanati
Todi
Turuskttodi
Dullttodi
Vallana
Bahurt
Velavalt
Chayavelavalt
Cunghi
Raktahamsa
Khambart

Prabandhas -

Someées$vara
Kanda
Vrtta
Gadya
Dandaka
Varnaka
Arya

Gatha
Dvipathaka
Paddhad1
Adilla
Catuspadi
Dodhaka
Totaka
Vastu
Krauiicapada
Hamsapada
Sukasarika
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42. Kamoda

43. Simhaltkamdda
44. Desanka

45. Nandasi

46. Lalita

47. Kolahala

48. Saindhavi

49. Dombakrti

50. Ramakrti

51. Tundakrti

Comparative Chart

Matanga Sarngadéva
v v ali

v ali

v ali

vy

v ali

v ali

v ali

v ali

Vv

Vv
v ali
Vv
v ali
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25.
26.
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29.
30.
31.
32.
33.
34.
35.
36.
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38.
39.
40.
4]1.
42.
43.

45.
46.
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SoméSvara
Asvaltla
Gajalila
Sarabhalila
Vicitra
Tribhangi
Caturanga
Ankacarini
Simhavikranta
Kalahamsa
Ghata
Cakravala
Tripadi
Bandhakarana
Patakarana
Kaivata
Dvipadt
Vartani

Ela varieties
Jhombada
Dhvanikuttani
Dhenki
Ekatalika
Matrka
Svarartha
Karana
Varnasvara
Muktavali
Pratapavardhana
Caccari

Jayamalika
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Matanga
v
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49.
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52.
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55.
56.
57.
58.
59.
60.
61.
62.
63.

65.
66.

67

68.
69.
70.
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Somés$vara
Dhavala
Mangalagrttika
Ovi

Virasrt

Lalita
Svaranka
Caturmukha
Paricabhangi
Rasasandoha
Ragakadamba
Talarmava
Stavamaiijari
Kanduka
Carya
Aksaracyutaka
Aksaraksiptaka
Rahad1
Dohada
Dollari

Lolli
Sarvatobhadra
Caturmukha
Danti

Matanga

Sukacaficu
Jayavardhana
Simhalila
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Sarngadeva

Vv
Hamsal1la
Kalahamsa-ali

Paficatale$vara-ali

Sriranga-v

stida, ali and viprakirna (v) are classifications of prabandha-s according

Somésévara

to Sarngadeva.

R
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Aditala
Dvitiyaka
Pratitala
Samakankala
Visamakarnkala
Khandakankala
Parnakankala
Garugi

Mantha
Pasamandraka
Yatitala
Kudraka
Trtiyaka
Nissaru
Antarakrida
Samatala
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Matanga

Desi Tala-s

17.
18.
19.
20.
21.
22.
23.
24.
25.
26.
27

28.
29.
30.
31.
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$ari1gadéva
Srivilasa-v
Paficanana-v
Umatilaka-v
Vijaya-v
Tripatha-v
Haravilasaka-v
Sudar§ana-v
Srivardhana-v
Harsavardhana-v

Vadana-v

Ekatala
Ekatalt
Turyatala
Varnatala
Varnatala (variety-2)
Caccarl
Unmatrka
Jayatala
Rajatala
Layatala
Parvatilocana
Gajalila
Turagalila
Kirtitala
Kokilapriya
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Musical Instruments

Tata Yitata Ghana Susira
V1ina(Ekatantr1) Mrdanga Kamsyatala Vamsa
Alavani Hudukka Jayaghanta Muhurika
Kinnari (dvitumbika pataha pattavadya pavi
or laghu)
Kinnpari (Tritumbika Dhakka Kanda Murali
or brhat, Mandidhakka Suktivadya Kahala

Ruiija Tittiri

Selluka Sriiga

Damaruka

Karata

Dakkali

Ghata

Damara

Bheri

Dundubhi

Nissana

Tammaki
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