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“One of our major misfortunes is that we have lost so much of the world’s ancient literature

—in Greece, in Indin and elsewhere... Probably an ovganized search for old manuscripts in

the libvavies of veligious institutions, monasteries and private persons would yield vich

rvesults. That, and the critical examination of these manuscripts and, where considered

desivable, their publication and translation, ave amony the many things we have to do in

India when we succeed in breaking through our shackles and can function for ourselves.

Such a study is bound to throw light on many phases of Indian history and especially on the

social background behind historic events and changing ideas.”

Pandit Jawaharlal Nehru, The Discovery of India
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Editorial

It may not be an exaggeration to maintain that
manuscripts find most careful treatment and
utmost importance in Jain bhandaras. Here
manuscripts meet world class preservation,
idyllic reverence and compassionate access. In
this issue we have brought before you one such
institute that cherishes and upholds this
tradition and strives towards excellence in each
activity it undertakes. Bhogilal Leherchand
Institute of Indology, the treasure house of rare
manuscripts, opens itself in 'Institution in Focus'
column.

One can relish a melodious plot of
traditional Indian music in the article, Music in
Valmiki's Ramayana’. The author of the piece,
Dr. Subhadra Desai, herself a renowned
performer, delves deep into the subject with
relevant references. Throughout the article, Lav
and Kush sing and dance and the author points
out and explains the nuances of talas, ragas,
layas, so on and so forth.

Shri K.K. Gupta, in his article, informers us
with time tested tricks and precautions, so that
disasters can't be disastrous and bereft us of age
old treasures, manuscripts. In another article,
Dr. Sushma Z. Jatoo introduces us with the
oldest available manuscript on mathematics
written in India. It seems she explores and
presents a sweet memory of the Nation that lost
in the by lane of the oblivion long back. It is
indeed a praiseworthy effort to explore,
preserve and disseminate our past for the future
generation, a true kriti rakshana.

If you have any queries or comments on
any article or would like to tell us what you
think about Kriti Rakshana, do let us know at
director.namami@nic.in, or to Director, National
Mission for Manuscripts, IGNCA, 11 Mansingh
Road, New Delhi-110001. Kriti Rakshana is also
available online and may be downloaded from
WWW.namami.org.

Prof. Jyotindra Jain
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Smaradahana

Manjushree Gupta

The pictorial narrative of the classic
Smaradahana brings to life anew the
choreography of mind and heart, by which
words and spirit integrate in the aisles of etched
creativity. It was the very first manuscript that
my grandfather Prof. Raghuvira got from
Indonesia on 8" August 1951. For him this was
symbolic of a culmination of affinities; a
cultural symphony. On his visit to the Singaraja
and Jakarta museums, he wrote, “There are
thousands of manuscripts in Javanese with
valuable commentaries in Balinese,
representing the literary activities of a thousand
years. It is unique in many ways. In Indonesia
unlike anywhere else, Indian texts were not
translated but adapted and recast to suit the
needs of Indonesians”.

The manuscript was a generous gift from
the Balinese scholar Wayan Bhadra, who was
actively involved in the conservation of his
tremendous heritage of manuscripts. This copy
was incomplete. So in November 1951, Wayan
Bhadra sent a fuller lontar with 63 folios, along
with references to the edition of Poerbatjaraka.
He sent the Roman and Devanagari transcripts
as well as a translation of stanza 4.1 illustrated
on the first folio. When the renowned scholar
Dr. R. C. Majumdar, author of Suvarnadvipa, the
political and cultural history of Indonesia,
visited Prof. Raghuvira, he was proudly shown
the manuscript. He held it gently with equal
pride, allowing his wavering fingers to but just
glide over the leaves, leaving behind a caress or
two. A manuscript of such import and the
experience of beholding it were rare for those
days and esteemed as well.

Berg's observation that the Smaradahana
was also very popular in Bali is verified by the
existence of this illustrated palm leaf lontar
prasi. The lively and expressive quality of the

illustrations identifies this splendid manuscript
as belonging to the mainstream of traditional
Balinese art.

The Smaradahana is a classic composition of
mpu Dharmaja. Celebrated as the era of
blossoming literature and culture, Kediri gave
Javanese culture significant contributions in the
field of classical literature. Towards the
beginning of the eleventh century there was a
renaissance in East Java, brought about by the
illustrious Erlangga, born of Bali-Javanese
parentage. Under him Bali became an integral
part of Java and classicism received a fresh
impetus. Several notable classical literary works
flourished in this era.

As is apparent from the introduction,
combined with the statement towards the end
that Sri Kames$vara and his queen are ruling the
Island of Java, residing in Dahana, gives an
indication of the time of origin of the kakawin.
An inscription dated 1185 mentions the name
and title as Sr7 Maharaja Rake Sirikan SrT
Kameswara Sakalabhuvanatustikarana
Sarvanivaryavirya Parakrama Digjayottungga-
deva. Royal seal (Lanchana) of his reign was a
skull and crescent moon called Chandrakapala,
the symbol of Siva.

This compels us to the finale which relates
some of the incarnations of Kama and Rati. It is
Uma who sees the ashes of the god and
goddess of love and moved by compassion and
gratitude obtains from Siva a promise that they
shall be reborn. To begin with, Namusti was the
incarnation of the subtle Kama and Ratnavali
was Rati. In their next incarnation Kama
becomes Udayana, king of Hastina, while Rati
divides herself into his two wives Vasavadati
and Rantnavali. Finally he descends on earth as
the King of Java, Kamesvara. Rati follows him
once again inseparably. She is Kiranaratu, the
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Folios from Smaradahana

princess of Janggala. She has no longer split
herself in two; this is the difference from her
former birth. They are adored and celebrated as
the incarnation of Kama and Rati, vivifying the
world with the nectar of their union:

Such is her loveliness, touching and pleasant like

mead in a chalice.
Together with her as his principal spouse, Smara
descended.

She is the companion of the king in the royal city.
It is with her that he always resides on the jeweled
lion-throne.

Sri Kamesvara, hidden in the lotus, has as Sakti, the
eight goddesses.

The homage in verse is an eloquent
expression of the poet's intense adulation of his
patron king as well as his country Java.
Devotion inspires and translates into a
harmony of aesthesis and poesis, abounding in
exuberant color and dramatic imagery. Fondly
Dharmaja attributes the deep and sweeping
vistas to the intrinsic presence of Kamesvara,
the incarnate. The romantic envisions him in the
blue sky, the hazes of the sea and the
daydreamer in the twilight. Gently the poet
sails you through the seasons' bounty; from a
full blown lotus flower sprinkled by the rains of
the month of kapat, to the buzzing bees
hovering on flowers in spring. In the words of
Prof. Lokesh Chandra (1997), 'Dharmaja is the

National Mission for Manuscripts

bard of the beauties of his land sparkling in the
impulses of nature'.

The Smaradahana narrates the story of
heaven being threatened by a demon called
Nilarudraka, so powerful that the gods
themselves fear him. Indra and others arrive at
the lustrous palace of Kama to invoke his help
to instill passion in the heart of Siva, who is
practicing yoga on Mount Meru. His
indifference even to his bride Uma threatens
the security of the world. At their persuasion,
Kama consents, but is obliged to leave Rati
behind. She implores him to not leave, blaming
Indra of a deceitful plan and fore-warning him
of Siva's wrath and its potential consequences.
He counters this with his sense of commitment
and the welfare of the world at large. Rati
relents, yielding in the amorous embrace of her
beloved, oblivious of the trials that lay ahead.

At the appointed hour Kama sets out
seated on a chariot borne by the clouds and
followed by the eminent entourage. After
several unsuccessful and desperate attempts,
Kama succeeds in piercing the heart of Siva
with a flower-arrow representing the five
senses. Siva angered by this interruption of his
austerities develops himself into his rudra-
form. From his third eye appears the awful fire
that seeks to destroy all the three worlds and
incinerates Kama. The blazing flame envelops
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Kama, who is besieged by the thoughts of his
beloved in his hour of utmost tribulation.

Further on Rati, beset by anguish is
inconsolable. She then reaches the place where
Kama has been immolated. Siva seeing that she
is about to embrace death, causes Kama's
cremation fire to flare up again; it is as if Kama
is beckoning her to come, Rati begs him to wait
for her on the perilous path to the realm of
death, purifies her mind through yoga and
throws herself in the fire. In consequence of the
pleas of Vrhaspati and others Siva condones,
and both now formless spirits live and seek
union in the hearts of Siva and Uma.

The principal theme of the poem, Siva's
penance and Kama's punishment are well
known in Indian literature. The best known
version of the story of Kama's death is found in
Kalidasa's Kumarasambhava which reflects the
Indian tradition. Despite Smaradahana having
evolved from a shared theme, there are
variations which Dharmaja possibly assimilated
from Javanese traditions. In his story, the son
born to Siva and Uma, who acts as a saviour of
the gods, is not Kumara or Skanda, but Ganesa.
Further, Ganes$a's two most noticeable features;
the elephant head and his single tusk are
explained in the old Javanese text, which yet
differ completely from the Indian legend. It is
noteworthy that a charter of 1171 issued by Sr1
Aryesvara that is shortly before the supposed
time of the origin of Smaradahana, bears a
Ganesa-sign (Krom 1931, p.296). Apart from the
identity of Siva's son, the role of Rati too is
varied from that defined by Kalidasa. She
accompanies Kama and actively participates in
the endeavor to distract Siva from meditation.
She does not follow Kama in death
immediately. When on the point of doing so,
she is restrained by a voice from heaven that
she cannot be united with Kama prior to Siva
has married Parvati. The important role that
Vrhaspati plays is also unique to this Kakawin.

However, it does not seem impossible that
Dharmaja knew Kalidasa's poem directly or
indirectly and that it influenced him when
composing his kakawin (Zoetmoulder.1974).
Dharmaja's extensive use of similes drawn from
nature compare with Kalidasa's forte which
earned the latter the distinction upama

o

Kalidasasya. They lend mood to the moment.
The emotive aesthetics are a predominant
feature flowing in both the compositions as its
cognitive content, being felt as a vibration in the
consciousness. The prevailing rasa is $yngara
nourished by ancillary feelings, followed by
vipralambha, vilapa and karuna. The other rasas
are commonly fugitive. The evocative rasas cut
across generic boundaries, dwelling in aesthetic
contemplation. Both understood and expressed
the outer and the inner world, the mundane
and the supra-mundane with equal profundity.
The poet, the text and reader are all drawn into
a common matrix.

On a personal note, the captivating lontar
manuscript is reminiscent of an enriched life of
enduring traditions and striving erudition for
an eight year old child in her grandfather's
household. I reflect in particular the occasion
which was intense and of wonder when my
aunt Dr. Sharada Rani passionately explained
the sensitive illustration of Rati, shedding tears
but with one eye in lament of losing her
beloved, while the other bears an ardent smile,
exultant with the hope of a rapturous reunion.
The image singularly conveys a soaring hope in
contra-distinction to despair; to continue
creation which transcends the impermanence of
form, epitomizing Ananga, the un-bodied
passion. The essence of which unfolded only
partially to me then, but the subtlety created
ripples that in retrospect stir my being to this
day.

Manjushree Gupta is a scholar on Buddhism
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Poetic Charm in Kannada

Inscriptions

Vasundhara Filliozat

In Karnataka, Issuing charts began sometime in i
the early years of the fifth century and i
continued even in the days of the kings of :
Mysore, that is up to the late nineteenth century i
or early twentieth century. The Kannada i
epigraphy is like an ocean but very little has i
been churned out of it. As a result, only a |
handful of gems have come to light. Any i
reader of Kannada inscriptions can cull out i
data of his interest; e.g. a historian finds i
valuable information on the history of the i
period of his choice; a student of art on :
iconography; priceless data on rituals i
corroborating the ceremonies prescribed in the i
agamic texts; and an astrologer on astrology. To |

il -
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Somanathe$vara Temple at Haralahalli, Karnatak
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the students of literature, reading these
inscriptions is a feast owing to their richness in
prosody. The enumeration of values of
epigraphy can continue but we will stop it here
in order to avoid prolixity.

To illustrate the above mentioned
particulars, we have chosen examples from one
inscription from Somanathe$vara temple at
Haralahalli, Ranebenniir taluk, Haveri district
in Karnataka. This Haveri district was a part of
Banavasidesa which was a cynosure of Calukya
kings of Kalyana. The eastern part of the
district, along the banks of Tungabhadra river,
was going by this dear designation of
Banavasidesa. To the Kannada poets, it was the




Kasmiradesa of Karnataka. This fact is very
striking when the description of Kasmiradesa is
given by Kannada poets. Specially, while
reading the poetical works of Parhpa on
Kasmira, one cannot help but think of
Banavasidesa the capital of which was
Balligave. Now Balligave is rich with temples,
but in ruins.

For the sake of better administration,
Calukya kings of Kalyana sub-divided the
Banavasides$a into small principalities and
entrusted the administration to local chieftains,
who were enjoying the lordship of their
‘kingdom’ but were subordinated to the
governor of Banavasidesa. Guttavolal and
Rattapalli NGrumbada, now in Haveri district,
were two such principalities whose governors
were known as Gutta rulers of Guttavolala and
Kadarhba chieftains of Rattapalli Narurhbada.
These places are on river banks, the former on
the Tungabhadra and the latter on the
Kumadvati. A Kalamukha school known as
Kittagavi Santati was established at Rattihalli.
Adepts of the Kalamukha school were
worshippers of Siva, particularly Lakuliéa, that
is Siva holding a laguda or a stick. This stick
represents four Vedic texts symbolizing that
they were at the base of their philosophy.

Taking for granted the opinions expressed
by philosophers like Sri Ramanuja and others,
modern historians think that these Saivaites
were besmearing their faces with black powder
and that is why they were called Kalamukha,
meaning black-faced devotees. Besides, they
also thought that they were followers of
Vamamarga, left hand path. But on reading the
Pampamahatmya, Sthalapurana of Hampi, a
highly revered pilgrim centre for Saivaites we
come to know how faulty their syllogism is.
The ideas expressed in the Sthalapurana are
corroborated by the inscriptions installed in the
temples by the Kalamukha saints. Lengthy
inscriptions in high quality poetry prove that
they were not the followers of left hand path

According to the Pampamahatmya,
Kalamukha adepts are those who worship Siva
whose faces are associated with the Kala. As
per mythology, when Siva becomes Sadasiva he
has five faces. These five faces are associated
with five Sakti or energies; these energies are
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also called Kala. So Kalamukha devotees are
those who worship Sadasiva whose faces are
associated with five Kalds. Hence Kalamukha
became Kalamukha. The same text further
explains that these Kalamukhas would decorate
their faces with black powder as per the
instructions of their preceptors. But they never
blackened their faces'. They were highly
cultured and well read devotees of Siva and
that can be surmised from their epigraphs in
the temples built by them.

There was a Kalamukha school at Rattihalli
whose pontiffs were highly distinguished
scholars of Veda, Upanisads, Panini’s
Vyakarana and Bharata’s treatise on
Natyasastra, etc. They belonged to the Kittagavi
santati of Sakti parise, Parvvatavali. That means
the pontiffs were affiliated to the congress of
Sakti parise established at Parvata that is
Srisaila. The home town of their pontifical seat
having the name of Kittagavi santati or
descendancy was at Rattahalli Narumbada. As
Rattahalli was the capital of Kadarhba
chieftains, naturally, they accepted the pontiffs
of Kittagavi school as their preceptors.

Meanwhile, Gutta, another family of
vassals of Calukya kings of Kalyana chose
Guttavolal or modern Guttala town as their
principal residence. They also accepted the
pontiffs of Kittagavi seat as their preceptors by
tying the matrimonial knot with the Kadarmba
chiefs of Rattihalli. Consequently, there is a
striking similarity between the temples built at
these two capital cities and in the compositions
of their inscriptions.

Guru Kalyanasakti was one of the most
important and puissant pontiffs of the lineage.
He must have been a great scholar too. The
inscriptions composed in his times are of high
literary quality. His name appears in the
epigraphs right from 1180 up to 1296. A.D. The
Inscriptions at Haralahalli praise him very
highly. Haralahalli was a suburb of Guttala and
originally, the place was called Somanathapura
because of the temple dedicated to the God
Somanatha there. Kalyanasakti was
instrumental in getting the temple converted
into a typical Lakulasaiva or Daksinacari style.
That is transforming a single sanctum shrine
into triple sancta or Trikitdcala by the ruler
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Vikramaditya of Guttala. In order to
commemorate this historical event a charter
was issued and the text of it was composed by
Udayakavi Kalya, “a budding poet”, as he
styles himself. Then it was engraved on a well
prepared, handsomely carved stone stela. From
the standard of his poetry, we very much feel
that Udayakavi Kalya was very familiar with
Sanskrit and Kannada classical literature.

The stela is well polished and its upper
portion is carved in the form of an arch where
the temple effigies, with images are
wonderfully represented. It appears to be a
replica of the Somanatha temple when it is
converted into a triple sanctum. The language
of the inscription is Kannada and it is written in
Kannada characters of the twelfth century
which look like pearls set in a string. Like a
good number of inscriptions, it also starts with
a salutation to Siva in Sanskrit. The poet Kalya
was in the habit of choosing rare words. As a
proof, the first verse of the epigraph starts with
one such rare word:

T G T Wehedeeer |
i gfeefamfererseT Qrapyeem=aar 11 11

Salutation to Somanatha, whose wish-
fulfilling creeper in form of his matted hair is
not affected by the (poison) of the snakes
(surrounding it) and produces/is endowed
with a pitcher of brilliant nectar in form of the
moon (decorating it).

The $loka is in Anustubh and the poet
compares the jatd, matted hair of Siva to
'kalpavallari wish-granting creeper. He has
employed a very rarely used term “pta” for jata.
Although, Siva’s matted hair diadem is
adorned with a crescent moon, the poet calls it
$ubhraghata, a white pot. White pot, usually,
signifies full moon but for our poet, even the
crescent moon was like a bright pot. Siva’s third
eye represents fire. The look of this eye is
harmful to the creeper, his jata. But it remained
unharmed owing to the presence of the
$ubhraghata, the moon. It is an example of
rtupaka and Visamalamkara'. The fire, the poison
and the creeper like Siva’s matted hair,
although they cannot be together, are together
here without doing any harm to each other.

e TP -
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TFRITAT TETEwfafeed Eaeid - |
T SR - Sy
ey fasraetata aidiiessh fasrmrerh= 113 11

The Lord of Laksmi with affection made,
for his colourful feet, (the head of) bali the stage
(a rangabali), the ray of light around his eyes'
shining made the image reflected in the nails of
his feet to resemble really to that of Vamana
(small); may supreme Vikramesa protect that
King Vikramarka by saying "who else can
glorify the bride Bhadevi?"

This verse in Utpalamale is very rich with
many hidden meanings. The apparent meaning
is that Visnu, made 'rangabali’ or 'rangoli’ with
his colourful feet. It becomes difficult to show
any connection between the first two pada with
the latter two, if we take it with its apparent
meaning. If we delve deep into the verse by
splitting each word then the meaning will be:
Srivara that is Visnu, “agumade, made” “ramga,
stage”, “bali, the demon Bali”. It is well known
that Visnu puts his foot on the head of the
demon Bali when the latter promised the god
the three feet of land. When Visnu occupied,
with one foot the earth, with the second the
ether and for the third foot of land, in order to
keep his promise, Bali offers his head. Then
Visnu pushes him to the nether worlds. This
idea, the poet interprets it as Visnu danced on
the head of Bali by making it a stage for his
colourful feet. While he was dancing the
brightness around him and the shining of his
eyes reflected in the nails of his feet. That image
looked like Vamana whose other name is
Vikrama. May that Vikramesa protect the ruler
Vikramarka.

There is again a pun on the word
Vikrames$a. Of course, the first meaning for
Vikramesa is Visnu. But in the case of our
inscription, Vikramesa is the name of the
Sivaliriga which was installed in the name of
the ruling king Vikramaditya of the Gutta
family. So, Vikramesa alias Visnu is Siva; he
danced on apasmarapurusa who is Bali.

As we have said it earlier, Guru
Kalyanasakti, advised the king to add two more
sancta to the main shrine of Somanatha and
make it a triple- celled sanctum. The names of
the two more lingas installed in the newly
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added sanctuas were Vikramesa and
Guttesvara. The Guru belonged to the
Kalamukha $aiva school. These Kalamukha,
being misrasaiva, were not making any
distinction between Siva and Visnu. For them

$iva is Visnu and Visnu is $iva . In the last line
we read: May Vikramesa protect Vikramarka.
This expression has two or three meanings.
Firstly, “May Visnu protect King Vikramarka”
but on the other hand it may also mean “May
Vikramesa-Siva protect king Vikramarka, and
thirdly it may mean as well “May Siva protect
Visnu.” In that case the dhvani is that Siva is
superior to Visnu.

In Malalankara the poet describes the
excessive generosity of Guttala’s flora.
ST Aebd T AREA AT |
TR TFEH T HE TRTFHAY FreJohi oI -
FAERETS Trdicsel fR SfoTgeseet e 11 4e 1

Coconut trees cause to prosper mango
trees by surrounding them with their water;
mango trees cause to increase the banana
(groves) with their sweet juice; it appears as if
bananas with pride surround sugarcane fields;
sugarcanes due to the increase of fatness join
rice fields (with their juice); who knows to

describe the plentifulness of GuttavolalS. 51

If this is about the plenteous generosity of
flora, there is another verse in which the poet
describes his capital city Guttavolal.
Fotoet g ARcerHTIoT IRT-
Al g ﬂﬂ ﬁﬁﬁwﬂéw T qUia- |
ﬂﬁﬁ? T IATAeR EERHoe JHGYTHIN-

EeTTITRIeTHeR iesd 93 SeangaarqXid ||

The earth was soft due to the spread of
pollens of flowers; water was very sweet due to
the juices of fruits; surrounding pleasure parks
were agreeable owing to the spread of sunshine
and the gentle movement of young sprouts
with soft breeze rendered the sky covered with
the spread of the tender sunshine, full of
bumble bees, flower fragrance, the circular
movements of parrots and so on; thus that town
was glowing with beauty.

This verse also in Mahasragdhara, depicts
the extraordinary beauty and the pleasant
atmosphere of Guttavolal. The earth was soft

due to flower pollens. Parks were full of
flowers and the spread of soft rays of sunshine
with the buzzing noise of intoxicated bumble
bees and the sweet fragrance of flowers covered
the sky which was full of circular movements of
parrots. All these elements contributed to the
glowing beauty of that town Guttavolal. For a
similar idea read Rudrabhatta's Jagannathavijaya,
dvitiya asvdsa, verse 2nd onwards.

This description reminds the reader of
Kalidasa’s Sakuntalam, (4" act, verse 10.)

There is one more verse which needs lot of
thinking because the poet Kalya has used a rare
term for Kubera. Here is the verse:

TG T FEARTE qUeHeh eI
SRR ATgA S H ot TR |
Tafs ..o AeSeTgaRITsre foers 11 oy

Amrtarasi was shining specially with
pleasure in felicity, where a group of qualities
united to grace him permanently as the only
way leading to aims such as compassion,
generosity, service to gods, penance,
splendours, learning, peacefulness, desire,
victory comparable to nine treasures of the
Ocean of Nectar (Sudharasi) i.e. Kubera. 74

The verse is in Mahdsragdhard and an
example of luptopama and Dipakalankara with
prastuta and aprastuta facts. Amrtaraséi is
'prastuta’. Comparing him with Kubera is

‘aprastuta’. Sudharasi is taken generally in the
sense of Moon. The moon is also called Soma.
Another name of Kubera is also Soma. There is
a story to justify why Kubera is called Soma: in
the beginning Kubera (kubad or deformed;
berabody) had a deformed body. Gods began to
call him Soma. As the days rolled on, following
this appellation the body of Kubera came to a
normal shape and he became agreeable to see.
So, Soma became one of his names though it is
not much in the usage.

Kubera is known for having 'Navanidhi,
nine treasures'. As Sudharasi is the synonym of
Somarasi and also Amrtarasi, our poet
attributes the name Amrtarasi to the lord of
Navanidhi. Although, it looks a little farfetched
meaning of Somarasi for Kubera and then
taking that as the synonym of Amrtarasi, this is
the only explanation that one can give for
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Amrtarasi, as the lord of nine treasures.
Perhaps, it was the intention of the poet too.

For Kalya, the river Turigabhadra is far
superior to Gamga and he advocates his
opinion through this kanda padya :

Fisd SToH T

T THTIRRE HIGHHA- |
i i

TheaaR afeaifeugedu™ |1 ¢&

By saying "if one places one's foot (adi) in
(the river) to drink a mouthful of water (gotta),
one's sins are stolen away"; tell me is there
anything to contradict it? In the name of
Gottamgadi that agglomeration is on the (river)
bank, isn't it?

The place where now the temple stands
was once called Gottarhgadi. The same term
was applied to the modern town Guttala also.
In Vyatirekalaritkara, our poet Udayakalya gives
a beautiful etymology for the name
Gottarhgadi, on the bank of Tungabhadra.
gottakke adi idu = step in for a mouthful of
water. Also he upholds the superiority of the
river Tungabhadra by comparing it to Ganga.
When one steps in to the river Tungabhadra to
quench one’s thirst, the river not only satisfies
the thirst but also steals away one's sins,
whereas people have to go to Kasi then bathe in
the river Ganga to get warded off their sins. But
while consuming her water, the river
Tungabhadra wards off the sins too. So, she is
much superior to the highly venerated river
Ganga.

Although the intention of the grant is to
record the activities and the donations made to
the temple, the poets of yore have taken
pleasure in expressing their poetic talents by
composing the texts of inscriptions. These are
the poets, most of them have remained
incognito, who were not fortunate enough to
get royal patronage to express their talents and
have contented them with drafting charts by
following all the rigid rules of prosody.

We have chosen a few examples from only
one inscription at Haralahalli, Ranebennur
taluk, Haveri district. This inscription is
published in the South Indian Inscriptions, no.
296. There are three more inscriptions in the
same temple precincts which are also in poetry.
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The numbers followed by the text are the lines
in the text of the chart. The numbers after the
verses indicate its serial number in the text.

After a fire mishap, one of these
inscriptions on stelas was blown out. Then they
were taken to Dharwar where they are
preserved in the Kannada Research Institute
Museum, Karnataka University, Dharwar.
Fortunately, the text of all the four inscriptions
is published in the Vol. XVIIL, no. 227, 295, 296
and 300. Besides, there is a copper plate chart,
which is also in kavya published in the Indian
Antiquary. All these inscriptions, with full text
are going to be the core of the forthcoming
book on Two Kalamukha Temples in Karnataka, to-
be published by the IGNCA, Delhi.

See the book on Kalamukha and Pasupata
Temples in Dharwar, Kuppusvami Shastry
Institute, Chennai, 2001, p.92, Sloka 10b-13a

Vamanapuran, 41, 26-32, All-India Kashi Raj
Trust, Varanasi, 1968

This is in Mahasragdhara. There is also a tinge

of atisayokti. The word baleyikkum needs an
explanation. It means "to cause to grow, to cause
to increase"; in case it is taken in the sense of
baleyisu then the meaning is "to surround".
Coconut trees cause mango trees to grow by
surrounding them with their water; mango trees
surround banana groves with their juice;
sugarcanes, owing to the excess of fatness
overflow with juice and that juice irrigates the
rice fields. Read in the Pampabharata by Pampa,
1st asvasa, verse 54 in campakamala: lalita vicitra
patra phala puspautatavi sorkidaneyum
belevudu, devamatrkamenippa polam
navagandhasaliyam belevudu....

Vasundhara Filliozat is an expert in Shaivite temple
architectures of Karnatak
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Institution in Focus

Bhogilal Leherchand Institute of
Indology

Balaji Ganorkar

Bhogilal Leherchand Institute of Indology
(BLII) a premier Institution of International
repute, was first started at Patan (North
Gujarat) in the year 1980. The Institute was
established with the funds made available by
the family trust of Bhogilal Family to sponsor
and promote research in Jainology and other
aspects of Indian culture. in Indological subjects in general and

The setting up of the Institute was inspired | Jainological projects in particular. Topics like

i the Vijay Vallabh Smarak situated on the G. T.
by Late Sri Vijay Vallabhsuriji, who laid i comparative religion, yoga and spiritualism,

Karnal Road at 20 Kilometre mile stone from
Delhi.

Aims and Objectives
The academic programme of the Institute is to
initiate, organize and give a fill-up to research

emphasis on education as the only means to vegetarianism, preservation and protection of
dispel the darkness of ignorance from the mind | environment, interfaith studies and research on
of the people. Later on, with the inspiration of the essential unity of all religious communities,
Sadhvi Sri Mrigawatiji and with the active non-possession and sustainable growth vs.
support of Sri Atma Vallabh Jain Smarak consumerism and environmental degradation
Shikshan Nidhi, the Institute was shifted to have gained importance in the research projects
Delhi in 1984. Since then the Institute, as a taken up or sponsored by the Institute. In fact,
unique centre of excellence for Jainological and | studies on these topics have gained ground in
allied subjects in Indology, is functioning from ! Indian Universities as well as in universities

E{ Bhogilal Leherchand Institute of Indology, Vijay Vallabh Smarak, Delhi
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abroad. Jainology, Manuscriptology, Indian
philosophy and culture are subjects that have
enjoyed respect among the intellectuals for
ages and the BLII, since its inception in 1980
has been working to bring these fields in
focus.

Library Facility

Manuscript Section: About 25,000 old
manuscripts, mostly paper manuscripts are
preserved here. This treasure has been acquired
from various Bhandaras including those
brought over from Pakistan with the inspiration
and guidance of Late Acharya Vijay
Vallabhsuriji Maharaj and with the great
assistance of late Pt. Jawaharlal Nehru, the then
Prime Minister of India.

These manuscripts are related to Jaina
Agamas, Sanskrit and Pali literature and
grammar, Vedic literature, philosophy, logic,
ayurveda, astrology, astronomy, art,
architecture, encyclopaedias, and dictionaries.
These manuscripts are written in Sanskrit,
Prakrit, Pali, Ardhamagadhi, Maru-Gurjar,
Rajasthani, Old Hindi and Gujarati languages.
This valuable collection of manuscripts is well
stored, preserved and catalogued. Some of the
manuscripts are rare and exquisitely illustrated.
About 500 manuscripts are related to ayurveda.
Vasudevahindi Madhyama Khand and
Abhidhanacintamani Namamala Saroddhara are
among the rarest manuscripts preserved here.
These manuscripts need publication with
translation and editing. Other rare manuscripts
worth mentioning are Ajaputra Katha,
Ambadparivrajaka Katha, Ajeetshantistava with
Pradipika vrtti, Adhyatmakalpadruma with
commentary, Adhyatmasaraprakarana,
Anuyogacatustaya commentary, Anekarth
Dhvanimanjari etc.

Some illustrated manuscripts are displayed
in the Museum and the Museum attracts
visitors time and again.

Library also possesses photostat copies of
1500 very old selected manuscripts of
Hemachandracharya Jain Gyan Bhandar, Patan
(North Gujarat), which were collected with the
inspirations, and assistance of Shrut Sthavira
Muni Shri Jambuvijayji Maharaj.

The information about these manuscripts is
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catalogued under the auspices of National
Archives of India (Govt. of India) and can be
viewed on the official website of National
Informatics Centre, New Delhi viz.

Www jainmanuscripts.nic.in

Printed books: The Institute has acquired more
than 26,000 printed books in its well-managed
library. These books are mainly related to Jain
and Vedic Texts and studies in various Indian
languages, viz., Sanskrit, Prakrit, Pali, Ardha-
magadhi, Apabhramsha, Maru-gurjar, Hindi,
Gujarati, Marathi, Kannada, Bangla, Tamil,
Oriya, Punjabi and Urdu languages as well as
in English, German, French.

Computerized cataloguing of library books:
At present the computerization of Books is in
progress. After completion of this task the
readers could be able to trace the titles with the
help of various key words viz. title, sub-title,
author, translator, editor, commentator, aliases,
publication series, publisher, publication place,
year etc. There is also a plan to put this
computerized catalogue on the Website. The
Institute receives about 50 periodicals, journals
on a regular basis. The old journals are also
preserved here which will be documented on
the computers.

Research & publications

Research projects based on Prakrit literature,
religion, philosophy, epigraphy and other areas
of related Jainological studies are being
pursued consistently. The Institute is engaged
in various research projects and till date it has
published 20 valuable publications which are
mostly brought to light first time in the
academic world. BLII also extends all possible
facilities to the scholars from India and abroad,
Jain monks and knowledge seekers for their
studies and research in the field of Indology.
The Institute sponsors editing and critical
editing of Sanskrit, Prakrit, Ardhamagadhi,
Apabhramsha and Pali texts. A highly
ambitious research project related to the works
of science in Prakrit literature has been taken
up on a priority basis.

Other Activities
Organizing summer school: Prakrit language

o
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and literature occupy a place of immense
importance in the area of understanding the
development of regional and state languages of
the country through the ages. The study of
Prakrit language is important to understand
Vedic and Sanskrit literatures. The use of
Prakrit language in Sanskrit drama and poetry
exhibits the growth of culture of the common
people of India. Prakrit is the undisputed and
undeniable proof of the unity and integrity of
this nation. Considering this fact Bhogilal
Leherchand Institute of Indology conducts a
three week-long summer school every year
which is attended by students and scholars all
over the country. With great efforts and
enthuciasm it is being organized every year
since 1989. So far the Institute has organized 21
such workshops.

Seminars: The Institute has conducted various
national and international seminars mainly on
(1) Jain philosophy and epistemology

(2) Umasvati & his works (3) Mahavira and
ahimsa in the 21st Century (4) Haribhadra Suri
(5) Arhat Par§va with Dharanendra in
literature, inscriptions and arts (6) yogic
traditions of India with special reference to the
Jaina yoga. Besides this the Institute has
organized workshops on directions in Jain
Studies as well as two "Bhogilal Memorial
Lectures". A symposium was organized during
the book release function of Panchagranthi
Vyakarana, authored by Acharya
Buddhisagarsuri (981-1025 A.D.). An all India
seminar on Jain way of life in modern scenario
was held in February 2009 and an international
seminar on Acharya Siddhasen Diwakar is also
scheduled to be held some time in 2010.

Monthly study circle: To promote and nurture
higher researches in Indological Studies, BLII is
running a monthly study circle. Under this
auspices programme the Institute has so far
conducted the readings of 30 papers on various
Indological subjects by leading scholars and
experts in their respective fields. The renowned
personalities are being invited to chair these
events. Such gatherings are attracting more and
more young scholars and senior experts to be
attached with BLIL

Acharya Hemachandrasuri lecture series: An
annual lecture series is also dedicated to
Acharya Hemachandrasuri. So far 4 Lectures
have been organized under this series.

Workshops & symposiums: The Institute has
also organized several workshops and
symposiums on Jain religion and philosophy,
manuscriptology, research methodology and
epigraphy, etc. from time to time.

Acharya Hemachandrasuri award: An annual
award of Rs. 51,000, along with a gold plated
memento and a shawl is presented to a scholar
for his/her outstanding services to Jain art,
culture, literature, religion, philosophy and
history in honour of Acharya Sri
Hemachandrasuri, the 11th-12th century
Sanskrit/ Prakrit grammarian. The Jaswanta
Dharmarth Trust sponsors this award. The
recipients of the award up to the year 2006 are:
(1) Prof. H. C. Bhayani, Ahmedabad, 1995

(2) Prof. M. A. Dhaky, Varanasi, 1996 (3) Prof.
V. M. Kulkarni, Mumbai, 1997 (4) Prof. A. M.
Ghatge, Pune, 1998 (5) Prof. S. R. Banerjee,
Kolkata, 1999 (6) Pt. Laxmanbhai Bhojak,
Ahmedabad, 2000 (7) Dr. G. V. Tagare, Pune,
2001 (8) Dr. Nagin J. Shah, Ahmedabad, 2002
(9) Prof. W. B. Bollie, Germany, 2003 (10) Rev.
Muni Sri Jambuvijaji, 2004 (11) Dr. M. A.
Mahendale, Pune 2005 and (12) Dr. Sriranjansuri
Dev, Patna, 2006.

The Institute aims to enter into areas of
intellectual quest, which have not so far been
fully exploited. But Bhogilal Leherchand
Institute of Indology has a very high ambition
and a Himalayan task ahead of it with very
little resources. One of the biggest libraries of
Northern India needs both man power and
money power to translate the vision in action
and fulfil the mission to protect invaluable
literary heritage of India.

Balaji Ganorkar is Director, Bhogilal Leherchand
Institute of Indology, Delhi

National Mission for Manuscripts




Technical Tenets of Music in

Valmiki's Ramayana

Subhadra Desai

Ancient Sanskrit literature is an invaluable
reserve of knowledge on subjects as varied as
arts, science, society, politics and medicine and
so on. Though its scope on music is somewhat
limited by the very nature of information
available in ancient texts, music treatises
written in Sanskrit in later ages bear significant

information about the growth and development

of music in India. To reconstruct the heritage
and development of music spanning over a
period of a few thousand years, a literary
document requires to be complemented by
some system of notation or audio recordings,
which are unavailable for obvious reasons. In
the absence of any such material, one is left
with the internal evidences borne within the
particular text.

The author of any literary work is always
inspired and conditioned by the time, the social
and cultural milieu, the religious atmosphere,
etc, that is why literature and arts are often
regarded as mirrors of culture. The Ramayana
reflects the ancient social structure and the
culture of India during Valmiki's era.
References of music in Valmiki's Ramayana,
though few, throw a fairly good deal of light on
the development of music during that period.
Despite the contrary opinions regarding its
historicity, the Ramayana is undoubtedly the
earliest literature in classical Sanskrit that
provides invaluable information about the
musical scenario of ancient India.

Except a few exceptions, the Ramayana is
composed in the 'Anustup' metre, a new metre
in classical Sanskrit that is somewhat different
from the Vedic Anustup. The poet's feeling of
sorrow and compassion on witnessing a bird
lose its mate to the hunter's arrow gives rise to

a song, created in Anustup. Illustrious poets and

scholars such as Kalidasa, Anandavardhana
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and Rabindranath Tagore refer to this as an
event in the history of Indian literature. The
'verse' contains four lines, each of which has
eight equal syllables, and can be sung with the
accompaniment of 'TantT, a string instrument:
Padabaddhoaksarasamastantrilayasamanvitah
Sokartasya pravrtto me $loko bhavatu nanyatha

In the narration, Brahma- the Creator,
informs the poet that it is because of His will
and inspiration that such a verse is uttered,
which also lays the foundation for the creation
of the first poetry in classical Sanskrit -

" Macchandadeva te brahman pravrtteyam
sarasvat.”

The role of the new 'Anustup' of the
Ramayana is of great significance, as it has an
inherent musical quality, evident in its rhythm.
Valmikis Ramayana is composed chiefly in
'Pathyd’ metre, an ancient form of Anustup.
'‘Anustup’ generally and 'Pathya’ specifically,
have an inherent natural sweetness. Anustup
consists of 32 syllables, which are equally
interspersed in its four lines. Thus, the
pronunciation of the verse is simple and
effortless as the syllables are not unnecessarily
prolonged, which also probably results in
sweetness.

Apart from Anustup, other metres such as
Tristup (44 Syllables), JagatT ( 48 syllables) and
Ati jagatT ( 52 syllables) are also used in the
Ramayana.

According to the Indian tradition, "Samigita’
(music) is regarded as an amalgamation of
vocal, instrumental music and dance. In
practice too, the three art forms complement
each other, and are in some cases, essential for
creating a complete experience for the listener
or an audience.

Ramayana, the Adikavya or the first poetic
work in laukika Sanskrit has a fundamental
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association with music and is replete with
direct and indirect references of 'Samgita'.
Within the narration, Valmiki himself
introduces the oral tradition of music through
Lava and Kusa. They sing the entire epic in the
presence of ascetics and others with great
absorption. The delicate and lyrical language
makes it sound pleasing and dulcet. In fact, the
composition of the Ramayana is such that it is to
be read as well as sung. It is a beautiful
amalgamation of pathya- which is read and
geya- which is sung.

In the narration Lava and Kusa play the
"TantrT'- a string instrument while singing.
Vedic hymns are chanted as part of sacrifices
and rituals; women sing in auspicious
occasions such as coronations, weddings, birth
etc; the celestial musicians 'Gandharva' and
'Apsara’ sing and dance in auspicious occasions
and also entertain royal guests; royal women
play an array of musical instruments as a
favorite pastime; reverberant instruments such
as 'Dundubhi', 'Sarikha' etc are played during
wars to inspire warriors; many references exist
of orchestra, and guilds of dancers and actors
(ref. Natakasariigha, Vadhiunatakasamgha etc);
ballad singers known as 'Stita" and 'Magadha'
sing eulogies; and the king extends patronage
to musicians and dancers. In the narration Lava
and Kusa are shown to sing the verses using 'Tri-
Sthana'- the heart, throat and the forehead. The
epic-poem is also characterized by musical
features such as the three 'Pramana’, seven '[ati',
'‘Karana', 'Sthana' and 'Miirchana', and is
composed in the 'Sama tala’. The music of Lava
and Kusa is "Margavidhanasampada’, i.e.,
according to the high standards of classical
music. Lava and Kusa are regarded as
'Gandharvatattvajiiau’- one who knows
'Gandharva-sastra’ or the treatise of music.

Gandharva, Marga, Svara, Sthana, Miirchana,
Karana, Tala, Laya etc are some of the most
important technical tenets of Indian music
mentioned in the Ramayana. These references
are extremely significant to trace the features of
music of the epic-era.

Marga literally means 'path’. The term is
derived from the root 'Mrg’, which means 'to
search'. In the musical context it has a specific

meaning. Ancient treatises on Indian music
broadly classify music into two styles- "Dest’
and 'Marga’.

Brhaddesi Matanga defines DesT as the style
of music that is practiced in different regions of
the country, following the local preferences of
the regional community. The primary objective
of this music is entertainment. It is not bound
by rules and is therefore susceptible to diverse
influences and change. On the other hand,
'Marga’, in music indicates a 'specific or
discovered path'.

According to Sharngadeva, "Marga is the
music that has been explored and discovered
by Brahma (the Creator deity of the Hindu
Trinity) and other gods. Scholar- Acaryas such
as Bharata and others have experimented and
applied it in the presence of Lord Saritkara.
Marga has the ability to bestow abhyudaya or
final consummation, without an exception.”

This allegorical definition must signify that
Marga music is a result of studied research and
application and need not necessarily conform to
the current tastes of common people, as in
'Dest. The term 'abhyudaya’ implies that this
music has the ability to elevate the mind and
turn it inwards away from distractions, to
peace. Marga music is therefore mandated a
definitive final objective.

In the narration of the Ramayana, Lava and
Kusa's music follows the system of 'Marga’.
Valmiki asserts that their music is in accordance
with the stringent laws of 'Marga’.

It is clear from the first reaction of the
audience that the purpose of their music is not
mere entertainment. Sages are moved to tears
as they listen to them. It is obviously no mean
achievement to be able to perform heart-
stirring music for sages who have renounced all
worldly desire and pleasure.

Commentators of the Ramayana such as
Ramavarman, Ramanuja, and Madhavayogi
maintain that of the two prevalent music types
"Marga’ and 'DesT’, the one supported by
common people and sung in 'Prakrta’ is 'DesT,
and the other, that is sung in Sanskrit and
follows the (explored and tested) Path, is
termed as 'Marga’.

The reference to Marga in the Ramayana is
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NMM: Summary of Events

(April 2008 — March 2009)

The major objectives of the National
Mission for Manuscripts (NMM), IGNCA are to
document, conserve, digitize and disseminate
the manuscript resources of the country. The
NMM functions through different types of
centres established throughout the country.
There are 46 Manuscript Resource Centres
(MRCs), 33 Manuscript Conservation Centres
(MCCs), 42 Manuscript Partner Centres
(MPCs) and 300 Manuscript Conservation
Partner Centres (MCPCs). The achievements of
the NMM since 1" April 2008 to 31" March 2009
are summarized beloow:

Documentation

One of the major objectives of the NMM is to
unearth information about manuscripts, where,
which manuscript is and in what condition.

Survey is conducted to gather information
about repositories, Post Survey exercises are
designed to document information about every
individual manuscript. After necessary
corrections information are uploaded in the
NMM's website, www.namami.org. In the said
period, the NMM could gather information
about 2,80,913 manuscripts and web-launched
information about 7.5 manuscripts. The first
instalment of 10 lakh information was launched
in Feb., 2007 and the second instalment of
additional 7.5 lakh manuscripts was launched
in March, 2009.

Conservation
1. A three day training programme for the
students of MA (Conservation) was organized

Shri Chinmaya Gharekan, President, IGNCA Trust addressing the gathering, Annual Day Function
of the NMM, 4th March, 2009. Others sitting on dias (from L to R) are Prof. G.C. Tripathi,
Prof. Lokesh Chandra, Dr. Subas Pani, & Dr. B.M. Pandey
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at NMM from 17-19 June 2008. Students were
given specialized training on conservation,
storage and reorganization of manuscripts.
Training programme was attended by 20
students from National Museum Institute, New
Delhi and Delhi Institute of Heritage Research
and Management, and was meant for adding
more trained persons into the pool of
conservation resource persons.

2. A four day workshop on 'Conservation of
Palmleaf Manuscripts' was held at INTACH-
ICI, Bhubaneswar centre from 17-20 November,
2008. Around 25 participants from different
museums, libraries and institutions attended
the Workshop.

3. A three day workshop on 'Preventive
Conservation of Manuscripts' was jointly
organized by the NMM and the Regional
Conservation Laboratory, Tiruvananthapuram

(MCC) from 29-31 December, 2008. There were
30 participants from various MCPCs in
Tamilnadu and Kerala.

4. A six day workshop was organized jointly
by the NMM and Karnataka State Archieves on
'Preventive Conservation of Manuscripts' from
19-24 January, 2009. Around 30 participants
benefited from the training imparted by the
experts from NMM, RCL, Mysore and
INTACH.

Digitization

The launching of digitization initiative, the
Mission has completed digitization of 25160
Manuscripts (3835816 pages). There are 7708
DVDs containing the digital images of the
Manuscripts are in the custody of the National
Mission for Manuscripts.

The detailed status of digitization of Manuscripts from 1" April 2008 to 31" March, 2009

Agency Institute No. of No. of Status
Mss. Pages
Digd. Digd.
CBSL OSM, BBSR 3443 | 410000
. Complete, data
CBSL KKHL, Guwahati 2000 158000 .
handover pending
; Gaur Uni ity,
Sigma aur bniversity 1010 | 117603
Tech Sagar
ilgrlr:a Anandashram, Pune 1227 194592 Started recently
ec
Adea . Hlmachal Academy, 957 56000
Infotech Simla
Adea . Vrir'ldavan Research 2700 150000 Started recently
Infotech Institute
ACI Institute of Asian
Infocom Studies, Chennai 500 150000
ACI .
French Institute 502 170661 Started recently
Infocom
ACI Kundakunda, Indore
Infocom
TOTAL 10362 1226170
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Research & Publication Books Published from the NMM:
Publication is in fact an ambitious endeavour Tattvabodha: Vol. I & II
to bring to the light unpublished rare and Samrakshika: Vol I & II
important manuscripts and to inspire serious Samikshika: Vol I & II
research initiatives on and related to Kritibodha: Vol I
manuscripts and manuscriptology. Of the above mentioned books Samikshika, Vol

Tattvabodha Lectures (April 2008 - March 2009)

Date & Venue Topic & Speaker
99.04.2008 Ezlli’;;); ’(;f V%:)irl?smar and Literature with Special Reference to
I A, Delhi
GNCA, New Delhi By Vidvan H.V. Nagaraja Rao
24.05.2008 Jaina Darshana Meh Kala Dravya Ka Svarupa
B.L. L. I, Delhi By Dr. Dharam Chand Jain
17.06.2008 g/i;t?t(ﬁi Sa.ngriia%iz cci)lf titils Preservation of Ancient Indian
IGNCA, Delhi ; .
GNCA, New Delhi By Dr. Radhamadhav Bharadwaj
25.07.2008 Vedic Ritual and its Symbolism
IGNCA, New Delhi By Prof. Usha Choudhuri
99.08.2008 Ez;eli/lanuscrlpts in Southeast Asia: Research, Scope and
IGNCA, New Delhi By Dr. Amarjiv Lochan
Some Observations on the Critical Reconstruction of the Text of
26.09.2008 ..
IGNCA. New Delhi Abhijnanasakuntalam
oW e By Gautam B. Patel
31.10.2008 Rare and Unpublished Manuscripts on Ayurveda
IGNCA, New Delhi By Dr. Madan Mohan Padhi
28.11.2008 Research on Conservation of Cultural Property in India
IGNCA, New Delhi By Dr. M.V. Nair
30.12.2008 Concept of Speech in Vedic Literature
IGNCA, New Delhi By Prof. G.C. Tripathi
28.01.2009 Manuscript Resources in Barak Valley: An Overview
Assam University, Silchar | By Dr. Amalendu Bhattacharjee
27.02.2009 Abhinavagupta, Ek Punarmulyankan
IGNCA, New Delhi By Prof. Navjivan Rastogi
27.03.2009 Manuscripts in the Service of the Common Man
IGNCA, New Delhi By Prof. R. Sathyanarayana

National Mission for Manuscripts




Prof. R. Sathyanarayana

II (compendium of seminar papers of the
Mahabharata Seminar held in New Delhi in
February, 2006) and Tattvabodha Vol II were
published in 2008-2009.

Public Outreach

The Mission has launched the public outreach
initiatives in 2005. Through its public outreach
programmes, the Mission seeks to bring the

several facets of knowledge contained in
manuscripts to the public through lectures,
seminars and publications.

Tattvabodha Lecture: Under Public Outreach
programme, there is a series of lectures titled
‘Tattvabodha' in which scholars representing
different intellectual disciplines are invited to
share their thoughts with the public at large. The
primary aim of this series is to bring the most
eminent scholars of Indian knowledge systems
to a forum where they can present their ideas
and interact with interested members of the
public. This has been instituted as a monthly
lecture series in Delhi, and also in other parts of
the country, wherever possible. Since 2005 till 28
March, 2009, sixty three such lectures have been
organized, of which fifty have been organized in
Delhi and thirteen outside Delhi. Lectures held
in 2008-2009 are as in the Table below:

Manuscriptology and Palaeography
Manucriptology and paleography broadly
includes the teaching of ancient scripts, history

o

of writing traditions,
preparing critical editions,
collation, transcription etc.

Workshop at Sagar: A
three-week long workshop
on manuscriptology and
palaeography was
organized at the
Department of Sanskrit,
Dr.H.S.Gaur University,
Sagar (Madhya.Pradesh)
from 7 to 25 April, 2008. In
total 49 participants took
part in the workshop out of
which 21 were outstation
participants and 28 were from Sagar. The
workshop covered a wide range of topics in
Manuscriptology for the training and teaching
programme that can be broadly classified into
three major areas (a) manuscriptology (b)
palaeography and (C) conservation. Another
area emerged in this workshop was
computational application of manuscriptology.

Workshop at Kurukshetra University: A
twenty-one day National workshop on
manuscriptology and palaeography was
organised during 20 April-10 May 2008 which
was jointly sponsored by the National Mission
for Manuscripts, IGNCA and Kurukshetra
University, Harayana. Forty-two delegates
from different universities and institutions
spanning over seven states joined the workshop
as participants and twenty scholars acted as
resource persons to inform, teach and enlighten
the participants on different aspects of
Manuscriptology and Paleography. The works
in various shastric traditions awaiting critical
edition were also brought in focus to serve as
ready information for the participants.
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A folio from Valmiki Ramayana

of great significance as it displays Valmiki's
clear intention of assigning this form to its
musical performance.

Gandharva is regarded as the most ancient
treatise of Indian music, although its only
evidence is in the quotations attributed to it in
the texts that have followed subsequently. The
most reliable and presently available source of
history and evolution of ancient Indian music is
Bharata's Natya Sastra, which dates back to the
2" century BC.

Bharata refers to Narada as the first expert
on the subject-matter of Gandharva. Narada
defines Gandharva as follows-

Gttigeyam viduh pragyadhetikasmavadanam.
Vetti vadyasya vijiieyam gandharvasya virocanam.

Bhatta Subharnkara in his commentary (of
this verse) draws the etymological meaning of
Gandharva by stating that '¢gana’ or singing is
derived from the root 'gai; 'dhakara’ suggests
efficient finger movements; and 'vakara’
suggests 'vadana’ or the playing of an
instrument.

Abhinavagupta further elucidates that 'dha’
is related to 'dhatu’, which explains the finger
movements while playing the Vina, which has

National Mission for Manuscripts

strings made of dhatu or metal. The ‘refa’ is an
upalaksana- an incidental feature of the vadya/
musical instrument. 'pravadana’ implies 'kaku’,
which means the use of modulation of the voice
to express an abstract idea or thought. These
derivations demonstrate that vocal and
instrumental music constitute the subject
matters of Gandharva.

In the Ramayana narration, Rama is
regarded as the greatest scholar of 'Gandharva'
on earth "Gandharve ca bhuvi Srestho babhiiva
bharatagrajah.” Lava and Kusa also have an
exclusive knowledge of 'Gandharva'.

Lava and Kusa are well-versed with the
concepts of 'Sthana' and 'Miirchand'; they have
melodious voices and are handsome as the
'Gandharva', the celestial musicians.’

The above description indicates that Lava
and Kusa are not only endowed with dulcet
voices but are also equally adept in complex
musical techniques.

Sthana is a technical term in Indian music
that denotes specific areas for voice-production.
It is generally understood that all notes
originate from the throat or the voice -box.
Though there is little doubt that the voice- box

|
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plays an important role in producing all notes,
but other areas such as the heart, throat and
head also help in production of svara. Scholars
describe the space between the heart and the
forehead as the physical zone important for
Svara.

Indian musician-experts agree by tradition
and experience that the area between the heart
and the forehead are the actual areas from
where notes of lower, middle and higher
octaves should be produced.

Music as a performing art is taught by
example/ demonstration by a guru to the
disciple. Through this practice, sensitivity to
'locations' as Sthana, and other such subtle
elements may be imbibed, but written matter
on such concepts has so far been inadequate.
Thus, under the guru's guidance and
supervision the student has to practise
constantly with deep introspection, which
gradually leads him to discover for himself the
exact area for the production of each svara. In
the process, the svara becomes luminous. This is
known as 'svara saidhand' a very specific system
of voice culture in Hindustani classical vocal
music. To achieve the perfect microtone in the
case of both instrumental and vocal music, a
correct cognition of Sthana is of critical
importance and is facilitated by the guidance of
an able guru, and through contemplative
practice by the student.

Thus the tradition of Indian music involves
deep mental, physical and spiritual activity.

The mention of 'Sthana' in the Ramayana
indicates the prevalence of a sophisticated and
well-developed process of voice culture or
'svara sidhand’ in the era of Valmiki.

Lava and Kusa are 'Sthanamiirchanakovidau'
literally, expert of 'Sthana' and 'Miirchana'. This
indicates not only their theoretical knowledge
of 'Sthana and Miirchand, but also a
comprehensive training in the classical system
of music, and this bestows utmost importance
to svara-sadhana as a practical musical heritage
of the Ramayana.

Since Valmiki does not mention any guru
other than himself for Lava and Kusa's training
of music, it appears that they receive their
tutelage from the sage himself. They sing

according to the training received, and produce
the notes from the 'Tri-Sthana', namely 'hrdaya,
kantha, miirdha' the heart, throat and the
forehead respectively.

In the narration of the Ramayana the
principle of 'Sthana’ is applicable to string
instruments also, a fact that is supported by its
mention in the context of 'Vina' in the
Uttarakanda.

The sage initiates Lava and Kusa "to sing
the poem of the Ramayana in Rama's presence,
without any fear, in sweet melodies, with the
accompaniment of Tantr7 on which the Sthana
are already marked."

According to the above verse, notes of all
the octaves seem to be marked on the Tantr7!
This is a remarkable fact as it indicates the
prevalence of a complex and sophisticated
musical (string) instrument such as Tantr7 in the
era of Valmiki. These excerpts reveal the
continuity between music envisioned by
Valmiki and the practices of modern Indian
music.

Miirchana is one of the most important
technical terms of ancient Hindustani music.
"Miirchana’ is a systematic ascent and descent of
notes and also the beautiful phrases that are
produced in this process. Scholars regard
Miirchani as the foundation of Hindustani
music as it has paved the way for the
development of Jati and Raga.

Miirchand is mentioned in the Ramayana
with reference to vocal music and string
instruments.

Lava and Kusa are 'Miirchanakovidau’, i.e.
they know 'Miirchana’. They play the Vina and
sing the verses of the Ramayana highlighting
beautiful nuances of Miirchand in their music.
Valmiki initiates them to sing to the
accompaniment of the V7ng in Rama's presence
at his 'Asvamedha’ sacrifice, asking them
specifically to play the various 'Miirchana'
through its strings. It is evident that Valmiki
has painstakingly groomed Lava and Kusa in
the art and technique of music.

In addition to having a sound theoretical
knowledge (ref. "Gandharvatattvajiiau..."), Lava
and Kusa seem to be equally proficient in its
application, as they are given full liberty by
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Valmiki to sing or play different phrases of
notes produced by Miirchani, which also
enhance their performance.

Karana is a technical term in Hindustani
music relating to -

a) All hand and feet movements in dance

b) Hand and finger movements in the playing
of musical instruments

c) The specific activity of singing Alapa.

Aldpa is a specific manner of improvising
and developing a raga with the help of svaras /
notes in which the alphabets of the notes are
not uttered but are sung using the syllable 'A’".
Alapa plays a significant role in classical music
even today. A performer begins his recital with
Alapa and improvises and develops a Riga with
Alapa according to his training, vision and
artistic sensibilities. In fact the essence of raga-
music lies in the Alapa.

In ancient times, when Aldpa was sung in a
specific thythm but was not restrained by the
time cycle of a 'Tala', it was known as 'Vartant’
or 'VartinT. When Vartint was sung in a fast
tempo it was known as 'Karana'.

In the Uttarakanda of the Ramayana, 'Karana' is
referred to in the context of singing.

The song is highlighted by the use of 'Sthana’, it
includes 'Karana' and is accompanied by a
"TantrT, which is played in a particular 'laya' or
tempo and is set in the 'Sama Tala', a rhythm
cycle.

In this context, the term 'Karana' denotes
'the activity of singing the Alapa’ and also
involves the Tantri, as Valmiki specially
mentions the melodious music of Lava and
Kusa, which is accompanied by the Tantri.

It may thus be assumed that the music of
Lava and Kusa involves certain improvisations
in the form of 'Alapa’, which is sung in a fast
tempo and is not set to any particular 'Tala'.

This suggests that Lava and Kusa not only
sing the Ramayana as composed by their mentor
Valmiki but also use their musical training and
skill by singing Karana, improvising as they
perform.

Jati is considered as the predecessor of the
modern 'Raga'. Jati is defined in Bharatakosa as a
specific assemblage of notes endowed with ten
characteristic features such as Graha, Aritda,
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Nyasa, etc.

The earliest reference to 'Jati’ is found in the
Valmiki- Ramayana.

According to Abhinavagupta, [4ti generates
'rafijana’ or 'rasa-pratiti’ or gratification or
'cognition of appreciation’, and 'adrsta
abhyudaya’ or final consummation.

The music of the Ramayana is based on the
principle of 'Jati'. Lava and Kusa's melodious
music is endowed with three 'Pramana’ and
seven '[ati' and is sung with the accompaniment
of a string instrument. Govindaraja, in his
commentary explains that among the eighteen
Jatis such as Suddha, Vikrta, Saritkirna, etc.
Valmiki refers to the main seven Jatis.

The term 'Jati’ is mentioned in the
Uttarakanda also but without any substantive
reference to its character as of that period.
Valmiki mentions its prevalence yet chooses to
remain silent about any details. Thus the
development of Jati during Valmiki's era
remains unknown.

Laya and Tala are two fundamental
components of Hindustani music. Laya is the
natural or inherent rhythm constantly present
in music. Amarakosa defines laya as "layah
samyam” or constant rhythm. Laya is also
known as Pramana, which is derived from the
root 'ma’ with the prefix 'pra' added to it. 'Ma'
means 'to measure'. In Hindustani music,
Pramana is understood as the measure of time,
which creates a Tala when it is framed in a
cyclic form. Thus 'Laya’ and 'Tala' are
inseparable.

There are three 'Laya' types in Hindustani
music-

a) Vilambita or slow tempo

b) Madhya or medium tempo, which is

neither too slow nor too fast and exactly the

double of Vilambita laya.
¢) Druta or fast tempo, which is again

exactly the double of the Madhya laya.

Tala is the time cycle of beats, which binds
or measures a rhythm within the framework of
a cyclic movement. Amarakosa defines 'Tala’ as
"Kalakriyamanam" or the measure of time bound
activity.

Tala, according to Sarngadeva, is one of the
most important aspects of Hindustani music as
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it acts as the foundation for vocal music, dance
and instrumental music. Thus Tala is derived
from the root 'Tal', which means a foundation
or base. According to the rules of Panini,
"Padarujavisasprso ghayin" and "Akartari ca karake
sariijidyam” the pratyaya "ghayin" is added to
the root 'Tal” in order to obtain the term Tala.
Bharata in his Natyasastra highlights the
importance of the knowledge of "Tala".
According to him, one can never be a singer or
an instrumentalist if he/ she is ignorant of Tala.
Therefore, it is imperative to learn Tala with
care. Bharata derives the term from 'Tal'.
According to him, "that which occurs on the 'tal'
or the palm of the hand is Tala. Post- Bharata,
several ancient and medieval scholars have
recorded their views on the Tala.
Abhinavagupta, in his commentary on Natya
Sastra explains Bharata's definition as "the
activity (or clapping) of hands, which help in
'pariccheda’ or division". Thus, according to
Abhinavagupta, the act of keeping a beat by

A folio from Balakanda (Ramayana) with
Mysore paintings

striking one palm on the other (hastatala) is
known as Tala. Bharata further describes Tila
"as the measure of time in music, which
includes Kala, Pata, and Laya".

Bharata's definition is most rational as Tala is
one of the most important aspects in Indian
classical music and is regarded as the measure
of time. In both Hindustani as well as Carnatic
styles of music, the Tala, in addition to the Svara
is of critical importance and is played on
percussion instruments as well as on the
hastatala.

Matra is the smallest unit of Tala. As
recorded in the Natya Sastra, the time required
to pronounce five short syllables, five moments
or 'Nimesas' are known as 'Laghu' or 'Matra'.

Lava and Kusa sing the entire Ramayana
with the accompaniment of Tantr7, the music
being set to a distinct Laya or rhythm.
According to Valmiki, the music created at the
hermitage of sage Bharadvaja for Bharata's
entertainment is endowed with a specific
rhythm called Sama. The singing pattern or
style of Lava and Kusa is also endowed with
three Pramana.

In the personal quarters of king Sugriva,
Laksmana hears melodious music that is based
on the rhythm of Vina. The words and syllables
are pronounced according to a Tala called
Sama. Similarly, in the Uttarakanda, Satrughna
hears the story of Rama in the form of music,
which is also based on the Sama Tala. The song
is sung to the accompaniment of Tantri, using
Karana and the three Sthana, namely the heart,
throat and forehead. The Ramayana thus
describes the presentation. It is endowed with
the positive technical characteristics of Sanskrit
as well as music, namely, grammar, metrics,
Laya, Sthana, Karana and Sama Tala.

Valmiki does not mention any rhythm or
percussion instrument accompanying the music
of Lava and Kusa. Thus the mention of Sama
Tala indicates a possibility of the prevalence of
a Tala, which is not played on any instrument
but perhaps by hand. In the Uttarakanda, Rama
invites experts of Kald and Matra, Puranic
scholars, grammarians, musicians, revered
hermits and kings among others to listen to a
performance by Lava and Kusa. Rama is shown
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A folio from Arsa Ramayana

to be keen that this music is heard and its
quality assessed, and critically appreciated by
knowledgeable scholars, musicians and others.

Tala is one of the fundamental elements of
Hindustani music of which Matra and Kali are
important components. The mention of Kala,
Pata and Matra along with Tala in the Ramayana
demonstrates the common practice of clapping
or use of hands and fingers to maintain the Tala
and mark its stress-points during this time.
When members of an audience also participate
in this activity, it reflects their involvement in
the performance, and creates a bond between
the musician and the listener. The presence of
experts of Kala and Matra in the performance of
Lava and Kusa definitely indicates a prevalence
of this practice during Valmiki's era.

The practice of clapping in a systematic
manner showing the different stress-points of
Tala is prevalent even today, especially among
the Dhrupad singers of North India and singers
of Carnatic style of music in the South. The
purpose of this practice is to enable the
musician to maintain a particular rhythm and
its time-cycle effortlessly.

It is thus yet another instance of the
continuity of the tradition of Indian music that
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the measures and tools of creation and
appreciation of music, well-recognized and
prevailing at that period are the standard
practice even today.

Although the references to Laya, Tala,
Pramana, Sama, §amya‘, Kala and Matri are
minimal yet their mention in the Ramayana is
highly relevant in the historical perspective, as
the Ramayana is one of the very few
authoritative written documents of ancient
India which throw significant light on the
development of Tala.

The above references vindicate that the
music of the Ramayana is based on techniques
which are all relevant concepts of classical
Indian music, which were already established
entities in the world of the Ramayana.

The poet details the technical aspects of
music with ease, and at the same time describes
its emotive appeal with matching precision.
Technique and feeling complement each other
in music and indeed all art forms, which are all
rendered incomplete without either aspect.

Subhadra Desai is a well-known performer
(Hindustani Vocal) and a scholar of musicology
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Disaster Management in
Manuscript Repositories

K.K.Gupta

No matter where we live in the world, we are prone
to disasters and so disaster is one of the important
factors for deterioration of works of art. Disaster is
an unforeseen and often sudden event that causes
great damage, destruction and human suffering.
Every year cultural heritage organizations and other
agencies all over the world lose several lives and
large amount of money during these disasters.
Though often caused by nature, disasters can have
human origin.

Disasters can be classified Into (1) natural
disasters, such as storms, cyclones, earthquakes,
volcanoes and floods, (2) intentional disasters such
as vandalism, arson and bomb attack; (3) accidental
disasters caused by smoking in the building, leaving
doors or windows open, or leaving taps on in
washrooms, kitchens and laboratories, and (4) the
disasters related to building maintenance or
renovations such as leaking roofs, burst pipes,
blocked drains, overfull gutters and down pipes, air-
conditioning leaks, faulty sprinklers and faulty
wiring. Though various types of damages are caused
to the cultural heritage because of these disasters,
most of the damages are actually caused by water
coming in contact with the collection.

Regardless of age, all organizations are
susceptible to disasters and so it is important that
every cultural organization having materials of
cultural heritage have a comprehensive counter-
disaster plan detailing preventive activities and
procedures to be followed when a disaster strikes.

Disaster Management

The term “Disaster Management” refers to the
complete realm of disaster-related activities.
“Disaster management” can be defined as the range
of activities designed to maintain control over
disaster and emergency situations and to provide a
framework for helping at-risk persons to avoid or
recover from the impact of the disaster. Disaster

— O

Management deals with situations that occur prior
to, during, and after the disaster. It addresses four
areas of activity: prevention, preparedness,
reaction and recovery. So a Disaster management
is about:

1.  How to prevent disasters

2. How to prepare for the possibility of a
disaster.

How to react to a disaster

4.  How to recover from a disaster as soon as
possible.

A written Disaster Management Plan is very
important in minimizing the disasters and in fast
recovery after the disaster, as it provides staff with
an immediate response mechanism.

There are five main steps in preparing a Disaster
Management Plan:

Conduct a risk analysis
Implement preventive procedures

1
2
3. Implement preparedness procedures
4.  React to the situation

5

Devise procedures to respond to and recover
from disasters

Risk Analysis

Risk refers to the probability of disaster striking the
collection and by conducting a survey of hazards and
potential threats, possible threats to the agency and
its collections could be identified. Each region has
its particular risks. Risk analyses will produce
different patterns for different institutions. Factors
such as geographic location, building construction,
political environment, number of staff, existence of
overcrowding and use patterns will have a bearing
on the result of the analysis. All risks are not known.
Sometimes the risk is included in the risk analysis
chart, only after the disaster has occurred.
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Prevention

Prevention is the measures to reduce the chances of
disaster. This depends upon the type of disaster.
Fire, for example will erupt only when all the three
essentials —combustible material, oxygen and
temperature (ignition point) are available. So the
probability of fire can be reduced by taking
measures to reduce the supply of oxygen by keeping
the doors and windows closed as far as possible,
minimizing combustible material by removing all
unnecessary material (good housekeeping) from the
vicinity of the collection and reducing sources of
ignition such as by banning smoking within the
building and getting electrical wiring checked
regularly.

Preparedness

When a disaster occurs, a lot of information is
required to ensure a fast and effective response.
Advance preparation is one of the keys to enable
prompt and efficient response. This involves
knowing what needs to be done if a disaster occurs;
having the resources on hand, or access to the
resources, for the recovery; and knowing who will
do what. All of this information should be
documented in the counter-disaster plan. Most
important perhaps is ensuring that all the appropriate
people are aware of their roles and responsibilities.

Disaster Plan
A comprehensive counter-disaster plan should
include the following components:

e The name of the institution

e The date of the plan/revision date

e A list of identified risks, including known
leaks

¢ Emergency contact numbers, including home
telephone numbers of people who need to be
contacted in the event of a disaster

e Names and telephone numbers (including
home numbers) for the members of the
Disaster Response Team. The roles and
responsibilities for each member of the team
should also be documented.

e Names, addresses and telephone numbers of
suppliers emergency equipment, supplies
and services

e A complete Inventory of collection including
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priorities for salvage

»  Floor plans, showing locations of high priority
areas for salvage and

*  Emergency equipment, including:

»  smoke/fire/water detectors, sprinklers and
extinguishers; disaster kits and stores

» Inventories for disaster kits and stores

*  Initial response procedures

e Documentation procedures and follow-up
assessment reports.

Disaster Kits

Having produced the Disaster Plan, the next step in
preparedness is to procure equipment and supplies
for making Disaster Kits for use in a disaster
recovery. Disaster kits contain resources required to
cope with disasters. Disaster kits fall into two basic
categories: mobile and static. The kits could be in
the form of a cupboard, store or bin. A bin has the
advantage of being mobile and can be easily
wheeled to where it is needed.

Disaster Response Team

It is essential that a team be formed and trained to
ensure smooth and efficient operations in the event
of a disaster. This team responds when a disaster is
reported, assesses the situation and plans the

recovery phase. The number of people in the disaster

response team depends on the size of the
organization. There should always be a team leader,
who manages the salvage operation, coordinates and
allocates jobs and supervises the operations. There
should be persons responsible for keeping records,
for controlling the flow of materials etc.

Reaction

When a disaster occurs, a number of steps need to be

taken to counter and reduce the damage to
minimum. These steps would vary depending upon
the situation. In general following actions are taken
on the occurrence of any disaster:

»  Verify whether the situation is real and not a
false alarm.

*  Identify the cause of disaster

e Notify the person in-charge of the collection

e Take action to block the cause

e Secure the affected area

e Assemble resources for counter disaster action
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¢ Allocate tasks
e Move items to safe area

*  Undertake recovery procedures

Documentation

Documenting a disaster means having a written and
photographic record of the disaster. This is very
useful for Insurance records and claims and
evaluating the success and shortcomings of the
Disaster Plan. This documentation includes written
details and photographs of

e The cause of disaster

e Location of disaster

e Number of items damaged

e Amount of staff time used in recover
operation

*  Cost of disaster supply

*  Follow up monitoring

Recovery

Recovery includes sorting, documenting, drying,
cleaning, repairing and re-housing of the damaged
materials. The recovery operation must be planned
to suit the needs of the particular situation and of the
materials which are damaged. The operation is not
complete until all items are back in the storage area
and available for use.

The recovery operation will normally begin
after the disaster has been averted, However, in
cases where particularly vulnerable items are
damaged, or at risk, it may be necessary to begin the
recovery operation before this time. For recovery,
various types of need to be employed depending
upon the nature of the disaster and that of the
damaged material.

Recovery Methods

Most of the disasters ultimately lead to the wetting
of manuscripts. In such cases the first operation in
recovery is the drying of manuscripts. But since in
wet condition the manuscript is very much
vulnerable to distortion, growth of mildew and
bleeding of inks, pending their dryingit is important
to stabilize it to avoid its further deterioration in this
regard. This can be done in a number of ways
depending upon the resources available. Main
requirement in this is to keep them in cold and dry
environment. Freezing of manuscripts can be very

useful for reducing their damage, as the frozen
manuscripts can stay for a long period of times
without any significant damage such as mildew.
However, it is important to use blast freezer in order
to achieve temperature below minus 20 degrees
quickly, thereby reducing the possibility of damage.

Drying

Most simple method of drying the manuscripts is
air-drying, which is done by blow of air at room
temperature. If the number of manuscripts is large
some fast drying methods such as Vacuum thermal
drying or Vacuum freeze drying are often used.

The documents can be gradually dried from
frozen condition through Vacuum thermal drying or
Vacuum freeze drying. Vacuum thermal-drying is
drying of manuscripts in a vacuum chamber having
a source of high heat. The materials may be placed
in it in frozen condition, which gradually gets dried.
freezing can be very useful as the frozen
manuscripts can stay for a long period of times
without any significant damage such as mildew.
However, it is important to use blast freezer in order
to achieve temperature below 20 degrees quickly,
thereby reducing the possibility of damage. Vacuum
Freeze drying is also done in a vacuum chamber
with a low source of heat. The difference is that the
frozen material does not melt and the drying takes
place by the process of sublimation i.e. Ice crystals
pass directly to water vapours, which are collected
on cold panel in the chamber. This method has the
advantage that it causes lesser distortion in paper
and reduces the loss to water sensitive inks.

Treatment of Fire-damaged Material

During the disaster various types of damaged could
be caused to the manuscripts and so suitable
conservation treatment needs to be given in the
process of their recovery.

Charred Material

Little can be done for badly burnt manuscripts. They
should, however, be handled gently, as they are very
fragile. White gloves must be worn at all times when
handling charred materials.

Charred books should be placed between cardboard
sheets and wrapped in any clean, unprinted paper for
protection. If a bound volume is suffering from the
affects of smoke and ash and is otherwise unharmed,
restoration treatment could include soft brushing and
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above 22.C. Mould damage can be the result of

i among other factors, water damage in a disaster, or

i of high humidity levels. In either case prompt action
i is required as mould will not only cause very

i stubborn stains on paper and bindings, it degrades

i the cellulose and sizing of paper drastically making
i them very weak and fragile.

i Mould damaged items should be removed from
i the storage area as soon as they are identified and

i placed in plastic bags, or some other wrapping to

i prevent mould spores from infecting other materials
i or other parts of the building. To prevent or

i minimize further mould growth the first action that

i should be taken is to control the environment. The

i temperature and relative humidity should both be

i stabilized in the disaster area around 20°C. and 50%
| respectively..

i Mould damaged materials should then be

i fumigated with some suitable fungicide such as

i thymol to kill the mould, after drying them by some
i suitable method as mentioned above. If fumigation

i is not immediately available mould damaged

; materials should be frozen. Freezing will not kill

i mould but it will prevent any further growth, thus

i providing more time in which to arrange fumigation.
i Once the conditions of the manuscripts are
i stable i.e. there is no factors which causes their
| progressive deterioration, other conservation

i treatment required can be done later.

Conclusion

Bhuj Museum, Gujarat after the earthquake in Bhuj,
26 January, 2001

Every organization is unique as regards its

collection, size, construction of building and
) ) geographical location, and so vulnerable to various

was%ung. This treat.ment, however., should only be types of disasters accordingly. Many of them are

carried out by a trained and experienced conservator predictable and hence avoidable by identifying risks

only. and taking appropriate actions All institutions need

to be examined for their risk assessment and Counter

Disaster Plan should be formulated for each

individual institution based on that risk assessment

in order to minimize the damage caused by disasters.

Smoke Damaged Materials

Smoke damaged material should be placed in the
largest open space with available sdo as to remove
the lingering burning smell by the moving air. This
can also be achieved by the use of exhaust fans.
Small pieces can be kept in refrigerator. Ozone
chambers have also been reported to be used for the
treatment of smoke affected papers.

Mould damaged material
Wet material will begin to grow mould within 48-72 | K.K.Gupta is Academic Coordinator, National
hours, perhaps earlier if the temperature is high, Mission for Manuscripts, IGNCA, New Delhi
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The Bakhshali Manuscript:
An Introduction

Sushma Z. Jatoo

Bakhshali Manuscript is the earliest known
mathematical manuscript written in Sanskrit
language full of vernacular influences. The
Manuscript is written in Sarada characters on
birch-bark. Since the beginning and the end of
the Manuscript are lost, both the title of the
Manuscript and the name of its author are
unknown. The manuscript was discovered in
Bakhshali village during the course of an
excavation in 1881. The village is a part of
Yusufzai sub-division of the Peshawar district
of the North-West Frontier Province of Indian
sub-continent now under Pakistan. In ancient
times it formed a part of Gandhara, which
included the districts of Peshawar and
Rawalpindi.

Regarding the discovery of the Bakhshali
Manuscript, a letter, dated the 5th July 1881
from the Assistant Commissioner of Mardan,
has been reproduced by Dr. G.R. Kaye in Indian
Historical Researches (vol.24). This letter does not
appear to be wholly reliable, as accepted even
by Dr. Kaye, as the description contained in the
letter pertained to a papyrus manuscript and
not to this manuscript, which is written on
birch-bark. According to Alexander
Cunningham, the Manuscript was found in
field near a well outside the village Bakashali,
which is situated on the top of a mound. There
was no trace of any building near the spot and
the Assistant Commissioner's story that it was
found by a labourer while digging in a ruined
stone-enclosure does not appear reliable. This
Manuscript, soon after its discovery was sent to
the Lieutenant Governor of Punjab who on the
advice of Alexander Cunningham directed it to
be transmitted to Dr. A.F.R. Hoernle, the then
head of Calcutta Madrasa, for examination and
publication. A short description of the
Manuscript was given by Dr. Hoernle in 1882

before the Asiatic Society of Bengal and this
description was published in the Indian
Antiquary of 1883. A fuller account of the
Manuscript was published in the proceedings
of seventh Oriental Conference Conference held
at Vienna. An account of the Manuscript with
some addition appeared in the Indian Antiquary
of 1888, too. In 1902, the Manuscript was
presented by Dr. Hoernle to the Bodelian
Library of Oxford University, where it is
preserved now. The Manuscript is in mutilated
condition both with regard to the size and the
number of the leaves. The present size of the
leaf is about 15cm by 8 cm. The original size
must have been about 17.5 cm by 20.6 cm. The
truth about the size of the Manuscript has been
confirmed by Dr. Hoernle himself on the well
known fact that the old birch-bark manuscripts
were always written on the leaves of a squarish
size.

The Manuscript consists of 70 birch-bark
leaves, out of these some leaves are mere
scraps. The largest leaf of the Manuscript
measures 14.5 cm by 8.9 cm. Thirty-five leaves
of the Manuscript are in better condition except
broken edges. The size of these thirty-five
leaves is not less than 12.5 cm by 7.5 cm. Sixteen
leaves are more damaged than earlier 35 leaves.
The size of these sixteen leaves is not less than
11.8 cm by 5 cm. Again, seven leaves are more
damaged than these leaves. Now out of
remaining 12 leaves, one leaf is entirely blank
and eleven leaves are mere scraps. Dr. Hoernle,
the first scholar who worked on the Manuscript
says that the Bakhshali Manuscript seemed to
be a large work, perhaps divided into chapters
or sections. The existing leaves include only
middle portion of the work or a division of it.
The preserved text contains portions between
sttra 9 to stitra 57 only.
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A folio from the Bakhshali manuscript, preserved at the Bodleian Library, Oxford (U.K.)

The Manuscript represents a work on
mathematics containing rules pertaining to
mathematical problems, the example
illustrating the problems and the solutions
accompanying the examples. The subject matter
deals with arithmetic and algebra and
occasionally with geometry. The topics of
discussion are found to include rule of three,
fraction, square-root, arithmetical and
geometrical progressions, income and
expenditure, profit and loss, computation of
gold, summation of series, simple equation,
simultaneous linear equation, quadratic
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equation, indeterminate equation of second
degree and miscellaneous problems, etc.

The manuscript bears no date but on
certain palaeographic considerations, it can be
assigned to the 12th century A.D., but the
subject-matter appears to have been composed
in the early centuries of Christian era. It may be
noted here that the extant manuscript seems to
be a copy of its earlier predecessor.

Sushma Z. Jatoo is Research Officer at the
Kalakosa division of IGNCA, New Delhi
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Dankapuramahatmya:

A regional Text of Great Socio-religious Value

M. L. Wadekar

The Puranas are the texts of great social,
religious, mythological, cultural, historical and
geographical importance. Besides the eighteen
great Puranas, there are numerous minor
puranas, known as Upapuranas. Prof.
R.C.Hazra has dealt with several such sectarian,
non-sectarian, available and lost Upapuranas in
his two volumes. There are also some
Jhatipuranas, Sthalapuranas or Mahatyma
texts. The Mahatmyas can be of two types: (1)
relating to a particular deity ( Malharimahatmya,
Devimahatmya, Vasudevamahatmya, etc. and (2)
relating to eulogy of place of pilgrimage. It may
be relating to a river such as Gangamahatmya,
Godavartmahatmya, Narmadamahatmya,
Taptmahatmya, or a holy place such as
Jerurtimahatmya. Each region has a place of
pilgrimage and text narrating the greatness of
that particular place and the God or Goddess of
that particular region is called Mahatmya. The
Datikapuramahatmya is also one such Mahatmya
text, which extols the God Dakoranatha or
Visnu, located at the place, called Dakor, in the
Thasara taluk of the District Kheda near
Ananda ( about 31 kilometres) .The present
temple is said to have been constructed in 1770
A.D. by Peshava Madhavarao Ballal and
Mahadaji Shinde. The story is referred to in the
Darikapuramahatmya. Mirata e Ahmedi refers to
this temple in Gujarat in 1762 A.D. It is situated
on the bank of river Shedhi. It was also known
as Khakharia. The mythological story of the
devotee, Vijayasimhha alias Bodana and his
fetching the Lord of Dvaraka to Dakor is
narrated in simple Pauranic style in sixteen
adhyayas and about 800 verses. The text is also
important from the point of view of the social,
religious, cultural activities in those days; some
sites of geographical importance are also
described in it. Though the God, Dakoranatha

o

is worshipped by thousands of devotees in
Gujarat, this text in Sanskrit has not received
due attention. The author of this paper
attempted to edit the text on the basis of five
Manuscripts in the Oriental Institute, Vadodara
and a Xerox-copy of one Manuscript, procured
from the Bhandarkar Oriental Research
Institute, Pune. The paper is an attempt to
highlight its textual and cultural aspects.

Brief details of the manuscripts

B1- The Manuscript in the Oriental Institute of
Baroda bearing the Accession no. 921 has 30
folio and nearly 800 granthas . It is a complete
manuscript, written on paper in Devanagart
script, in good handwriting. The condition of
the Manuscript is also good. The name and date
of the scribe are not found. There are total
sixteen adhyayas and the numbers of Slokas in
different adhyaya are 45,44,52,42,52,54,62,46,25,
66,34,49,49,43,47 44. The name and date of the
scribe are not found.

B2- The Manuscript in the Oriental Institute of
Baroda bearing the Accession no. 3668 has 22
folio and nearly 800 granthas . It is a complete
manuscript, written on paper in Devanagart
script, in good handwriting, but with small
letters. The use of red pigment is found for
colophons and important words. The condition
of the Manuscript is also good. There are total
sixteen adhyayas and the numbers of Slokas in
different adhyayas are 45,44,52,42,52,54,62,46,25,
66,34,49 49,43 47 44. The name and date of the
scribe are not found.

B3- The Manuscript in the Oriental Institute of
Baroda bearing the Accession no. 12371 has 48
folio and nearly 800 granthas. It is a complete
manuscript, written on paper, in Devanagari
script, with good handwriting. The condition of
the Manuscript is also good. The Manuscript
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verses;
Adhyaya 2: Vijayasirithopakhyana, 44 verses;
Adhyaya 3: Svacchandasrimaharajavijayasirithe,
Gopa giving bullock cart, 52 verses;

Adhyaya 4: Davikapuragamanam, 43 verses;
Adhyaya 5: Vijayasirithavaikuntharohanam,

52 verses;

Adhyaya 6: Gangagovindasaritvada, 55 verses;
Adhyaya 7: Gangagovindasamvada-
brahmanapariksanam, 61verses;

Adhyaya 8: Tulayantre hemaparitolanam,

has a peculiarity that it contains marginal gloss,
e.g. khidyatetaram = atiSayena khidyate, and many
corrections. There are total sixteen adhyayas and
the numbers of Slokas in different adhyayas are
45,44,52,42,52,54,62,46,25,66,34,48,46,43,46,44.
The name and date of the scribe are not found.
B4- The Manuscript in the Oriental Institute of
Baroda bearing the Accession no. 21893 has
folio 57 and nearly 720 granthas . Itis a paper
manuscript in Devandgari script, in good
handwriting. The condition of the Manuscript

is also good. It is received as a gift by the 46 verses;
Oriental Institute, Baroda from Shri S.N.Pathak, | Adhyaya 9: Brahmanadiam dvarakagamanam,
the scholar from Padra-a place near Baroda. It 25 verses;
contains marginal gloss and marginal Adhyaya 10: Vijayasirihapiroavrttakathanam,
corrections. Red and yellow pigment is 66 verses;

frequently used. The name and date of the
scribe are not found.
B5 -The Manuscript in the Oriental Institute of

Adhyaya 11: Vijayanandanugrahah, 34 verses;
Adhyaya 12: Laksminarayanasarvada, 49verses;
Adhyaya 13: Mandire bhagavatpratisthapanam,

Baroda bearing the Accession no. 24126 has 46 verses;
folio 49+1 and nearly 800 granthas . It is a Adhyaya 14: Bhagavatpraianopayakathanam,
complete manuscript, written on paper in 43 verses:

DevanagarT script, in good handwriting. The
condition of the Manuscript is also good. The
date of the Manuscript as found at the end. It is
written in 1918 V.S. =1862 A.D. on Thursday,
the Pratipad day in the black fortnight of the
Pausa month. (pausavadapratipattithau
guruvasare) There are total sixteen adhyayas and
the numbers of Slokas in different adhyaya are
45,44,52, 42,52,52,62,46,25,66,34,48,46, 43,46,44.
B6-The Xerox-copy of the Manuscript in the
Bhandarkar Oriental Research Institute of Pune,
bearing the Accession no. 43 of 1882-83 New
No.33 . There are 67 pages in the copy and
nearly 800 granthas . It is a paper manuscript,
written in DevanagarT script, in good
handwriting. The condition of the Manuscript
is also good. The name and date of the scribe
are not found. There are total 16 Adhydyas and
757 verses the numbers of Slokas in different
adhyaya are 51,44,52,43,52,55,61,46,25,66,34,49,
46,43,46,44=757.

The following is the list of topics as
mentioned in the colophon of the Pune
Manuscript and the total verses found in each
Adhyaya.

i Adhyaya 15: This adhyaya is entitled as

i Tirthayatrakathanam, having 46 verses. In it, the
i places of pilgrimage in and around Dakor have
i been described.

' Adhyaya 16: This is the last adhyaya which is

. entitled Anukramanikakathanam, having 44

i verses. It is to be noted that Avadhfitamaharaja
i of Nares$vara in Gujarat is also said to have

i composed one Dakoramahatmya.

The socio-religious importance of the text

The text is of great regional value, because it
tries to explain on some religious grounds,
anecdotes etc. how the importance of this new
temple at Dakor and the Image therein has
increased, though the pilgrimage place of
Dvaraka was famous since many centuries.
This new establishment has received respect
and honour gradually from thousands of
devotees like that of Dvaraka. It is mainly
emphasized that same Idol of the God has been
E\i

fetched to Dankapura. The main story is about
the devotee Vijayasimha or Bodana or
Ramadasa, who used to visit Dvaraka twice in a
year. He, being unable to go to Dvaraka due to
his old age, requested the lord to come to Dakor
and fetched the Idol of the God from Dvaraka
to Dankapura. It is reported in the text itself

Adhyaya 1: Datikesvaropakhyana, Stita Muni-
samvidda, Dankamunivrttanta - Dankesvara, 51
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that the incident took place in about 1166 A.D.
fosrmmeha: wmeRg, aY gAfAfgfdl (1222) 9. 1166
SHIfceR SR T Tearetl|

TTHR AT FEH FRHIRI

The lord became famous as Ranacchoda and
the epithet is explained at three places in the
text as-

WBE Ifd ©Ih: T 9 AdRa|

Iamu fed ag 9g%] ROl

e Brevess A ehifdd: il

v fosafdee afemed faifag)

TEITRIeANT WBIEwd: Ta:11 4.23-24

T gEfafa Tevses] @nETE |

T TFA @ Al WiseEdl wedl 5.26-27
HUBTE! WBEW T, FI:|

TIHEN GRH I SARISISHAT: N 12.5

The language of the text is at times interspersed
with some Gujarati words/phrases, indicating
the author's acquaintance, may even be the
residence in Gujarat. Some such words are
dhabuka 12.40, gqulala(9.14), Ranachoda(4.23),
Gugalt (5.1), laddum (7.19), qulalaka (10.8)
mudgalaladdukam (7.18) and kodravarotakan (7.47)
etc.

The following references deserve to be noted
since these allude to some geographical places
or places of pilgrimage related with
Dakoranatha and most of which are in and
around the Dakor or Dvaraka.

The Dankesvara temple, Samalabhi, Nimbataru,
Madhura, Gomati, Simalajabhidham 5.14, Gramam,
Ariram 10.38, Savitrivapika 9.14, StambhatTrthe
12.27,13.1,13.22, Dravide sarasagrame 12.36,
Daksinatye janapade tamragrame 12.44, Sabhramatt
13.3 Tamragrame 13.29, Darikesvara, KalesvarT,
Ratnagirijam 15.26, Gomatyam nairtekone
Ratnagiri 15.29, Dankagramadvayukone gramah
Surapurabhidhah 15.32, S i resvara 15.33,
Renukakundam 15.34, Galavesvara 15.37,
Sankatamarutih 15.41, Svadalapura 15.43
Nilakantha Sankara 15.43, Galavesvara 16.8,
Kuntalakhyapura 16.10, Mahinadi 16.18, Bubbula
16.37. The king Tejapala is referred to in one
verse: Tejapalo rajapalah 15.45.

The festivals like Holikapiijanam 10.7,
Rangakhelanam 10.12, etc. are referred to. At all
such and such occasions like in the month of
Kartika, asvina, on the Janmastam? day, during

Dolotsava, on all Paurnimas and Ekadasts, there is
special importance of the darsana etc. of
Dakoranatha. Listening to Bhagavata in
Caturmdsa, reciting the BhagavadgTta , the
visnusahasranama and offering of 1000 leaves of
Tulast all these activities are eulogized.
Kartikyam asvinyam janmastamyam dolotsave
sarvesu utsavesu purnima sarva ekadast /
Caturmase sravane bhagavataparayana gita
sahasranama sahasratulasi. The devotees used to
visit the place in thousands and even in those
days there was great crowd. Due to pulls and
pushes, there was great difficulty in getting
Darsana. Yatrikanam sanghe canyonya mardanam
vrdhanam durbalanam nabhiitkrsnasya darsanam
12.9-10
The different appellations of Brahmin who offer
worship to Dakoranatha namely, Srigauda,
Khetaka, Tapodhana are referred to.

All these are said to be unitedly offering
worship to Dakoranatha.
The following line in the text is important for
deciding the date of the present text. It is stated
that two hundred years have elapsed after the
fall of the Muslim rule. This indicates that the
text was composed by some devotee of
Dakoaranatha, when two hundred years of
muslim rule had elapsed. It is to be noted that
Gujarat was under Muslim rule for nearly 185
years i.e. from 1573 A.D. to 1758 A.D. (Babar
attacked India in 1526 A.D. Aurangjeb died in
1707 A.D.) In the text, it is mentioned- &1 TAf4
e 12,18, and also Varsanam dvsate jate gatam

rajyuam ca yavanam 13.28 The date may be
placed somewhere after 1773 A.D.

There are several socio-religious and textual
peculiarities, which will be finalized after the
minute and critical study of the text. The entire
text, in its constituted form along with variants,
its translation and study is being prepared. This
paper is written to introduce the anticipated
project.

M.L. Wadekar is Director, Oriental Institute, M. S.
University of Baroda, Vadodara
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Some Technical Terms in

Manuscriptology (Part —I)

N. C. Kar

Deciphering a Manuscript and taking it up for
research and publication are always an uphill
task. When the script and the language of a
manuscript turn out to be very old and are no
longer in vogue the task multiplies manifolds.
Even in the case, when a scholar is a
paleographer and possesses good language
skill, it never becomes an easy task to bring out
critical edition of a text without good
knowledge of Manuscriptology. As
Manuscriptology plays a significant role and
becomes inevitably necessary for any kind of
meritorious work on Manuscripts.

In every branch of knowledge, technical terms
encapsulate packages of concepts. Therefore, it
is an elementary need for the scholars to be
familiar with these terms. Here are some of the
technical terms of Manuscriptology put
together in an alphabetical order and explained
for the benefit of young scholars.

Apocrypha: Derived from Greek term
apokruptein means “to hide away”. Generally it
refers to writings entirely outside the biblical
canon. In its broadest sense apocrypha has come
to mean any writings of dubious authority. A
work ascribed to a renowned author but
actually not written by him is called apocrypha.
In the Rig-Veda, the Balakhilya hymns (8.49-
8.59), the Unadi siitras of Astadhyayi and some of
the sargas in the Kumarasambhava etc. are also
considered to be apocryphal.

Autograph Manuscripts: Derived from Greek
words autos, means "self” and graphein denotes
“to write”. A manuscript or document
handwritten by its author is called an
autograph manuscript. An autograph may be
an early or corrected draft of a manuscript and
provides valuable evidence of the stages of
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composition or of the “correct” and final
version of a work. It is also called as holograph.

Colophon: Concluding note at the end of a
manuscript in which the writer or copyist
records information about the title, date and
place of his working etc. It also supplies other
information such as whether the copyist has
compared the copy with any other important
copy to get the best readings, for whom he has
copied the text and how to protect the text from
external damages etc. Sometimes an expression
of pious thanks at the end of the book is also
found to be recorded. Sometimes two types of
colophons are found in some manuscripts

(a) Author's colophon and (b) Scribe's
colophon.

Chronogram: Derived from the Greek words
chronos, which means “time” and gramma
means “letter”. The chronogram is an artistic
way of encoding particular date in letters or in
word forms. Ancient Indian manuscripts are
often found to be bearing the dates of their
origination or copy in a disguised form.
Numerical value of a particular time period is
encoded in some words or sentences mostly in
metrical forms. If an author or a copyist, for
example, wants to express the year 1395, he
may encode it by writing: pandava, graha, rama,
adi and alike. These words represent numerical
value as follows: pandava =5(there were five
pandava brothers), graha= 9 (there are nine
planets in our solar system), rama =3 (the word
Rama represents “three” mythological
characters i.e. Dasarathi, Balarama and
Parasurama) and adi =1(the first numeral etc.).
When these numerals are arranged according to
the Sanskrit numerical arrangement theory
(“ankanam vamato gatih”, the numerals move
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towards the left) we uncover the year 1395.

Emendation: An attempt of restoring and
supplying correct reading to the transmitted
text in order to arrive at the closest to the
authentic text. Sometime in several centuries of
journey a texts goes through different changes.
Corruption, interpolation etc. add up in the
transmitted text. This act of emendation bridges
the chronological gap.

Explicit: Last few words inscribed by the
author or scribe at the end of a manuscript is
called explicit. The explicit carries information
about the title of the work, name of the author
or scribe, place of his/her origin, dates of the
manuscript, etc. The page where the explicit is
found to be inscribed is often called a colophon.

Flyleaf: One or more extra blank leaves or
paper placed at the beginning and end of a text
are called flyleaves. Generally these leaves are
added to protect the written pages of the text.
These leaves are not numbered as the other
written leaves in the text are. Sometimes the
writer or the copyist uses these pages as rough
page for testing the sharpness of their stylus or
for fixing colour combination and effectiveness
of their brush, pen, etc.

Illumination: The term derived from the Latin
illuminare which means "to enlighten or
illuminate". Generally, gold and silver are used
as decorative elements in order to reflect the
light to give the manuscript an appearance as if
there is light within the manuscripts. These
materials are also used as ink in writing
manuscripts to make the textual matter long
durable and easily readable. The manuscripts
decorated in other colors without the gold or
silver are technically not illuminated
manuscripts.

Marginalia: Derived from the Latin word
marginalis, which means “things in the margin”.
Marginalia is a kind of written note added in
the margin of manuscripts usually by the
proofreader, by the copyist and sometimes by
later owner of the manuscripts. These written
notes come in the form of correction,
comments, explanation, clarification and gloss,
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etc. The marginalia supplies voluble help in
editing manuscripts. Sometimes the marginalia
also proves counter productive when an editor
commits mistake in recognizing the true
marginalia and confused it with the reader's
marks.

Provenance: The source of a manuscript, its
history, owner and the places where the
manuscript has been preserved. It is an archival
principle for cataloguing manuscripts collection
according to the person or organization
responsible for owning, creating or assembling
the collection.

Stemma: A tree diagram showing a
reconstruction of the transmission of
manuscripts of a literary work. When there are
many manuscripts of a similar reading
available and the original text of the author
does not exist an attempt is made to establish
the closest to the author's ur-text. In order to
establish stemma the relationships of various
manuscripts are taken into account.
Compression of various versions of
manuscripts, scripts, languages, quality, style,
common mistakes, contradiction of thought
and different methodologies are applied for
establishing the stemma. Sometimes majority of
texts might give one reading but a smaller
group of manuscripts might be closer to the ur-
text. Establishing a stemma is not essential
when an author's original autograph exists, or
when manuscripts of different versions of oral
traditions are taken for research.

Verso: The backside or left hand folio of
manuscripts or the reverse side of a folio of a
document is called verso. It is often abbreviated
as 'v' (or sometimes called 'b' side in contrast to
'a' side). Another term dorso is also used for the
same sense and it is abbreviated as 'd'. In
Islamic manuscripts the 'verso' or 'b' side
designates the right-hand page of an open text.
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