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In this lecture we will learn about
the early beginnings of musical system around 8000 BC in India,

Musical Instruments as described in Rgveda — the oldest work
world literature,

Forms of Vocal music as described in Rgveda,

Concept of Svara as a unit in musical recital,

Concept of Stobha in Sama,

Concept of Nada, two types of Ndda — Ahata an Andhata.
seven notes of Samagana,

Bhaktis (sections) in every Samagana - Hunkara (Hinkara),
Prastava, Udgitha, Pratihdra and Nidhana.

Singers of Sama - Prastota, Udgata and Pratiharta, and
Development of Indian Music and Musicology till 1000 BC.
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The Vedas

* There are four Vedas —
Rgveda, Samaveda, Yajurveda and Atharvaveda.

* There are four priests in co-relation to them in the
same order —

Hota, Udgata, Adhvaryu and Brahma.
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The Early Beginnings

* The concept of seven notes (svaras) had
evolved right from Rgveda.

* The very word svara came to denote the
number seven.

e Pingalasdtra (1V.14) defines svara having this
connotation.
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Svara

In Vyakarana, svaras form the basis of the alphabet
and the whole vocabulary and they can be
pronounced without the support of another sound.

In Music also the seven svaras form the basis.

Therefore Patafijali sees a parity between the svaras
of Grammar and the svaras of Music.

Patanjali defines the svaras in the following way in his
Mahabhasya

ACATa Hdfed — 3E:, IGRIAN:, 3elard:,
Feleddy:, TERA:;, T 3Ier: Hiseeg fafdrse:,

)

W&lﬁr: qcdH: | |

L X 2 L X 4
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Svara in Music

 The seven svaras of Indian musical system
are generated from the seven varieties of the
three svaras - Udatta, Anudatta and Svarita.

* From Udatta, Nisada and Gandhara are
generated, from Anudatta, Rsabha and
Dhaivata came out and from Svarita - Sadja,
Madhyama and Pancama.
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Vedic Terminology

. In Vedic Musicology these seven
Svaras were named as - Krustam, Prathama,
Divitiya, Trtiya, Caturtha, Mandra and
Atisvarya.

. Subsequently they were named as
Sadja, Rsabha, Gandhara, Madhyama,
Pancama , Dhaivata and Nisada.
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Udatta

* The intonations and modulations which were

practiced in rendering the Traisvarya (three svaras in
the chanting of Rgveda) were musical in nature. They
formed the rhythmic pattern of the meter.

Of these Uddatta is sometimes translated as ‘accent’
by modern Linguists. Accent is formed just by giving
emphasis on a particular sound by the way of raising
or and lowering the tone. It does not have a musical
pattern necessarily.

In fact, Udatta is raising the Musical pitch.
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Registers

* The three pitches come out from three
different registers and are correlated to
ascending and descending orders.

* This whole conceptual framework indicates a
full acquaintance with the anatomy and
physiology of human body as well as the
techniques of producing voice from its
different speech organs -- the vagindriyas.
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 Svara by Bharatamuni

* Subsequently Bharatamuni adopted this conceptual
framework of svaras (pitches) from the Vedic
literature.

 He defined four types of svaras — Udatta (raised) ,
Anudatta (grave), Svarita (circumflex) and Kampita
(quivering).

* He not only defined the locus of the body out of
which they are to be generated, he also correlated
them to specific sentiments and moods.
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Nada and Nada Brahman

 Abhinavagupta connected ndada to Cittavrtti (state of
mind)
AY YYA AT  UONedHad]
avfgﬁe‘rqﬁm ,

el Siedd, 97 JAGEdT Hdl
ghNFIeraagra AT RASUEINWT a7 JehragIraa

aT dIgIcF e MHT@W! qur g

R EE RS : ;
ded AT eadd e ddarAlsT AT drad]| |

 Nada thus is related to the inherent power to denote the
state of mind. This power is termed as Avagamana sakti,
by Anandavardhana.
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The concept of Ahata Nada and
Anahata Nada

MEdlsATEAAT gIaYT ATaY fAargaa
dATATEd olle  Held: HITHA |
Wﬁwﬁwmaam

Hsrmwa’ranﬂ;maﬁmmll
HIagyor 14,15



India Discovery Center
240loslng ATlegldss ClviliZation)

ol

Stobha

 Stobha has been the primitive activity, right
from the inception of human civilization. It is
practiced by beings other than humans also. It is
the key term which evolved as Nada and
Language.

e Stobha has been translated as ‘interjectional
cry’ by Jaidev Singh. It is incoherent sound. Such
sounds like Aha, Ho, Hau, Oha, he, etc. are
employed in Samagana.
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Musical Instruments in Rgveda

In Rgveda, we do not find the mention of Vina. Instead an instrument
named as ‘Vana’ has been described by the seers of Rgveda. Vana was a
stringed instrument. The word dhatu is connected to Vana (Rg. X.32.4).
The Marudgnas are described to be playing the Vana -

eH=d! aT9T {Ed: Heleral A HATT (0ATfar Tfehil| (Rg. X.85.10).

Sayana in his bhasya here explains Vana as an instrument having
hundred strings.

qIoT AAHSEATH: TN AGFe AMIANT YHecT: e |

According to Sayana, the word Vana comes from the root Van (to
produce sound). In other mantra, Rgveda compares the chanting of stuti
by the seers to playing of Vana — gobhir vano ajyate — ‘go’ here means
the sound of hymns. Hymns are being chanted as if the Vana isntruent is
being played.
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Vana

* |In several others Mantras, the Rgvedic seers have
described the nature of the Vana-playing.

o MIATTON 35 Jhadom I Aer {Ioad| (R

VIIl.20.8). Here Sayana explains Vana as Matudvina.
At other place songs accompanying the playing of
Vana are described (1X.97.8).

 Because of the prominence of Vana in the activities
related to music, the word Vana came to denote all
kinds of Musical activities incluidng singing and
playing any instrument. (Atharva X.11.17).



a\\India Discovery Center
240loslng ATlegldss ClviliZation)

Karkari

* Karkari (also spelt as karkari) was another
instrument used in the times of Rgveda.

* |t is a stringed instrument. It was used for
producing sweet melodies in low tone.

* A bird to be advised to chirp as sweetly as
the Karkari (11.43.3). Atharvaveda also refers

to tplaying of karkari (1V.37.5).
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Karkari - Ghatam -

| have an inkling that karkari could be
Ghatam vadya.

- AT STeREHLI STerdsa! AT YT AT the

earthen pot has cracked and unable to
purchased a new karkari the poor man pastes
lakh — a kind of wax to cover the cracks.
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Gargari

* Gargariis another type of drum referred in
Rgveda. Gargari is an onomatopoetic name.

e |tis an instrument producing gurgling sound
used for percussion.

 Rgveda VIII.69.9 describes Gargari as an
instrument producing terrific sound

g TUfaaniy Mer gk Ffasgorda|
fgem R afashicearr sERlcaa||
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Dundabhi

Dundabhi was a drum played in the battlefields before and after the
war, to denote victory. There is an interesting simile in Rgveda
comparing the sound of crushing the mortar by pestle to the sound of
Dundubhi -

I <@ g IE Ie@eh Joad|
5¢ GAGH a6 SR grgfdv: || (Rg1.28.5)

Dundubhi is known for its thunderous sound. It was played to boost
the moral of the warriors going to the battlefield. There are very
picturesque descriptions of dundubhi being invoked to lead an army
to victory.

39T YRANAT AT G¥a1 A Al fafSad sra]

¥ grast HAReE0T SaETEEdNT 3T VY A1 Rg. VI.47.29
Fill the space between the earth and the sky by thy rsonance,

let all the beings know your beatings. O Dundubhi, you are a
companion of Indra and gods, drive away our enemies.
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Dundabhi (contd.)

o 3T Hhocd TTHIST o 3T o7 fo: sefafg STSAT: |

I WY gogd gToal 3d Feacd A diaaed| |

Rg. VI.47.30

O Dundubhi, resound against our enemies! Give us strength!

May your humming repeal our enemies. Your driven away those
who rejoice at giving pain to us. You are the fist of indra.

You make us strong.

AT TATETAAAT: W|
wHRIYURRfEd Y s = A ==

Rg. V1.47.31

O Indra, let our (stolen) animals be returned to us.
The Dundubhi follows our ketu (literally - flag-staff, symbol of victory).
Our leaders are assembling riding their horses.
Let them be victorious.
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Dundabhi (contd.)

 Atharvaveda (V.20.4) also describes the beatings of

Dundubhi denoting the victory. The sound of
dundubhi being very frightful the seer hopes that it
will awaken the enemies’ wives who might be asleep
and would make then run for their life holding the
babies (Atharva. V.20.50) and it would crush the rival
army (V.20.6).

Dundubhi was played by the horn of a deer or a stick.
It was also played on auspicious occasions, in
festivals.

Samasdutra refers to a typical type of Dundubhi called
Bhimi-dundubhi. It was an instrument stationed in
the pit on earth and was played by the tail of an ox.
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Aghati

* Amongst the Ghana vadyas (Solid instruments)
Aghati. It was made of timber and it produced
resounding notes.

* In the hymn on Aranyani (the forest), the poet
describes the forest playing so many Aghatis
when birds or insects like chiccika and vrsarava
create noise.

* Atharvaveda (IV.37.5) describes Aghati and
Karkaris being played with the swing sports of
the celestial nymphs (apasaras).
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Bakura, Nali

 Amongt the pipes, Bakura and Nali — these two

instruments are mentioned in Rgveda. Rgveda (1X.1.8)
says —

3 eeaecayal grfed sreT =fas)
ﬁmwmnl

Here the adjectlve drti is added with bakura. Drti means a
leather bag, also called bhastra or bhastrika (masaka in
Persian). Monier Williams translated bakuram drtim as ‘a
bag pipe’. The verb dhamanti here means blowing.

Nali is a kind of flute with several holes. Rg. X.135.7
descrlbes the playlng of naliin the bode of Yama
ST JATT HIcsT AT

SYATY UFId ATORYT mil |
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Adambara, Vina, Tinava,

Sankha (conch), Pani and Talava.

In Yajurveda many more instruments are described. The XXX Adhyaya of Yajurveda
lists several artisans and artists who were supposed to be present during the
performance of a sacrifice (Yajna ceremony) The Satas and Saillisas were invited for
the performance of dace and music (songs). In this context the foIIowmg instruments
are mentioned - Adambara, Vina, Tanava, $ankha (conch), Pani and Talava.

ISR RITs I BN HYHdT SgaieTH"Add A& UscrTSFaIa
maﬁmmaamﬁumwemﬁamm—qﬁ%ml 2R

TR GeTell, FHIT FIY IEW AT ATHVY AVTHATHRINS awigd
IUTTaTE TIUTEs qUIatH dleaaTAeard deda|| 0|
This very exhaustive list includes a man of resolve for presenting the hypothesis, a
man with a loud voice for announcements, an eloquent man for proposing the tenet,
for various sounds the man who plays the adambara, for festivity a man who plays
the Vina, for loud voice a man who plays tunava, for wide spread sound far away the
paths — a man who blows the conch, (the forest guard for forest, for surrounding
forests — a man who looks after the forest fire, for jokes a wanton woman, for
laughter the kari (bahurtpadrk), for aquatic creature — the man belonging to sabala
(tribe?), people like the head of the village, the astrologer and the informer — for
doing honours/ welcoming, for festival; for dance recitals - the man who plays Vina,
the man who gives the beats by clapping), and the man who plays tunava, for
pleasure the man who plays the talava.
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Adambara, Vina.
Tunava,Talava.

Of the instruments listed in these passages,
adambara is said to be synonymous to pataha (a
kid of drum) in Amarakosa (Wﬂ Al -
Amara).

It comes from the root dabi (to throw). We come
across the word Vina for a stringed instrument
here for the first time.

Tunava is a susira vadya.

Talava has been rendered as the player of
manjira by Brhaspat Shastri in his translation of
Yajurveda.
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Rg veda

FIACCIEHY HOregd fealer geaeary arM

IT MRT-IATIERGH U0 aT & IO JfaNT "Eata
57 YeARfETE sareercar] Ao afadf@sRiE:
qwmahmaqﬁ?lﬁ FEadAT e A
Wty dafae) T w87 go feawy guaed A
3d fafqsasaafasel Ryasa swar aifsdafa
9 oY ¢dl §XEadl arefRarioeadr

femafasaag

aﬁraﬁm—wﬁﬂﬁ%ﬁ

goa o FAqY

Taﬁmmaﬁﬁr

ma’rﬁemaﬂ%raﬁw FEEIAT FdTad
Hdeslod qI:
3T T AT R eaeaar goIseT

¥ o1 ARF Afeary IR STFARRT ITRTHTEAT
I 59 gﬂﬁaﬁwﬂmﬁrﬁmwm?h
ar AR aEa) AT TH 9IET AT T TSR
AT : WEAT AT T AT cFcaIAIONTA T | (TG ok.067)
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Rg veda (contd.)

ol 8gT: sheral x¥eq faeadlsgsumal FTlaW 3efde:

qareT #7eT gAfAS@dT Al Al acare
&9 TETAT AIGHT aF 4T 7 Y T okeq siad
m?qémﬁﬁa'r{ﬂ?a?rm ey

e FHoffar: ammamﬂawﬁmmﬁw
laﬁr—erﬂérsiﬁ-r%m i

Q Q T AXAHT A AAATH

TR I3 Rt safed A7 at wear dNwargea:
mﬁﬁmﬁﬁﬁﬁmﬁﬁﬂmaﬁmaw

fred &a1 IR wsw o IRASTTARRAS @R | 08.0¢R.08-.20
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Rg veda (contd.)

mmmmﬁm
IS qOT SEAVRETd 9Id: WHAA b5 gaA
mﬁammwmﬁﬁﬁf’ﬁﬂa‘r
Wﬂmﬁﬂmam
3T JUTTST TR STAAT RIHeaT e
mqﬁmméﬁwqaﬁﬁa—d TATH
3Aclel $ITded: quaqﬁ—q'mmﬁm
3AifedT AUGHIET a9 =T FHAAT TH
mwmmﬂaﬂm ITH
waﬁs—aﬁga"lﬁraa’rmmaﬁg
mmmaﬁmﬂaemm
mmmmmmmﬂmm
reaTadEifAd e dRad: HeHS+d e
El?rg'gmﬁaa?r ‘JI'CﬁT-ITWtI'IT-rIIObOR? 0¢-.0l,
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Sam

 Meanwhile a style of singing the mantras had already

developed It was called Sama.

 Rgveda and Atharvaveda repeated refer to the singing of

Sama.

+ &an: ... ISHTATAT WATH: FGIATET:| (Rg. 1.107.2)

swﬁﬂ?rﬁ?am?hm

| (Rg. VIII.81.5)

CIIRIGE amﬁa{aﬁ’rsﬂgl (Rg. X.36.59¢ 3 Udd

T T AW )

- HIAAH: EATH:| ... FseqdHa] ||

Atharva. 11.12.4)

®d HH JSTHe I19AT FHAT
Atharva. VII.54.1)

o7 Fdd|
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Sama (contd.)

 Sama means harmony.

 The Samagana was to be done to establish a
dialogue with the gods which culminated into
the experience of sama — the equilibrium.

 The word Psalm is equivalent to Sama.
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Sama (contd.)

The Upanisads speak about the derivation of the
word Sama by joining sa with ama. Sa stands for vak
(speech) ama is prana (life energy).

The correspondence between sa and ama is Sama —
gretg ATl YTOTIsH: | dcaTH | (Chandogya Up. 1.7.1)
Gopatha Br. Also says —

I 3 Udd A1 T AT Fagdl dcdlH FHad|

FIT-I' HIFe1: HIFcdH | (Gopatha Br. Uttara. 11120)

ws%mlmmmmﬁ%mm
dATACIHA| (Br. Up. 1.3.22)

mmmm%mamlaﬁfmm
dcHTH deHeT:, | YTT: | 3T JGHd |, AT
qreFETs e | (Jalmlnlya Up. 1.53,1-2)|
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Sama (contd.)

 Sama therefore stands for creating balance
between the mundane and the divine.

e Samagana was rendered through seven
notes, which were called aksaras.

* This rendering was meant for the mantras of
Rgveda and not other samhitaas.

Ffa LIS A Cha. Up. 1.6.1)
IqT %$ od "IA| Cha. Up. 1.3.4)
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Sama (contd.)

* Therefore another name of Samaveda is Arcika (rendering

of Rks) The mantras of Rg. are the lines (bol) and and
when they are rendered through a music system they
become Sama.

In the terminology of Natyasastra, we can say that Rgveda
provides the matu (bols) and Sama gives dhatu (musical
notes) to this matu.

Svara (note) is the essence of Sama (d¥d HIFel: AT UG
ml (SataE atha Br. 14,7.127). %9 gAdET HFAT Id

T T d¥g ¥aX U4 TEHA| (Br.Up
|325)
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 Hundreds of ways !

 The musical rendering could be in thousands
of ways. Therefore Patanjali says that there
can be hundreds of ways for Samaveda —

HgddcAl HIHAAG: |
» Jaimini also explains GTHAE g ?ﬁF{lo'CI'RIT:
(1.2.26).

* The word sahasra also stands for numerous
or many and not exactly one thousand.
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purvarcika and vuttararcika

 Samaveda is divided into two sections —purvarcika and
uttararcika.

* Different styles for singing the mantras of these two
sections were adopted.

* The tradition speaks of the following varieties of
Samagana

— Gramageya (Prakrtigana) — used for Purvarcika. It is also called
gramageyagana or gramagana.

— Aranyageya or Aranyagana - Aranyakasamhita exclusively
comprised of mantras used for singing in the forest. They are
named as Aranyagana. They are also called rahasyageyagana
or rahasyagana.

— Uhagana — mantras from Uttararcika re adopted in Uhagana.
They could be sung in Yajfia ceremony also. A group of
Uhagana mantras were further calssified as Uhyagana. They
are named so because of their adoptability.
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Samaveda

 There are 3681 mantras in Jaiminiya $akha of
Samaveda, and 2722 in Kauthumiya.

e Satvalekar has given details of number of

mantras in both coming under the above four
categories.
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udatta, svarita, anudatia

* Numbers are used to notations. 1 for udatta, 2
for svarita and number 3 is given for anudatta.

* Rg - 3134 3T Iifg dia¥

Sama-
Y SRS i 2 312
e 33 3T Iifg Niad

1, 2, 3 indicate the descending order.

* Jayadev Singh on the basis of references from
Sayana holds the scale (grama) of Samaveda as
Avarohi, as the svaras of Samaveda are said to
be of nidhana-prakrti.
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seven notes of Samagana

The seven notes of Samagana are called Prathama, Dvitiya,
Trtiya, Caturtha, Manda, Krsta and Atisvara.

The seven notes would form the following scale in
descending order

Krsta, Pratahama, Dvitiya Trtiya Caturtha Mandra Atisvara.

Naradiyasiksa equates the scale of Samagana to the
prevalent music system as under

I AEHIAT YIH: § AUNHACTH: FaT:|

A TR TR qJeIEcqweT: T
il?r%i' R gAY ﬁa??r aﬁ?rl

ye3 fANEY RAT: gUH: gsua: THA: ||
Apparantly, this would yield the foIIowmg notation
FaAITgg@aa
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Problems in Nomenclature

* This creates a plethora of problems. Here
Narada has equated the Prathama of Samagana
to the Madhyama of the flute. Earlier he has
already pointed out the Krusta is the first svara
in Samagana. In that case, Prathama cannot
mean the first here.

* The names Prathama, Dvitlya, Trtiya etc here do
not imply a mathematical order like the modern
scale of Sadja, Rsabha, Gandhara etc. Otherwise,
Narada himself would not have placed Prathama
on second number after Krusta after Prathama.
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Another problem

* The second problem is about the descending
order for the scale as given by Narada here.
Instead of

cHIAITYMRAT

O 0 O

* |t should have been

IGRGRR]

O 0 O
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Sayana version

Sayana on the other hand has given the following graph for the
descending order in equating the svaras of Sama with the svaras
in music as in current practice (Laukika svaras)

difhd ¥ fAuICIEY: Fod T IfAHT: d TT AT FEerd:
ACAEAT: Hdfed| TEIAT - N e FeC:, daa: g,
T59A: RAdE:, ACTATIA:, m—ﬁmﬁ?r%i YA Heg,
El?ﬁl’rsﬁlﬁﬁl

Accordingly, the scale in Samagana will be

Krusta Prathama Dvitiya Trtiya Caturtha Mandra Atisvarya
Ni Dha Pa Ma Ga Re Sa

The descending order here is not violated. Jaidev Singh agrees
with Sayana’s explanation, and holds that this avarohi krama or
descending order was generally maintained in Samagana.

The seven notes of Sama are close to suddhagrama.
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Sruti

e The micro-intervals between the seven
svaras are called srutis.

* They are different from the 22 srutis
described in later music system.

* There are 5 Srutis mentioned in the tradition
of Samagana —Dipta, Ayata, Karuna, Mrdu
amd Madhya.
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bhakti

There are five bhaktis (sections) in every Samagana -
Hunkadra (Hinkara), Prastava, Udgitha, Pratihdra and
Nidhana.

There are three singers called Prastota, Udgata and

Pratiharta. The first Hunkara is rendered together by
all these three.

This is followed by rendering of Prastota who would
present the line or phrases to start with.

After this the Udgata will sing the Udgitha, which is
the core of the text to be rendered.

Pratiharta would join him towards the close to lead
the rendering to nidhana or culmination.
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Development of Indian music

e Each of the seven svaras can become the
Sadja, leading to formation of murchanas.

 The theory and practice of Samagana led to
the development of Indian music and its
distinctive systems — sruti (micro-intervals),
svara (notes) grama (scales), murchana
(modes), jati (melodic forms) and tala (beat).
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fﬁ;urveda and Pancamahabhita

* The whole system is
intrinsically related to
concepts of Ayurveda.

* To the five basic elements —
Pancamahabhutas
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Singing of Rk

 Normally in Rks when sung with a ritual one
svara is applied, two svaras are applied for
Gathas, and three for Samagana —

* YAYIRISTAHBEANHI AT,
TCHFa IS [ TUT TTATHFaTE,
MAF! gfaraw:, FHATFTUTT
ﬁﬁﬂ-_cl'l?l' ?ﬂﬁﬂ?l q.I. | part p 120

Adyar).
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Ritual performance

The KSS (21.3.11) refers to performance of nrtta, gita and playing of
various instruments in pitrmedha sacrifice. It also describes the
circular movements with rhythm and tune by the amatyas (ministers)
in the same sacrifices.

In Vajapeya yajna, the wives of the yajamana played several Vinas,
named as the godhavina and the kandavina, while the other
instruments went on in accompaniment. (KSS 3.71,79). Professional
musicians were also invited to give their recitals during the
performance of the yajina. They were called the vinaganagins.

Singing of gathas went on along with the vina-recital (KSS. XX. 3.2;
8.7). In the Asvamedha yajna also, invitations were extended to the
maestros of vina for giving their recitals and they came with their
pupils to present their programme.

They were given as honorarium of one hundred gold coins each. (KSS
XX.3.7-8). The Sukla Yajurveda mentions a Jester, a lute player and a
hand clapper as accessories to dance-recital in yajna-performance.
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Ritual performance (contd.)

gtrmwrﬁr—r
arq'ﬁrl Enrr‘rza'& T
a"lvmmﬁ?rs—zng SARA oA gevmaafal
aﬁammmﬁr: i

(AT, 13.4.4.2)

aﬁmmaﬁvﬁaﬁwﬁa‘m

STIEAUTH | (QI?I'CI'QT
13428 repeated in 134211 13..4.2.14)

o diurare vt Maral (dfefismEd T, 3.4.15.1
+ qUIEEH JIOIHSETd |
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Vina - interpretation

g wfead &t o wafa qeeRfeRE! WIe Srom wWafd, 3fda)
garser: o wawgeEn: R genswn SetHaHsT 3T qeTsE
TGl AT | JATSEIT: Y TaHTEn: W | 9T gAY yregedt
aduadandl yegadt agHadt| IU T e aunsfufar
yaegaadr @y sromsfufear, 3fau

(TeEroaE 3.4, (RR) STIAH WERU, Yo 333-333)
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Vina - Description

Q P WY 113 A
-

HY AT UT VAa-AqUeheqard | T Urergi A wafd |
sitgrart que: | aifa it AT Ul qUS: | TG Haligd
ST STl ST | T e que evrenfafaeat aeeer
@mlmwwmﬁalmaﬁmmmﬁn
AqEYTET U SrEuac el wafdl W T a1 g |
e Ed faTe T wuediuT: fresnT gia e Suweaard | TS
Rl ST | e TUSHOTH | A HrEdReEad | 3 el g

m: ‘l SURE 24 ALer NS e F )y IEY
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Vlna — Description (contd.)

m%m‘gﬁmsﬁwaﬁmﬁﬂamuw

A QYT UV e Ry Q9T E9T d=AT argl: WHis-ar aredf ari 3

faftafa ynfrewyagfaymmem safaymarafia gfan 3 1

qEREEwyrey  fausn e @i gareisE-
Haea 1 ¥ |

AafugyIgEs) ag 9er adl aar dare: g Y Gie: HH S
& wrguie et efnnfaeverfiefier @ wwiErE
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Vina - Description (contd.)

TEAV FEIvE WENMIY\gaIve gegalyel Haays gegavsral
el Fedl fayasut v wag @ amr 3hi iy i

frfaareig awdfict amwghie w g dfemErm-e
gatars] sirar =nfaeimgifa i g n

Aty Wl WAt v gfa St aredeq gsor @@
FAEITEAT & FIATIHT Hetad: 19 1)

( TrHT—@HTETAAT 7 AT AT AT = HIATITar
FATHRAT ITEATHTSAT SEA | T 3T )

TTUT G EA oot ie] 3T weiedare | ¢ |

ST &1 A @ efd B wierer 3= wed i R

ATRIUTHeREH Sfeet@=reafd il o Il
s v A FT AN e s e
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6. (e dion. faciige agwr, 8.3 200
# g 600 %!
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