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PREFACE

"VV HEN the Senate of the Patna Umveruty,

of which 1 had the honour to be a member,
passed the introduction of musiom the Univer
mity, one of the subjects prescribed was the theory
of Indian music It was then that I thought of
writing » book on the subject, although I could
not make a beginning until long after my retare-
ment five years ago I did not realise at the
time that 1t was such a difficult task, there being
hardly any Indian book avaiable that dealt with
the subject scientifically, not that the broad
primciples of Indian music are not known to the
present day music experts, or not found in any
of the books, but how these prmeiples came mto
existence, or why 1t 18 necessary to follow them
18 not to be found anywhere Shrutis and Gramas,
for wnstance, are common terms 1n Indian musio,
but I have not seen a mingle book explamning
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clearly and correctly what 18 meant by thoso
terms. An endeavour has been made 1 these
pages to geb at how the several principles govern-
ing Indian music came to be cstablished and it
is a matter of gratfication to find that all of
them have scientific bases

The chef function of music, the expression of
sentiments, as also the psychological nterpreta-
tion of tunes, 1s altogether absent from the books
on lndian musie, Sharngdeva 1 his Sangtfa
Ratnalara no doubt mentions the sontiments
expressed by the tunes of his time, but that can-
not be of any use to us, as the tunes, boing some
700 years old, are all obsolete, and the method of
interpretation hus not been explamed,.

The art of harmony, which 1t 18 umveisally
and perhaps rightly said does not exist in Indian
music, but which was practised in old times as
has been shown m this book, does not find even
a mention m any of the books available.,

All this required original investigation, and a
treatment of the subject altogether different fiom
that found 1 the existing treatises. An attempt
hag, however, been made to explain the subjects
dealt with as lacidly and clearly as possible,
giving lustrations where necessary.



I fully reshse the 1mperfectness of the produe
tion, partly dueto the subjeoct being altogether
new, but mostly to my own shortcomings All
that 1s hoped 18 that 1t will create a deserved res
pect for the principles laid down by the ancient
writers, give a start to their scientific applica
tion and provide material for further investiga-

tion

B SWARUP
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THEORY OF INDIAN MUSIC

Chapter |
INTRODUCTION

Music a Fine Art Comparison with other Fine
Arts Music 1n India separated from Poetry
Subjects 1included 1in Music

THE Indin word for music 1y Sangfta, which

means a churus or a song sung by many voices,
and also applies to singing accompanied by play
ing of mstruments wind dancing In 1ts vast
compnss, therefore Indiin musie 1ncludes music
m all 1ts forms, vocal, 1nstrumental, choral,
together with the allied arts of dancing «nd
gesticulating  As 1n all other advanced countries
8o 1 India, mu=ic 18 considered to be a fine art
As puch 1t may be defined as an art which
employs sounds (not necessarily words), combined
8o as to be agreeable to the ear, as a medinm of
oxpressing one’s ewmotions and perceptions, and
of creating 1n the hearers the emotions and
perceptions desired by the artist It 1s the finest



among the fine arts. A music arlist has a mors
difficult task to perform than the other artists,
geulptors, painters, poets and architects, because,
while the latter piesent their work to the
audience in a tangible shape with feelings express-
ed, the musician has to stimulate the i1magina-
tion of his audience and theteby engender 1n
them those feelings to make hmself understood,
The scene of a lady wailing over the long absence
of her lover, for instance, when presented by a
sculptor, or a painter, or a poet, can easily produce
the desired effect, but 1t 1s not so easy to do so
by means of mere tunes. This 18 owmg to
sculpture and pamnting bemng perceived through
the eye, unlike music, which 1s perceived through
the ear

Perceptions, we know, are transformed into
emotions through ideas, based on previous ex-
perience, which require words to form them, and
words bave a much closer psychological connec-
tion with objects perceived by the eye than with
those perceived by theear A figure or a picture
of the lady, or the mere words “lady waihng
over the long absence of her lover”, will create
the desired emotions in the audience much sooner
than the tune Bhtpdli, the appropriate tune to

[ 2]



oxpress and dreate those emotions, 2816 hag first
to excite the 1magmation of the audience to
perceive the wailling of the lady, before any
1deas can he formed and the desired emotion
produced The name of the tune, vz, ** Bhupdl{”,
will not ecreate any impression even 1n  the
attdience who know the tune, but 1f 1 description
of the tune 13 given, 1t will have some effect as
it brings/the scene befors the rmental wision
I'he Rdgin{ (tune) Bhupdlf 13 described as o lady
separated fromm her lover, wearing a ysllow s4rf

(cloth) all her body turned pale due to the fire
of separation

Mlusic, bewng perceptible thnough the ear,
thus tahes time to have its effect on emotions,
and 1t must be admtted that the emotions
created are not very dehnmite  'he help of words
mn the” form of songs or poetry 13 therefore
sought and acting 18 resorted to for better effect
The whole histo1 y of European music 13 a history
of composition of appropriate songs for different
occasions, rather than he evolution of tunes
The tunes were hept subordinited to the latter
The tunes by themselves do not, and 1t was never
perhaps meant that they should, produce partic

[3]



ular "emofions, and as such lose the character
of a fine art.

In India the case has been different Here
music was treated quite 1ndependently of poetry
or songs. At the start when, for 1nstance, the
hymns of S4maveda were sung over three
thousand years ago, the tunes must have been
composed to correspond with the subject-matter
of the songs, and, pire 1€25a, songs composed to
describe what the tunes espressed  Later,
however, music was considered as a subject
distinct from poetry.

This gave both an advantage and a disadvan-
tage to the Indian music. The advantage was
that 1t enabled the various notes to be clearly
distinguished from one another; their relations
to each other found out, their effect, severally, as
well as 1 combination, on the human mind
determined, 1n short, 1t enabled details being
worked out on a scientific basis  All tns, and
perhaps wore, 15 to be found now 1n the
Buropean music also, but the credit of the
scientific analysis must be given to the ancients,

and India can easily claim to be the foremost
among them

L4]



This scientific treatment of music, az! a
subject distinot from postry, enabled the Indians
to compose, by suitable combinations, a varieby
of tunes, some to express particulu feelings wnd
stimulate particular emotions, some for devotional
purposes, some soothing to the brun and pleasing
to the ear and so on, suitable for different hours
of the day ot different seasons of the year Each
or these tunes excepting perhaps some recent
combinittons has been allotted v namse, and can
be distingmished by t: uaea esrs fiom others A
good Indian musictin can sing any gong n any
of the tunes, ind so can select s tune for his
gongs to smit the pirticular occaswon or the time
of the day  {'Ingi1s o great advante, calcnlated
to make mu 1c effective

The disadvantage of aliemating music from
poetry has been thit tunes not having been fixed
for the particulat pieces of poetry or songs, the
latter 1re not infrequently sung 1n tunes quite
inippropriate to their subjects One sometimes
hears songs with subjects hke complants against
the froliecsome behaviour of Krishna made by the
Gopikds of Gokul to lis mother, sung 1 ghly
plamtive tunes hike Somn{ Many good wusicians
not of course artists, are found offenders in

o]



this respect; nor are the Hindustani theatres
altogether free from this defect Sometimes it
is very jarring on the ear when a song 18
unsuited to the subject. To enjoy music, there-
fore, 1t 18 best, m such cases not to try to
understand the subject of the song

The Indian poetry abounds 1n songs on all
subjects, and also there are hundreds of tunes <o
that any feeling can be adequately expressed,
bub 16 18 a matter of regiet that the proper
appheation 1» wanting In fact, leaving out
the effort made of a revival in recent years, the
use of music as a fine art seems to have been lost.

Reverting to the comparison between music
and other fine arts, we have seen that, mn the
matter of expression, music has to exert itself
much more for being effective than the other fine
arts Music bas, besides, other disadvantages
While the other fine arts have prototypes
nature to copy, music has practically none readily
availlable For a sculpture or a painting every
phase of emotions can be found 1n every-
day Iife. Poetry has words by which to express
ibself But 1o the case of music, 16 means
evolving of principles by carefully considering
the effect of each note and combination of notes.

[6]



Many of the human emofions are, no doubt,
expressible by variations 1 tone of the vorce,
bat those are difficult to catch and, until very
recently, they could not be definiely recorded
The subject was, notwithstanding the difficulty,
thoroughly gone nto, vud as hag beensaid above,
Indian music possesses tunes representing almost
overy phase of human emotions As s matter of
fact, this subject formed one of the Beven parts
of the books on Sangita The seven parts, called
* Adhydyas ” are {1} Sardihydya, dealing with
different notes, (2) RdgAdhydya, dealing with
tunes, (3) T4ladhydy + dealing with rhythm and
timing, (4) Hastadhyay: dealing with the playmg
on mstruments, (5) Nritya lhyaya on dancing, (6)
Bhavadhydya on gesticulating and acting and (7)
Arthddhydy- on the meaning, sense and significa
tton of the tunes [Ihe last part dealt with the
subjact

Leaving aside the gquestion of expression
and producing emotions, 1f we consider only the
quality of exciting pleasuare, or cheering ore up
when one feels mserable, music surpasses all
other fine arts The latter do not even come near
mus)e 10 this respect The finest sculpture or
panting would be passed scantily noticed, except

{7}



by persons specially interested o those arts. On
the contrary, any piece of music, vocal or mnsbru-
mental, draws some sort of audience, the number
and the nature of the hearers depending on the
quahty of the music. [ts attractiveness may
be seen from the fact that almost every entertain-
ment has music of gome so1t on 1ts programime.

Music, 1t has been observed, has its effect also
upon lower amimals., In India, the charmmng of
snakes by playing on flutes (known as Bin)is a
frequent experence. It 1s also smd antelopes
used to be caught by charmmg them with music.
D’Israel;, in s “ Curositics of Iaterature’,
has given several anecdotes deseribing the effect
of music on ammals, wbhich show how horses, dogs,
hinds, mice, some of the hirds, hzards, and even
spiders, come out of their way to hear musie.

The result of a musical esperiment mmade 1n
the London Zoo, described by the Director of the
Zioo Society’s Aquarium, may be interesting.
He says {oide the * Daily Telegraph™ copied 1o
the “Englishman” of 25th Apuil, 1927) * The
rhinoceros was found to have no ear for music,
and attempted to charge the orchestra, no matter
what tune was played

[ 8]



The sea hlons on the other hand, were de-
lighted with evervthing put before them with
the oxception of “j12z” No matter how busy
playing 1 their pond, they paused, and rose
to the surface as soon as the orche tra struch up
Most of the melodies that had exasperated the
rhino dehighted them, and they remained stand
mg walst-high out of the water until the last
struns had died away

Thunder storms 2nd war time gunfive have no
effect upon the sex hons, so thnt mere mnoise
cannob offer an explanation for enthusiasm The
Zioo’s wolves and jackals responded all too readily
to the music offered A tune set 1n 4 minor Ley
at once caufed them to pomt then noses to
the sky and give voice 1n so vociferous a manner
as to drown completely the orchestra  The
minor key, depressing at all times, had a hke
effect wpon most of the amimals The cheetih
thoroughly enjoyed ‘[ want to be happy,” butreg
1stered discontent ind even alarm when favoured
with Gounod s * Funeri: March”  [he or
chestra when playing in the reptile house never
falled to bring the crocodile to the surface In
fact every pond was emptied the beasts clustering
on the banks and, with heads upraised, evinc-

( 21



ing the keenest interest in the performance.
In the msect house, the hike effect was obtained
with the scoipions and certain spiders All birds,
strange to say, were m no way attracted. Some
were obviously annoyed, ”

Music 15 also said to possess medieinal proper-
ties. It 1s particularly effective ;m conthing the
bramm and manv a disease of the bram has been
cured by approprate music It s also smd to
cure some nervous and other di-eage~, but 1t 18
doubtful 1f music can claim as amueh

[ 10]



Chapter 11

SOUND
Sound-vibrations Musical sound , Pitch
Concordant sounds Octave Saptaka Sthana

TV USIC has been defined as an art of combin

1ng sounds 1 such a way as to be agreeable
to the exr Sound 15 generated by the wibratory
motion of the particles of a body cansed by its
getting 1nto a state of tremor due to wny shock
orotherwise It 1s conveyed to the ear through
in elastic medium such as awr or water If a
bell 1s rung 1nside a jar from which air hag been
extracted by means of an air pump, the sound
of the bell cannot be heard, so a medium s
necessary for heating a sound The wib-ations
m1y be generated 1n the medium 1tself, as 1 the
cage of a flute In all cases, the vibrations are
transmtted to the air (or other media) causing
undulations, known as accoustic waves, which n
turn cause vibrations 1o the membranes of the
ear These stimulate the auditory nerves, which
conduct the sound impulses to the bramm, and
make the sound beard

{11]



When a saeries of vibrations enters the ear at
equal 1intervals of time, rapidly following each
other, so that no inteimission 1s perceived, the
result is a mwusical sound. If the intervals are so
long thit the perception of a vibration 18 lost
before the successive one 18 percerved, or if they
are so short that the wvibrations cannot be dis-
tinctly perceived, the sound ceases to have o
musical character In the one caze 1t will hardly
be audible, 1 the other it will forma noi~e  'he
minimum and maximum humber of  wibiations
for the sounds which can be called musieal are
16 and 8192 per second vespectively  Mnweld
sounds, so0 far as their effect on the ear 18 con-
cerned, are antingmshed from each other by
what are called then piteh, loudness and tuimbre

Pitch 13 what makes tho sounds known as
acute, shrill, hagh, sharp, arave, deep, low, flat,
etc It depends on the rapidity of vibiations of
the particles of tho ait 1 contact with the car
A low number of vibrations in a given time (sav
a second) gives grave or low toneg, a high nuam-

ber giving acute or shrill tones ; and the higher
the number of vibrations, the ehrilier the tone

Piteh 18 thus directly proportional to the number
of vibrations.

{12 ]



Loudness depends on the violenco with which
the membranes of the ear are excited, and there-
fore on the extent or amphtude of the vibra
tions of the body emitting the sound

Timbro 13 the p culiarity of 1mpression pro
duced on the ear by the tone or sound of the
instrument or voice which distinguishes it from
4 hke tone or sound of another instrument or
voics It depends on the harmomes co existing
with the fundamental tone and their relative
intensities  The terms, harmonics and funda
mental, will be defined further on

Of the three features of sound, pitch 15 by
far the most 1mportant Several instruments
hinve been designed to measurs the piteh or tl o
number of vibrations producing a sound The
most simple and convement comparative measure
of the pitch 15 a string stretched over twa sup
ports, as 1w a Sitdr or Vind  On being struch,
the string vibrates and produces sound, the
number of vibrations depending on the density
and thickness of the string the tension with
which 1t 15 stretched, and the distance between
the two supports 'The highter the matermal s,
the more tensely it 1s stretcbed, and the smaller

[13]



the distance hetween the supports, the greater
will be the number of vibrations in a given time
and pice verse  Supposing that the material of
{he strmg and the tension 1n 1t are uniform, and
that the distance between the supports can bhe
altered at will, the number of wvibrations pro-
duced by striking the string will be imversely
proportional to the length ; half the length would
g1ve double the number of vibrations, one-third
the length three times the number of vibrations,
and 8o on

The notes of different pitch following each
other or sounding together are more or less pleas-
1ng to the ear according to the frequency of conct-
dences of their vibrations 1 a given time, Sup-
posing, for instance, four notes, P, Q, R, and S5, have
400, 509, 600, and 800, vibrations per second res-
pectively., Then in each second, the vibrations
of P and Q coincide 100 times, of Q and R also 1C0
times, those of P and R comcide 200 times, and of
P and 5 4C0 times. ['he combination of P and R
will be more pleasing than that of P and Q@ The
relation of P and S 18, except for the difference
of pitch, the same as would have been with P and
another note having 40J vibrations per second,
Hence 1f1s said that a note having double the

L 141



numbar of vibrations in another note 18 the rame
ag the latter, beinz only double 1n pitch  It1s
called Dwignna (double), Dun or [ipof the lower
note 1n Indian musie iod octave m European
Music

{he word octave also denotes the whole ringe
of notes from a particular note to 1ts octave In
Indian music this 15 called a “aptahy [from
the seven 1nteivals between the mam notes
to be mentionad lower down] From the munt
mum and maximum number of vibrations
musical sounds 1. 16 and 8192 1t will be seen
that the whole range of musical sounds 18 9 oc
taves, 32 16 wibrations to 32, 32 to 64, 64 to 128,
128 to 256, 256 to 512 512 to 1024, 1024 to
2048, 2048 to 4096 and 4096 to 8192 The human
voice extends only to n little over three actaves,
from somewhere 1n the fourth of the above
octaves to the ssventh So the Indian usie,
which was meant gpecilly to deal with smg
ng,—playmg on instiuments bemg only a
subordinate adjunct,—usually recognises only
three octaves or Siptakas These are hnown
as Mandra Sthdna Madbys Sthdna, and T4r
Sthdna  corresponding to the terms DBass
Middle, and Treble ;n European musie, although

[ 15 ]



mob having exactly the same relative value asg
regards pitech, The notes m the Madhya (mean-
ing middle) Sthdna arein the easy natural voice
emanating from the throat; the Mandra (low tone)
Sthdna notes require a hittle exertion of the chest
or bosom, and the Téra (high or shrill) notes
cause some exertion to the head or bramm Hence
Shérngdeva 1 his book Sangite Latnalara says.
‘“In practice of these three, Mandri s expressed
m the chesr, Madhya 1in the throat, and T4ra
i the head, and thoy are saccesuively double
of the previous one ”

The fact that the octave or double of a
note 1s sumilar to the note 1tself made the task of
fixing other notes relative to a fixed note some-
what easwer, for when once the necessary or
possible notes required for music were fixed for
one of the Saptakas, say Madhvasthdna, the notes
1 the preceding or following Saptakas were to be
their halves or doubles 1espectively.



Chapter 111

MUSICAL NOTES
Musical Notes in Harmonic Serles , Old Names of
the Notes , Vibrations, Interval , Shrutis

VV BEN a string or wire stretched over two sup
ports 1s struck, 1t emits a certain sound Af
the same time, the vibration waves striking the
two supports and reflecting from them form nodes,
diniding the string 1nto numerous sections emt
ting different sounds, all concordant with the orig
mnal sound of the whole string These subsidiary
gsounds are called harmonies (the original note
being known as the fundameuntfal) because the
nodes divide the string 1n the harmonic series of
]1 1’: 15"1 i’: %‘: (13 T %'1 'E;, 110 elc etc
Whether the nodes thus generated 1n strings
were observed by the ancients or not 15 not
known So far 13 however certain, that the
ancient Indians knew that the most concordant
notes were produced by the divisions of the string
imn the above harmonic series So the Daunda
( T@e=staff ) of their Vind was divided by frets in

[17)



divisions of &, %, %, 4, (latterly 1 by some }
and § from the upper support, giving the
gounding length of the wire between the frets
and the lower support, as 4, %, 2, & and
8 or reversing the order to get the lengths
for a rismg series of notes as 1, §, 2, 2,
2, 4. The mnferval between % and % beng rather
big, two notes having 3 the lengths of § and
4 respectively, rz, 4% and § were mtro
duced, making the set of notes in an cctave
as 1, §, 4 & 5 &% & % The relative
wibrations of these notes, which are inversely
proportional to the length are~—~taking the original
note as having 480 vibralions—480, 540, 600,
640, 720, 810, 900, 860 ‘lhe last note being
double of the first one forms the first note of

the next higher Saptaka

The names given to the above notes in the old
days, when chanting of Sdmaveda Riks was per-
haps the only singing, were as follows:—The
original note was kuown as Krishta fmeaning
pulled or dragged) perhaps because other notes
were derived from it. The next four, which were
the harmomics, were known as Prathama (first),
Dwitiya (second), Tritiya (third), and Chaturtha
(fourth), respectively. The two newly-introduced

[ 18 )



notes were called Mandra (low tone) and
Atiswarya (having a sharp tone) respactively,
the one being lower than the other It appears
the name Mandra, being &8 misnomer as compared

with the preceding notes, was later changed to
Panchama (fifth)

The relatton of a note to another 18 expressed
by the ratio of their vibrations This ratio 1s
technically called the ““nterval” between the two
notes Thus the intervals between the eight
notes (including the octave), n the ascending
order, are 240/480, 600/540, 642/600, 720/640,
810/720, 900/310, and 960/900, or 9/8, 10/9,
16/15, 9/8, 9/8, 10/9, and 16/15

The relative number of wvibrations 1n the
sixth note 1s taken in European music to be 800
instead of 810, so the fifth and sixth intervals

are 10/9 and 9/8, respectively, mstead of 9/8 and
18/9 1n the Indian music

In European music the ratio 9/8 1s called
a major tonme, 10/9 a minor toue, and 16/15 a
major semitone Other ratios are known as
major or minor seconds, thirds, fourths, ete,
and are defined by combinations of these tones or
gemitones

(191



In the languageof Indian Music these ratio
fractions are expressible by the number of Shrutis
between the two notes, thus avoding the cum-
brous calculations. Shrutis (from Sanskrit 2
shru, to hear) are fixed notes with the smallest
possible 1ntervals compatible with each of them
being heard as distinct from ils adjacent notes.
Besides expressing the intcivals between the
main nobtes of the octave, for which they were
specially designed, they also help n finding
out positions of concordant intermediate notes, as
bemng at certain fixed itervals, they are them-
selves 1a consonance with the main notes.

The fraction 9/8 bemng approxmmately equal
to (16/156)* and 10/Y equal to (16/15)3 these in-
terval fractions are approximately in the propor-
tion of 4, 3,and 2. Heunce the 1uterval ratio 9/8
is represented by 4 shrutis, the 1atio 10/9 by 3
shrutis, and 16/15 by 2 shrutis. Therefore the
‘whole 1interval between the first note Krishta
and 1ts octave 184 + 3 4~ 2+ 4 4 44+ 3 4 2
or 22 shrutis. Let wus see if by mathemats-
cal calculation the numbers of shrutis as taken

and making up the total 22, correspond with
the 1ntervals.

[ 20 ]



Let the notes Krishta etc be denoted by K, I,
11, 11,1V, V, A,and K!'  We Lnow that1f the
mterval between two notes be divided 1wmto a
certain number of parts, the number of parts
between the first note and auy intermediate noto
varies as the logarithm of the mnterval, so thatf
n be the number of parts and i the interval, n
vartes as lag t or n==c log 1 {¢ bewng a constant)

Taking the case K and K! — 7=22, 1=2
c=uflog 1==22/log 2=22/ LOIU3 =73 1 8

For K and I, n=c log 1=73 08 log 540/180=
374, eay 4

For K and [ n=73 08 log 600/480=7 (8, say

7

For K and (I, n=73 08 log 640/480=0 13, say
9

For K and IV, n=73 08log 720/430=12 87, say
13

For K and V, n=7308 log 810/430=16 61,
gay 17

For K and A, 1=7308 log 900/480=19 99,
gay 20

For K and K!, n==22 as taken
[31]



. So the number of shrutis, for the intervals
between the notes, works out tod, 3, 2, 4, 4, 8, 2,
as taken by the Indian musicians, This explains
why the number of shrutis was taken as 22, and
shows that 1t was based on scientific principles.
Any other number than 22 could, no doubt, have
been taken, but then the convenient number like
4, 3,2, could not have been obtained for the
intervals, unless the number was a multiple of 22,
As a matter of fact, some musicians of old took
66 shrutis, Kohuala writes,

“ miyals 3 egaedss wa afy w9 AR g

w ufe tuan @y siwEmrai afaagata o ”

i, €., some experts 1n the knowledge of shrutis
take 22 shrutis, others take 63, and some expound
that they can be innumerable.

The wnport of the shrutis and their utility
have, 1t seems, long been forgotten, as the writ-
ings of many of the present-day authors of works
on masic show an ignorance of the subject.
Chatura Pandita, the author ot the Sanskrita work
“ Laksha Sangitam,™ sees 1t fit to question, the
use of Shrutis and asks for the rules about them
Some authors make the number 22 as corres-
ponding to the 22 Nddisinthe body. Others try
to show that there could be more than 22 shrutis

L 22 ]
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or distinet audible sounds 1n an octave Shdrng-
deva, the author of * Ratndkars,” has been held
1n ridicale for making a Vind with 22 strings cor
responding to the sounds of the 22 shrutis There
seems to be no justification for all this

Sangita Darpauna gives the following charac
teristics of shrutis —3@ dFRRTTEARAG TGN
3¢, they are fixed (n relation to each
other), useful for the purposes of singing, disting-
mishable (from the adjacent ones), and in good
concordant relations with other notes  They
were allotted beautiful names, which, as given 1n
Ndrada’s Sangfta Makaranda, were as follows
Prasund (mgar), Siddhd (®&3r), Prabbdvatf
(wamaet ), Kdéotd (sr7r) Suprabhd (gwm),
Shikbd (firar), Diptimat1 (Sfgmay ), Ugrd (3a1),
Hiid: ( gt ), Narviny { fdi@t ), Dird ( far ), Sar
pasahd (wdamr), Kshdntr (wifx ), Vibhih
( gl ), Mdhof ( mnfat), Chapald (=qar), Bdld
(@@ ), varvaratnd (@dew), Shdntd (=),
Vikal nf { Rsfadt), Hridayonmalini | ggamafad ),
and Visamnt ( RFIR@ ) The note Krishta was
on Pragied

These names were later on replaced and the
following substituted for which are also given
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the number of vibrations, on the name datum ag
taken above for the main notes,

0. Kshobhini (<tfaaft) 490 vibrations.

1. Tivrd (=m) 186 .
506
2. Kumudvatf { sgga1 ) { 519 'y
3. Mandd (=var) 933 "
4. Chhandovati( gwawaat ) 540 .
5. Daydvati ( AT ) ggg 1)
6. Ranjani (st ) 576 'y
7. Raktikd ( Ifav) 600 .
8. Raudif (&) ACA
9, Krodhi ( st ) 640 '
10, Vajrikd ( =fem ) 645
11, Prasarini (senfoi) { ggg .
12, Priti (st ) 711 '
13. Mérjani ( wmi) 720 3y
14, Kshit ( &) 729 .
5. T 759
1 Rakta ( W) 1767 s

16, Sandipini (&ffGR) 800 s
[ 24]



17  Alipm (em@ifER) 8§10 vibrations
18 Madanti (wg=it) 844,

]9 BOhll]l ( ﬁﬁ“ﬂ) 864! 1y
20 Ramyd ( &) 900 1
911

992 EKshobhini 1n octave

( it ) 960

1t wil) be seen that the number of wvibrations
of Kshobhiniis the same as that of the starting
note Krishta, of Chhandovati the same as tlat of
Prathama Raktihd has the same as Dwitiya,
Krodhf the sme as Tritfya, Marjani the same s
Chaturtha Aldpin{ the same as Panchama, and
Ramy4d the same as Atisvarya  The intermediate
ones have been calculated by the ratios represent
mg 4, 3, or 2, shrutis from one or other of the

mam notes In gome cages, two values have thus
come 1n

n

From the number of vibrations for the mam
notes and the shrutis,1t will be noticed that a full
Saptaka (of eight notes) could be divided 1nto two
equal parts each with fournotes, (e ¢ Krighta to
Tntfya and Chaturtha to gher Krishta, or

, i 25 )



Prathama to Chaturtha and Panchama to higher
Prathama) the number of vibrations in the sacond
set being respectively one and a half times those
m the first set, The frst set 1s called Pdrvapga
(first part) and the second set 18 called Uttardnga
(latter part) of the Saptaka The octave of the
Huropean music does not divide itself exactly 1n
$his way

[26]



Chapter IV
MUSICAL NOTES—(conlinned)

New names how_ fixed , Standardising of Notes,
Grama Changes effected, Present day
Maln Notes

JN the previous chapter we have seen how the

seven main notes and their 1ntermedinte notes
known as Shrutfs were fixed They served all
right so far as the mnging of songs or poetry was
concerned  But secientific treatment of the
subject necessitated that music shonld be
soparated from poetry, which in turn requred
that 1t should have s own languoge This
meant  thut each note slhould be oxpressible
by a mngle letter or syllable so that when
combived together to form a tune thcy might
b quickly and easily pronounced ‘Che selection
fell on the letters § I, %, Y, %, 9 and I
of the alphabet, to be used in the monosyllabio
forms of ® (sa) R (), (ma) w(pa),fa(m) w
(cha) and @ (ga) I'he selection was perbaps
the best that could be made for easy and quick
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pronunciation, the gutturals (excepting ), the
palatals and linguals, as also hard letters
(except 9 ), and aspirates (except ), having bein
avoided.

It was next necessary to find words, beginn-
ing with these letters for the names of the notes.
Krishta from which the notes started was given
the name Nish4da (meaning * seated ') ; Prathama
was named Swara (the note), because it was the-
first or the chief note  Panchama retained ite
name. Chaturtha was called Madhyama (middle}
as being the midway note between the chief note
Prathama and its octave. To accommodate the
rest of the letters ( R, @, and v ), Dwitiya, Tritiya,
and Atiswarya, were named Rishabha, Géandbgra,
and Dhaivata respectively, owing, it appears, to-
their position on the Shrut{s named Ugrd, Nirviri,
and Haridayoomalin{ (older names). The word
‘Ugra "meaning ‘ powerful ’end ¢ formidable ’ and
also being an epithet of God Shiva, suggested
‘ Rishabha ’ meaning ¢ a bull’ Nirvira, meaning &
woman whose husband snd children are dead
suggested Gdndhdra, G4dndhdri being the mother
of the hundred Kauravas killed in the great
war of Mahdbhdrata. The word Dhaivata seems
to have been derived somehow from Dhava (u=),

L 28]



meaning & rogue or a cheat, Hridayonmahna
(black hearted) meaning the same The chief
note swara was also named Shadja (33, meaning
born of six), the derivation of which has
not been satisfactorly  established One
©of the explanations defines Shadja as that
which 1s produced by the application together of
the nose, throat, bosom, palate, tongue, and teeth
These parts of the body are not exclusively
used 1 sounding the Shadja note, so the explaua
tion 15 hardly satisfactory The beautiful names
of the notes coined over 2000 years ago are sfill

10 Use
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To recapitolate, the notes of the Indian
music with thenr relative number of vibrations
and 1ntervals are noted below ;—

2 S w
> g
Old names. | Later names | 728 | = 3 Intervals
o~ s >
= Y
Krishta Nislada f | 480 9
- or 4 shrutis,
Prathama Swara  or g | 540 8
Shadja 10
}'Q" or 3 shrutis.
Dwitiya Rishabha R | 600|416 :
15 OF 2 shrous,
Tritiya Géndhdra T 640 g
} S5 or 1 ghrutis.
Chatui tha Madhyana ¥ 720 g
' }—8- or 4 shratis,
Panchama Panchama q 819 10
g or 3 shratis,
Atiswarya Dhaivata g 900 16
1% °of 2 shrutis,
Krishta Nichida ] 960 |5 g
}"8“ or 4 shrutis.
Prathama Swara g { 1080
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The number of vibrations representing the
pitch of the notes are, as explammed so far,
relative to each other, bearing the ratios known
as the 1ntervals But, with tbe improvement
of science 1n the present day, instruments have
been devised which can with great accuracy
measure the number of vibrations in any note
or sound, so that particular notes cun be stand
ardized This has been done, and the treble ¢
(¥ 1n the Tarasthdna) 18 taken to be the note
baving 540 wibrations, the number varies shghtly
m different countries ‘The other notes have
vibrations relatively to this accordmg to their
intervals The old Indian music makers also,
1t appears, thought of standardizing the main
notes, but 1t was not possible at the time They
fixed up ammmals, generslly screaming in the
same pitch, whose voices 1n thewr opnion corre

sponded with the notes mn pitch, not necessarily
18 the same octave They say

TeS AYH ARfG ARG T W

qa1fg o MR WS §qiF A9

Y HRE S fos Faly geng

daq Bux it Az g RR
1¢, the peacock cries Shadja, the cow lows n
Rishabha, the goats bleat 1n Gandhara, the heron
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gounds Madhyama.: In spring-time, the Inlian
.cuckoo cries out Panchama, the horss neighs in
Dhaivata, and the elephant screams in Nishdda,
Sangitd Ratndkara gives the bird Chdtakd as
uttering Rishabha, and a frog Dhaivata, instead of
a cow and horse respectively This 18 atbhest a very
crude method of fixing the sounds of the notes
Nobody has ever tried to see whether the voices of
these anmimals have the same number of vibrations
as the notes they represent have. The voices
themselves do not continue 1n the same pitch.

The above table has been continued up to the
higher Shadja (&), as & bewng the chief note the
octave i1s generally taken from & to @. The
octave may be taken {rom any note to 1its double.
In Egyptian music, the octave was perhaps taken
from ¥ to 9 ; m Grecian music (Dorian) from fT to
®. Inorder however that the notes be concordant
it was considered necessary that the series of the
intervals as noted, we., 4,3, 2,4, 4, 3 2 shrutis
of the Indian music, or 4, 3, 2, 4, 3, 4, 2 shrutis
of the Kuropean musie, or simlar scales should
be kept up The series of notes with these
intervals was known asthe Diatonic scale1n the
European music and Grima ( =w ) i the Indian
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The term Grdma 18 now less understood evan
than the shrutis Thereare very few persons whe
Lnow what 1s meant by Gtdma and this must be
the case, because, when the real importance of the
shrutis 18 forgotten, a Grdém~ which 1s 2 particular
arrangement of the shrutis cannot surely be
understood The old Iondian music before fhe
time of Bharata (author of Natya Shastra, Circa,
4th Century A D) recogmsed three Grdinas, Shad
ja grdma Madhyama grama, and Gdndhdra grd
ms Shadja grima 15 the scale noted above
(ride Table) , the other two Grdmns are obtaned
by having the interval shrutis counted from
Madhyama and Géndhdra respectively 1in place

of Shadja The three Grimas are shown below,
side by side with reference to shrufis —
Seral No Shads Grama Madbyama Gandhbara
of Shratis ]y fam Gréma Grama

0 or 27 Nishada Nishada Nishada

1 —_ —_ —

2 S — m———

3 — —_— Shadja

4 Shadja Shadja —
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——

SN oty Grima | Mplhyome | G
5 — — Rishabha.
a . — —

7 Rishabha Rishabhu —_
: ~ — -,
9 Gandhara Gandhara Gandhara

10 —_— - —
11 — -— —
12 — — Madhbyama.
13 Madhyama Madhyama —
14 —_— — | Panchama,
19 — — —

16 - Panchama —
17 Panchama, — —_—
18 — Dhaivata, Dhaivata
19 -— —_— —
20 Uhaivata — —

21 —_ e _—

22 Nishada Nishada Nishada.

Y
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It will be seen that Madhyane Grima differs
#rom Shadja Gréms only 1n the position of 7 which
15 one shrut1 lower, and of ¥ which 1s two shrutis
lower than 1n the latter In actual use 1n Madh
yama Gi1dma, ¥ was used at the 20th Shrunti as 1n
Shadja Grima, and was four shrutis from Madys
ma Grama ¥, but Shdrngdeva still took 1t asa
Vikrita Swara for Madhyama Grama Gandhara
Grama however differs very considerably, as
excepting ¥ (and of course ) every unote 18
different, & and | being one shrut: lower, f& and
W two shrutis and 9 three shrutis lower This
grama was therefore very inconvement to sing
and wis given up by the time Bharata wrote his
Natyashastra At the time of Shérngdeva (the
author of Sangito Batnakar, 12th century A D)
therefore only the first two gramas were 1n
use  Later on, Madhyama Grima was also
mergoed 1nto Shadja Grima, which 1sthe only
grama now n use Abont the Grama, Chatur-
dandiprakdsha says —* Of these gramas, the
Gandhdra Grima 1s not on the surface of the
earth It 13 agreed by all that 115 used 1n Swar
galoha (Heaven) With us, even Madhyana

grima 1s not existing , 1 Madhyama gréma

Panchama has only three shrutis Sangife

L& 1



Saramrita has the following on the same sub-
ject :—* In the Shistra written by Bharata there
are two grdmas, Shadja and Mahyama, In Shadja
grima, Panchama has its position at the 17th
ghruti, but 1nthis {(Madhyama Grdima) 1t standsat
the sixteenth shruti. Inthe current (I%7) music,
Madbyama Gréma 1s not to be seen, All the mu-
sicaans sing songs dependent only on Shadjagrima
which 1s the chief grama now.”

As time went on, the real grima ratios were
also not adhered to, probably because they were
forgotten. The notes were flxed by measure-
ment on the danda (§%w=staff) of the Vind. They
did not however differ much {rom the older
notes. Sangita Pdrydta (by Ahobala Pandita)
determines 1its notes 18 following manner: * The
T4rasthéna Shadja s found at the middle point
of the Vind danda; at the middle of the two
Shadjas 13 Madhyama ; dividing the Vind in
three parts we get Panchama; at the mmddle
pomt of Shadja and Panchama stands G4ndhara ;
in the first half of the distance between § and =
Righabha 1s to be fixed ; at the middle of § and
¥ (double) comes Dhaivata; and leaving two
parts of the distance (between wand & double)
18 the position of Nishdda.’’
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This gives the number of vibrations to the
different notes taking those of & as 540, as w648,
7720, 9810, w92 §, F9"2and «@ (double)
1080 § has not been defimtely fixed It will
be seen (Cf table on page 80) that Gdndhdra,
Dhaiwvata, and Nishddd differ from our grima
notes, the first and thrd by one shraty, the
second by rather more

The European music follows the grdma,
excopt for the shght difference in two 1ntervals
(five and six) as noted already  Ouae chief differ
ence however 13 that the first interval of J/8 (or
four shrutis) 18 taken betwoon & and 7 1nstead of
between ft and & of tho old Indian music, and
the other 1ntervals follow accordingly The num
bers of wvibrations therefore are & 540, R 607%,
7 675, 720,9 810, € 900, {1 10222 end & (double)
1080 Comparing with the notes 1n the table
given on p 30 the notes ], 1 and fi, are sharper
i the Kuropean music The Enghsh letters
mdicating the seven notes commencing from w
are C,D, E, F, @, A, and B

The Indian music of the present day has the
aame notes as the Buropein musie with alteration
1 the fifth and sitzth 1ntervals as 1n the old Indian
wusic, so that the vibrations for (@) come ts 9112
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instead of 900. Why and when the change from:
the old notes tock place 18 not known. %Yo con-
nect the new notes with shrutis it has been said
that Shadja of the present day has been fixed at
the first shruti (Tivrd) instead of the fourth.
| Chbandovati]. This explanation 1s neither satis-
factory nor correct. The c¢hange must have
taken place very recently, for none of the old
Sanskrita books on music recognise this. The
change however makes httle cdifference, 23 all
these notes are imcluded among the old notes,
etther as main or the intermediate ones, so the
only effect of the change is that some of the old
main notes are now taken as intermediate notes,
and vicé versa Ihis will be dealt with in the
next chapter. We may conclude this chapter
after noting the intervals taken by Pythagoras,
the Grecian philosopher, who first attempted the
numerical evaluation of musical intervals of
European music His intervals were 9/8, 9/8,
256/243, 9/8, 9/8, 9/8, and 256/248, the first
being between Do (&) and Re (). 'His
number of vibrations, taking those for ® as 540,
would thus work out to & (540), R (607%), »
(683:%): 7/16,®(720), 9(810),w (8112), 7 (1025,.%)
and & double (1080).
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Chapter V
VIKRITA NOTES

Vikrita Notes based on Shrutis Comparison of the
Notes used at different times Reduction of the
number a disadvantage

VVE have, in tho previons chupters, dis-

cussed how the main notes of tho Indian
music, both old and new, were fixed Theso are
konown as Shuddha Snares (g R ) or pure
notes We have howeveor seen that some of tho
old Shuddha Swirds (R, 7,9, and f3) arc no
more considered as Shuddha in the present day
Hindustdm music 1in which these notes with a
Iittle nghor pitch are taken as Shaddha Ths

18 not the cngo in the music in the South, which
almost follows the old notey

I'he notes winch are not Shuddha are called
Viknta ( &#7), meaniag “ Modified”’ but they
have to be 1n concordant rolations with somo of
the mun notes  They are thus defined in
Chatura Pandita’s La/sha Sangua , quoting from
Sangita Saramrita
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avEg Wega: e frat agt waa |
S B Cer e Gl (i EEC
5. ., when a mnote falls from 1ts position 1n such a

way as to be controlled by shrutis its Vikritatwa
(modification) 1s accepted by the Pandites,

We bave dealt with three Shrutiintervals, viz.,
9/8 or four shrutis, 10/9 or three shrutis, and
16/15 or two shrutis, These are otherwise
named respectively as Kdkall (=sfx ), meaning
“gsweet ’; Sddbdrapna (@rawaw ) or “ordinary ”’;
and antara (@Fat ) or “1intermediate . Men-
tion has been made 1n some of the compara-
tively recent Sanskrita books of five shrutis and

s1x shrutis intervals also "This will be noted
lower down.

Shdrngdeva mentions twelve Vikrita notes
found according to shruti intervals, in the follow-

g manner, thus forming with the seven Shuddha
notes, nineteen notes altogether -

Shuddha Shadja being four shrutis from
Nishdda, he takes another Shadja (called =g or
fallen Shadja) at three shrutis, Then he takes
owne Vikrita Shadja at two shrutis interval from
oach of these two (7. e., ¥ and g7 ) shadjas.
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Vikrita Rishbha has bean taken at four shrutis
terval from Shuddha Shadjn

Gdadhdra being two shrutis from Rishabhia,ats
Viknitas are taken one ab three shrutis from Risha
bha, and the other at two shrutis from 1tself
The<e are huown as Sidhirana Gaudhdra and
Antara GMadhb4ra respectively

Madhyama has, Iike Shadja, two Vikrita forms
being at four shrutis intervals from Sddhdrana
and Antara Giudbdras respectively

Panchema becomes Vikmta n Madhyaina
gréma by having four shru*is interval, this grama

baviog only < three shrutis interval between
Madhyima and Panchamn

Dhuvata, which 18 2t two shrutis interval
from Panchama 10 Madhyama grdma gets Vikrita
at four shratis in that gra na

Nishada, which s at a two shrutis interval
from Dhaivita becomes Vikrita at three and four

shrutis, and 18 known as Kaishuka nishdda and
Kdkali nishdda respectively I'he word ¢ Kaish
tka ” means * fine ”, and 18 applied to a note one
shrut1 higher than the main note, 1n the same
way as ¢ chyuta ’ denotes a note one shrut: lower
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These Vikrita notes wete uot all considered
neceesary by later musicians, who rejected or-
added notes according to the requirements of
music 1n therr times.

Rdgavibodha by Somandth Pandita, which has
the same Shuddha swaras as Ratndkara, considers
only seven Vikiita swaras necessary, mz,, Chyuta
Shadja (called Mridu Shadja), the twe Gdndhdras,
and the two Nisbddas of Ratandkara, together
with a Mridu Madhyama and a Mridu Panchama
being at three Shrutis from Shuddha Gdndhdra
and Shuddbs Madbyama respectively.

Swaramela Kaldnidhi bas also the same

fourteen notes (seven Shuddha and seven Vik-
rita) as Rdgavibodha., The names of rome of
the notes bave however been alteied according to
the usage of the notes atthe time. Chyuta Shadja
being allied to Nishdéda was called Chyuta Shadja
Nighdda, Mrdu Madhyama was called Chyuta
Madhyama (dndhara, Mridu Panchama was
named Chyuta Panchama Madhyama. In the case
of Antara Gdndhara bemng treated as Shuddha,
the Shuddha Gdndbdra was called Panchashruti
Rishabha, and Sddhdrans Gdndhira Shatshruts
Rishbha, Sumilaily, according to the position of
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Nishada, the Shuddha and Kashika Nighadas
were hnown as Panchashruti and Shatshrents
Dhaivatas respectively

This 1ntroduces us to two new ntervals of five
shrutis and s1z shrutis, and at the same time sug-
gests that Gdndh4ra and Nishdda may be taken as
Shuddha st a lgher pitch The now intervals work
out to be —five shrutis=10/3x 16/15==232/27,
and eix shrutis==9/8 % 16/15=06)5 A six shruty
interval may also be 10/9 x 1C/9 = 100/81
'Lhese are 1n fact ratios between some of tho notes

and thewr thirds, as between & and #1, & and
H, ete

Chaturadand: prakdshika and Sangita Suram-
rita recegmse only five Vikritn notes, making up,
with the seven mnin notes twelve notes alto
gether These are the two Gaodharas and the
two Nishadas of Ratnakara, and also its Vikrita
Madhyama named 1n these works as Varah Ma
dhyama Here Shadja and Pinchama aro taken
as Achala bSwaras {unchangeable notes] Also
Rishabba and Dhaivata have no Vikritas

dangftr Purijdta hus apeculiar way of rechon
g 1ts notes It tahes Shadja and Panchams as
Achalg, and cach of the remaimong hve notes as.
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having six degrees of pitch differing by one Shrut.
In an ascending scale, the six degrees are named
Pirva (first), Komala (soft), Shuddha (pure),
Tivra (sharp), Tivratara (sharper), and Tivra-
tama (sharpest) The gamut or Saptaka 1sdivided
into twenty-two parts or shrutis, and the Shuddha
swaras are fixed as 1 Ratndkara, Komala and Pir-
va then precede, and Tivra, Tivratara, and Tivra-
tama, follow the Shuddba note, Many of the notes
overlap 1n this way and counsequently have two
names. The author, Ahobala Pandita, then says
that ten notes of these, mz , Pirva and Tivra Rish-
abha, Tivratara and Tivratama Gdndhdra, Tivra
and Tivratama Madhyama, Pirva and T{vra Dhai-
vata, and Tivratara and Tivratama Madhyama,
Pirva and Tivra Dhaivats, and Tivratara and
Tivratama Nishdda have to be left out in the
‘then current music, Tluis left only twelve notes.

The present-day Indian music also takes notice
of only twelve notes, vtz , seven Shuddha and five
Vikritas. As we have scen, however, the Shuddhas
of the notes R, , &, and f, now are sharper than
those in the old Indian wusme. This 18 due to
the first interval of four shrutig having been taken
between & and & instead of frand @, so that
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Shuddha f 18 sharper by one shruti, @ by two
shrutis € by one shrut1 and f by two shrufis

The Vikritas are homala R, & 1 and &, at two
Snratis 1mterval from the next lower Shuddha
swaras &, R, 4 and @ respectively, also Tivra Rat
a two shrutis interval below 4, and somotimes the
same 1nterval above Shuddha ®

These Vikrita notes mtroduce to us one more
interval, vz one shruti interval, 2 e, the oue
between a Vikrita note and the closer of the two
main notes between which the Vikrita occars
When the interval between the main notes 1s three
ghrutig, the value of the one shruti interval 1s
25/24, and when the interval 1s four shrutis it 1s
81/80 The former 18 called a chromatic semi-
tone in Huropean music, and 1s the mterval by
which the notes are generally sharpened and
flattened 1n wha 1s called the chromatic scale

The one shrut: interval in the Pythagoreap

256
soale, we have seen, 18 53

The names of all the notes, according to the
different works on musie, are given below, side
by side, for the sake of comparison —
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Going through the comparative table given
above, two facts are noticeable :

(1) The number of notes -has gradually
‘decreased ; while it was nineteen al the time

‘Rdatndkara was written, it 18 only twelve at
(the present day.

(2) There 18 a tendency .of equalising the
intervals between the notes.

It 18 doubtful if the reduction in the number
of notes has been to any advantage. The ligher
Indian musie, which follows wunature generally,
requires 1n most cases that, in going from one
note to another, the approach should be gradual,
as is noticed in Régdlpana. It 18 only the light
music which approaches 1ts notes m leaps as 1t
were. The reduced number of notes, 91z, twelve,
is quite enough for the latter, bus hardly for the
former. It 18 true an accomplished singer will
not care whether the mnotes which he utters
are 10 the gamut or not, and will go through all
the necessary gradations of sound, but a begin-
ner has to go by the notes he learns, and so his
production 18 likely to sound hke a series of
distinet notes rather than a well-blended piece.
We notice a gradual replacement of higher musie
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and dldpana by lighter music, and a ;gromng
love for theatrical songs  This must, to n,cettoin
oxtent at least, be attributed fo ,the ,gradusl
disappearnnce of tho old Vikrita notes Even
European musio has moro than twelve noles It
18 s matter for consideration by the experts
whether a few 1ntormediate notes should pot

be remtroduced 1n appropriate places [see
also Chap VI]j

The equalisation of 1ntervals 1s a natoral
consequence of tho reduction of the number of
the Vikrita notes Tho intorvals, 1n order that
thero be concordanco, have howovor to be those
already noticed Tlis comes 1o the way of
exact equalisation But in the case of nstru
ments with a Levboard similar to the puno
forta, which can have only a dofimito number
of notes, 1t 18 difficult practically to matntan tho
correct 1atervals for all thelnotes, and equahsa
tion has been offected Harmomums are also
constructed on this bisis 14, the whole interval
between a note and 1its octave 13 divided into
twelve oqual iniervals of about 106/100 Ths
18 hnown as equal tomperament of the notes The
music obtained from thege 1nstruments 18 never
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agreeably In tune; it is deficientin richness of
effect and 1s generally insipid. So, while har-
monmums are quite good for beginners to learn
musle 1n 1ts elementary stage, theirr use should
be discarded for advanced stages, as their notes
are not 1 the natural concordant relation to
each other. The tempered mnotes are called
enharmonic nofes.



Chapter V{
SCALES
Qrama and Grama Ragas Murchiiana , Vikrita
notes obtalned from Murcthianas, Old Parent
scales, Marpa and Deshl rapas

IN the previons chapters we have seon what
musical notos were tn use at different poriods
from the time of Ratnukary up to the present
doy These were not fixed in a haphazard
manner, but scientifically  Aftor dotermining the
councordant series of intervals i the octave of
22 ghrutis taken from & to @&, the first nttempts
wore natarally directed towards forming other
gcales, by putting the differont notes surcessively
1 place of the main note &, and the subsequent
notes following at the correct intervals This
gave the differunt grdmas, of which we have
seen three were recagnised in the old days, the
Shadja, the Madhyama and the G4ndh4ra gramas
[vide tablo on page 33—=84] Of the other four
gramas, Nishdda grdma worked out to almost
the same a8 Gdndhéra pgrims Rishabha and
Dhaivata grimas, which were similaz (except
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for the position of @), altered the position of
Nish4ds, from which all the main scales were
supposed to start and were hence not adopted as
grémas. Panchama was nearly the same as
Shadja gréma,

Fixing the three gramas, the next series of
soales were formed by placing their main notes
@, ®,and @, successively in the position of each
of the other notes, Thus for each grima there
were formed seven ecales or twenty-one in all.
Thig process was called Mtrchhand (5w =
swooning) so called because the main note, as
if 10 a trance, placed itself ian the position of each
other note. Iach such scale was given a name,
Midrchhands for the BShadja grdima are given
below. From these and the murchhands of
Madhyama' grdma all the wikrita notes of
Ratnakara, or for the matter of that of the whole

Indian music, are obtained. These have been
mdicated,
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There were perhaps other methods $oo of
forming scales 1a old days, but they are not
Lknown at present Nor 18 1t possible at this
distant age to say which of the old scales then
Luown as grama ragas ( #® @war ) corresponded
with the scales noted sabove except of course
Shadja and Madhyama gramas  Sharngdeva
names 80 grama ragas clagsified under five
classes, L1z

1 Shuddhas or pure—7 1n number,

2 Bhinnas or different, perhaps with a
modified series of intervals—5 in number,

3 Gauras perhaps coming from Gaura
country—3 10 number

4 Vesaras or mixed ones—8 1m npmber,
and

o Sadharana or ordinary, used by the
public—7 1n number

Sharngdwa says they differed from each other
in the absence or presence, more or less, of Vahra
or turning notes (ss Chapter 1X) and Gamakas
(tanas and alankaras—Chapter X), in the slow or
quich snccession of notes, and in the use of the
different Sthanas (Tara, Madhya and Mandra
Chapter II) He knew only fifteen of these
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baving been used to form rdgas or songs. Some
of the names of these gréma rdgas still ohtain in
the present-day Indian music, e.9 , Kukubha and
Hindola, but it is difficult to say 1if the tunes
really confinue the same, ‘The old scales have
thus only an academic interest. The following
facts are however noticeable :—(1) The mir-
chhand of Panchama is the same as Madhyama
gréma, (2) except i this murchhand, the note
Panchama is a fixed one so far as the Shadja
gréma 18 concerned, (3) The murchhand of
Nishdda is the same as the current main scale
or Shadja grima of the new Indian music.

The books written after Ratndkara have their
own scales called melas (@=t:) or Janak melas
[scales from which rigas are derived, the word
Janaka, meaning * father”]. These differed from
the old scales i that while the latter were
derived from the particular series of intervals
by the process of grdmas and mitrchhands, and
were the producers of the several vikrita notes,
the post-Ratndkara scales were formed tfrom the
shuddhs, and vikrita nofes already found out.
and hardly followed any fixed series of intervals.
In these Janak melas, the following points are
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supposed to bave been observed —(1) That they
should contamn all the seven notes whether 1n
the shuddha or wikrita forms, and (2) that the
notes should be unsed in the correct orderin
both ascent and descent, 1¢, G, ﬁ', 7, ¥ ¥, N,
710 ascent and ® f4, 9, 9, %, a0, R, 1n descent

The Indian terms for ascent and descent are
Arohana (Wiig@w) or Anuloma ( wgsw ) and

Avarohana ( w=gw ) or Viloma { f&n# ) respect
wvely

Régavibodha mentions 23 Janak melas, and
Swaramela Kaldmdhi 20 Chaturadandiprakdsha
and Sangitasdramrita calculate the possible num
ber of Janak melas 1n the following manner

The octave, we have sgeen (Chapter III) 1s
divisible 1 two parts called Purvings and
Uttardnga These are taken one from @to &
and the other from wto @ [double ] For this
purpose ®, ¥, and ¥ are taken as fixed, only the
intermediate notes R and @1in Purvanga and &
and f& mm Uttaranga are taken as changeable
From the table on pages 4b—48 1t will be seen that
these works recognise four vamations between &
snd W, and four varations between ¥ and @&
[double] [he mddle two of these having two

5 [ 9]
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names in each f[vide column 4 of the table].
By taking combinations, we therefore get
s1x combinations for each of the two groups,
or 6 X 6 = 386 scales altogether, Bub this 1s
taking @ as a fixed note, which 1s not the
case, there being another @ called Varall Madh-
yama. Hence there can be 36 more scales with
this Madhyama, or 72 scales altogether, Names
have been allotted to each of these 72 scales.

It will be seen from the table referred to
that the 1interval between some of the notes to
form these scales would be only one shruti, which
15 hardly allowable, and the number of the
actually usable scales would be much reduced.
As a matter of fact, these two works mention only
nineteen of these ag in use in their time. Venka-
teshwara, who calculated out these scales, himself
says that he did so only in academical interest

These old scales could not be of much use to
us now as thewr Shuddha R, @, «, and &, do
not find a place on our gamut (vide table page
46—48) and although the names of many of the
old scales comncide with the present-day scales,
strictly speaking the two are not the same The
latter therefore require a separate treatment,
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very much on the same lines no doubt This
will be done 11 the next chapter

It may be mentioned of the Ilater post-
Ratnakara writers, to their great credit, that they
tried to release music from the fetters of the old
grama conventions, even 1f 1t was quite scientific,
and enlarged 1ts scope, so necessary to the
development of a fine art No doubt, 1n India,
the general public has never confined 1itself to
the conventional music, and the songs were from
very early times divided into two classes, called
Marga (®wl) and Deshh ( 8xft,, the former
strictly following the rules fixed by the old
music makers like Bharata and used :n worshipp-
mg gods and 1nvoking their Dblessings, the
latter bemng those sung by different people n
different: parts of the country according to their
taste, thus being more popular and pleasing
The present tendency, however, of banishing
shrutis or grama out of our music altogether 18
not very wholesome
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Chapter Vil

NEW SCALES,

Gdrama Ragas in Current music; New Vikrita notes
obtained from Murchhanasj; How Shadja and
Panchama become Fixed notes ; New
Parent Scales worked out.

(OUR present main scale is, we have seen, the

Nishdda midrchhana of the old main secale, and
hag the following series of intervals between
@ and §:-~-Shadja to Rishabha, 4 shrutis;
Rishabba to Gandhara, 3 sghrutis; Gandhara to
Madhyama, 2 shrutis ; Madhyama to Panchama,
4 shrutis; Panchama to Dhaivata, 4 shrutis;
Dhaivata to Nishada, 3 shrutis; and Nisbada
to Shadja (double), 2 shrutis. From this scale,
the process of murchhand as explained in the
previous chapter works out the following seven
gcales 3~
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The following facts are noticeable in the
above Marchhana table —~{1) The mutrchhana of
Righabha 18 the old Shadja grama miin scale

(2) The murchban{ of Dhaivata 15 the old
Madhyama grama

(8) The Mdrchhanas of Gdndhdra, Madhyawma,
and Nishdda, give all the Vikrita notes in use 1n
the present day music There are two additional
modifications of 7 and ¥, each a shratr hgher
than the Shuddha t and ®# They are thus the old
Chyuta Madhyama Gdndhdra and Kaishika
Madbyama The Marchhand of Panchama also
gives &, and Kamala f, each a shratt lower These
are the old Shuddha Dhaivata and Nishdda res
peotively Althoagh we do not recogmse these notes
(E sharp or Pythagorean I, F sharp, A, and a
gsomitone flatter B of the European music) as
separate notes, they give the correct music, and
1t 18 a matter for counsideration 1f any of them

should not be reintroduced We shall come to
this later on

(4) The note Panchama does not undergo
any variation, except wmn the Madhyama grama
and the Murchhana of Nishada where it bacomes
identical wath Tivra Madhy.ma

[ 65]



!

The fact that a murchhand of the Shadja gréma
could also produce the Madhyama grdma, which
was also noticed in the case of the old scales, has
helped in the amalgamation of the lstter grima
with the former. This, mn turn, ‘made the note
Shadja as a fixture, for there can now be no scales
or ragas (songs) without this note. In the time
of Shédrngdeva, when Madhyama grima was in
uge, 1n which Madhyama and not Shadja was
taken as the chief note, there used to be songs
without Shadja.

]

The amalgamation, or rather abolition, of the
Madhyama grdma, which had variations of Pan-
chama also, left this note also as one not under-
going any change. Hence,in the present-day
music, & and 9 are both fixed notes, the former
being indispensable at the same time

(5) The Mtrehhand of Madhyama asscciates
the tivra madhyama with Panchama, from which
1t 13 two shrutis lower, and with other Shuddha

swaras Lhe note also occurs 1n the® Mirchhang
‘of Nishdda, as a modification of Panchama, where

1t1s two Shrutis higher than the Shuddha ®, which
18 itself present, and is associated with the other
Vikrita swaras  Tivra ®, therefore, suits well
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with many of the notes, and 1s almost next to®
in importance |

]
Of these Murohhand soales the mamn one

(that of &) 18 Lkonown as Bilavala (old names
Shankarabharana or Shankarabhishana), the
Murchhand of (téndh4ra, with % a shrafi lower, 18
called Bhairavt that of Vndhyama, with-wa
shritt lower, 18 called Yamans or Imana Cha
tura Pandita prefers to call 1t Kalydn{ which 18
algo the old nume the other four not being 1n
wde now  Bhairawa and Kalyan:, 1t may be
noted, are the Panchama and Dhawvata midr
chhands respectively of Madhyams gramn The
three sciles, Bilavata Bhawravi, 10d Kalyani, of
the present day wusic arve therefoie grima rigas

Before applying the other process of obtan
ing scales, 1 13 beiter, 1 order to faciitate
wrifing, to g1ve short names to each of the notes
{(including Vikritas) the full system of notation
will be dealt with later on e shall call Shadjs
as @ (sa) Komgla Rishabha as @ (ra), Shaddha
or Tivra Rishabha as @ (r1), Komal Gandhara as
M (ga), Shuddha or Tivra Gapdhara as i (g1}
Shuddha or Komal Madhyams as & (ma), Tivra
Madhyama as ®t (m1) Panchama as 9 (pa), Komala
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Dhaivata as &1 (dha), Shuddha or tivra Dhaivata
ag st (dhi), Komal Nishdda as sv (na), and Shud-
dba or Tivra Nishdda as &t (ni). These notes, in
Mandrasthina will be denoted with a hyphen (-)
below, and those 1n Tdrasthdna with a hyphen
above them, e.g., Panchama in mandrasthana will
be ¥ (pa), and Shadja double onin Tarasthama

as @ (s8), The series of notes 1n a scale or
tune is called ifs sargam (&www ), the word
being compesed of the first four notes of the
Saptaka.

To form the scales, the saptaka 18 to be
considered as consisting of two parts, the
plirvanga (& to & or #t) and the Uttaringa
(2to@). The pirvinga with @ can have four
vanations, vz, ()&, w, W, N, (2)q, «w, @™, 7,
G a, &, m, 9, and (4 =, «, N, |,
Similarly with #l, 1t has also four variations, viz.,
(5)=, @, , @, (6) 9, w, @,/ (7) 8, &, w, @A,
and (8) @, &, wt, @t . The uttardnga can also
have four variations, viz, (I) ¥, @, sr, &,
(L) v, w, @, &, (I, &$t, W, ,and
IV) u, dft, s, §. Combiming the four varia-
tions of the purvdnga having ® nos. (1) to (4)
with those of uttardnga nos. I to IV we get
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"4 X 4or sxteen scales Of the purvinga with
3ft the No (7) 18 considered a bad combination
and 18 never used, the other thres can combine
with the varations of uttarange without av
(which 18 not used wath M), te, nos Il and IV
So there conld be 8 X 2, or six more scales The
total number of the pareut scales or Janaka
melas could therefore be twenty two

Of these the following only seem to be
10 Use —

Combina
fion

Sargam or the arrange

Names of the scales ment of the notes

Numbar

1i14+1 Bhalravl(i}téﬁ) old ﬂnmwt{mﬂ'fé

name Tod:

1o
o

-+
I

Vasanta Bhairav: | ¥ @it 9 ¢ o1 q‘E
(ETHH a‘m’l) s also
called Baknlabha

rana (FHHTVRQ)
3|2 4 IT| Bhawave (fgm) qold | @ U AITAE

| name maslava Gauda

| (Tnwrg tite)

4| 2 4 1| Vegavahuo: Qo) s Mt a g e

old name
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Number.

Combinsa-

tion

T

Names of the scales.

|
|
l

mn

10

11

2+ IV

341

3+ III

4 4 111

Sargam or the arrange-
ment of the notes

Chbayavat: ( Wﬁa’i) "

old name

Asavan (wma&);
old name, Nata-

Bhairav: (72 ﬁ'{ﬁ)
Kafi (a»:,m?"};

name, Sri
or Haupnya,

old
(=50)

Khamméch (W},

old name, Kam-

UM T G G

qAmAaTaray @

gdmaeR T

‘gdAMagedw @

bhoy (Eﬁhﬂ?ﬁ) [

Bilavala (fa'ﬁlﬁﬁf) :
old nagme Shan

karabharana

5 4 11

6 4 II

l

( RTFTRT),
Tod1 (Fh'tfl'); old

name, Varall

(ara).
Purvi (t@’ri‘ y; lold

name, Ra makriya

tmﬁﬁm) and
Ka maévardhana.
{FHIABT),

FaMmAagdrft @

guarmoarS

FgUMATER
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1§ d

1.
o |

<= [Combina Sargnm or the airange
g tron | Names of the scalos mgent of the neoles
b

12 Iﬁ-;.w MarvA (smar), od | gt At g Ot A

name Gamakakriyn
Gamanas hrama

Y (i, TRARH|
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Of these 13 again Nos 2, {,and 5 ore very
ravely used, and it 13 onlv the romawing 10 that
are 1n common use Chatury Pandita and other
music masters ke P Vishnu Narayana DBhat-
khande, P Vishou Dizambara have therefore
fixed upon these 10 janaha melas (parent scales)
only 1t may however be mentioned that nemther
these 10 scales, nor the 13 mentioned above nor
the possible 22 scales, nor even the 72 scales of
Venkateshwara, mentioned in Ohaturdandi pra-
kashika, can singly be made to cover all the
tunes or rdgas now ocurrent, for there are a good
number of those which reguire the use of both
the gandbdras, madhyamas, or mshddas For
mstance, the tunes Iman Kalydna _ Kedarf,
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Kémoda ete.,, belonging to the Janaka mels
Kalyéni, che tunes Kélingrd, Rdmakal, Lalit ete.,
belonging to Bhairava, and the tunes Purvi,
Parja etc., belonging to Purvi, require both the
Madhyamas each; the tunes Soratha, Desha,
Jaijaiwanti, etc., belonging to Khammdch, and
the tunes Pilu, Barwa, Miyan ki Maldr ete.,
belonging to Kéfi, each require both the nishddas

This could be met by a few alterations or com-
bination of two or more scales. Asan example,
Kalydni may be replaced by a scale having both
the madhyamas, ¢.g. Iman Kalyana, which tune
has both the Madhyamas; Purvi and Bhairva
may be combined under the mame Kalingra

which, .8 iu use at present, has both the madhya-
mas. Similarly, Kafi and Khammach may be
blended into one Jaijaivanti which tune, requires

both mshadas and both gindbdras, thus combin-

ing the two janaka melas with the advantage of
the two nishddas,

This will farther reduce the number of
Janaka melas, but the change 1s not likely to be
of any great advantage, as the memory will have
to be additionally taxed in the case of the tunes
with one madhyama or one mshada only; for
after all the Janaka melas apparently serve no
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others purpose than helpmg 1n remembering
what swaras (notes) each tuno has

The musical instruments which require
changing of stays or frets to form different
acales, called Thaths (z13) 1n this case, have some
use for the Janaka melas Sitdrs and similap
nstruments, hilke T4ds etc, are perhaps the only
such 1instruments, but they do not confine them
selves to the above named ten scales Somse
works on Sitdr recognise more and someo lesg
number of scales not mnecessarly corresponding
with the above tem Kalyans, Kalingra, and
Jaijaivantt arerecognised scales or th4ths Desha
having two mshadas 1s also recognised The
Sitdr 1n faot 1s designed to have two madhyamas
and, 1 one of the two sthanas (ootaves), two
mshadas also as 1t was realised by the inventor
of the instrument that there were several tunes
with both forms of thess notes
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Chapter ViIL

RELATION OF NOTES WITH EACH OTHER

Al pp——

Affinity of notes; Samvadis Vivadis &¢ Shruti
necessary to determune affinity ; Danger in
discarding Shrutis

In Chapter II, 1t was noticed that two notes
differing 1 pitch are rvelatively more or less
concordant aud pleasing to the ear, according
to the freqnency of coincidences of their vibra-
tions 1o a given time. The number of vibra-
tions m each note of the present-day Indian
music a8 noted 1n Chapter [V for the mawmn
notes, and for the vikrita notes, as caleulated by
the shruti intervals of those notes, from the main
notes, noted i Chapter V are as follows: @—
540, W—076, G—607%, mM—E648, it —675, 7720,
#W—759% or 768 accordingly as 1t 1s calculated
from 9 or ®, 9—810, w864, €—911L, =r
~972, st —1012% and §—1080 The following
table shows the number of coincidences in a
second, which 13 the measure of concordance or
affimty each note bears with another.
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From the table it is evident (1) that ¥t with
all 1te association with the Komala notes, ag was
noticed when wirchhands were worked out, has
hittle or no affinity with @it and 41, and this 1s per-
haps the reason why @i1s never used with 4,
and the combination @{wAT has been discarded
[vide Chapter VII, page 69).

(2) The highest affimity of the notes 18 with
those at intervals of 13 and 9 shrutis, or express-
ing 1 terms of main notes with the 5th and 4th
notes., The latter are called Samviddis ( @t ),
which term will be oxplained lower down,

(3) In the cases of @t and f,and & and o,
which have the relations of 4th and 5th with
each other, the matter 1s however different, the
affinity for the pairs being very low. This 1s due
'to the fact that the shrut: intervals of the two
pairs are not 13 and 9, but 12 and 10 ia one case
and 11 and 11 in the other, & and st have also the
relation of 11-——11 and there is little affinity be-
tween the two motes It seems necessary that for
the first pair, the Dhaivata note should be a
shrut flatter than @, .¢., 3 shrutis above Panch-

ma, or the same note as the old shuddha Dhaivata
.of the Indian music, or the note A of the Eurc-
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pean music  Kor thesocond pair, 8 new Nishada,
a shruti lower than T or 9 shrutis from #His
necessary This s the samo a8 our old shuddha
Nishada The introduction of these new Vikrita
notos was also indicated by the Mdarchhands [esde
Chapter VII] Thoe sharpening of M and % as
noted there would not then be necessary

The number of vibrations of thonew Dhaivata,
which we shall eall dh (€ ) wonld be 900 and
1ts affimty with other notes would be & 180,
m 225, w 180, ¥ 90, X 118, and so0 with
the firat three 1t could be used with s much
better advantage than aror €t Similarly, the
number of vibrations of the new Nishada, which
we may call n (7 ) would be 960, and 1ts affimty
with € and |/ and it would be 192, 240, and
192 respectively, so that as a samvad: of # and
when used with v 1t would sound much better
than the other forms of Nishada and with #t
better than a4  For this defect, 1n no raga or
tune 13 Nishada ever used with Madhyama as 1its

samvadt althongh the two bear 4th and 5th
relations

In respect of themr relations and use n
ragas or tunes, Ratndkara mentions four olasst
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fications of the notes, viz, vidi, samvddi, viv4di,
and anuvddi. The note which 1s frequently
used 1o a raga 18 called Vadi (ai@t, meaning a
speaker or dictator) because 1t determines the
character of the tune Two notes which have
8 and 12 shrutis between them, t.¢, which are
at 9th and l.th shrutis from each other, are
mutually called samvddfs @mat, meaning similar
or equall. The pawrs Nishdda Gédndhgra and
Rishabha-Dhaivata are Vivddis (&3t meaning
quarrelling) to other Vadi notes and to each other.
Vivadis form a sort of opposition, as bemng the
gecond samvadis to the samvadis of the Vad:
note, they can assert themselves against the Vadi
note, and may alter the import of the tune.
In particular cases, therefor\e, they have to .be
avorded, or sparingly and caiefully used The
rest of the notes are called Anuvadis (JgarE)
which help the Vadi and Samvadi notes, as do
the servants their masters.

In our present-day music, as also 1 the
later post Ratndkara music, the last two, viz,
Vivddi and Anuvddi, have no real significance
although  the terms have been preseived
The notes left out from a tune, or very sparingly
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used, are called Vivadis 1n reference to that tune

without any reference to the Vad: note, or giving

the reason of their being left out

Other terms

used for 2 Vadi note are Ansha (&%, mesning
“the chicf part') aod Jiva (dta=lfe) Vivad
notes are known as Varjta (afa@=dsallowed)

Ananyasta or Astapriyn (WQRR,
thrown out or ubsent),

=almost
and M inaksparsha

(rarREge = very little touched) according to therr

use

The following table gives the Samvddr Vivdds

notes ete, as defined 1 Retndhars

e

1

E

Yad: Samvadi Vivads Anuvady
q q | Row |oaf
" R fr, ft,q, «
4 g T ™ R A
s q — w9 9,
T f — a7 g v
: q i g, 4,4, @
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Vadi Samvadi. Vivadi, Anuvadi
A ® — a9
. & T, g, v
q & ¥, @ q,q, &
noo g — o, &
% X f a, R, A9
N F e &, w4, 9,
& A — F,Ra,9 9
' T | q, 9, |/ q

It will be seen that the chief wvivddis are the
main notes either following or preceding the
vadi main notes (the other being only the second

samvadi of the same). When thess positions
are occupled by @, ®or 4, thereis no vivadi, as
1t is only the fa, W, & and & that become vivadis

according to Ratndkara  In the present sense
of the term, ¥ and ® do become vivadis. However

@ being the main note 1t has always to be assisted
by one or the other of its samvidis ¥ and G,
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go that there ¢an now be no tune with both &
and ¢ being absent Al may take the place of
¥ 1 certain cases

The interval between two adjacent notes 1s,
we know, 2, 3, or 4 shratis, and sometimes
according to gome books 5 or 6 shratis also,
but the latter are, in fact, ratioas between a note
and 1ts third, almost invariably i1n the cass of
the 6 shrutis mterval Hence as vivadis form
adjacent notes, we may conclude that intervals of
2, 3, 4, and 5 ghrutis do not make for affinity, s ¢,
the pairs with 1ntervals 2 20, 3 19, 4 18, and 5 17
ara bad combinations The pawr 8 14 1s also not
found a good combination in practice, probably
becaunse this interval always occurs between a tivra
(sharp) and a komala (flat) note (¢g, between i}
and a, @ and dfand @ andT) which combination,
excepting the case of #t already noticed, 18 1mcong
ruous Among the fourths and fifths (samvadis)
we have already seen 11 11and 12 10 are not good
combinations, although the latter 1s not infrequently
allowed for waat of a correct Dhaivata in the
present gamut  Hence the pairs of notes having
good affinity are thoss with 9 13, 7 15, and 6 16
wtervals This 15 evident from the affinity table
also
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The following statement gives the notes in a
more convenient form showing the comparative
affinity of each note, main as well as wvikrita,
with the rest It dimides the latter in four parts :
(a) are the samvadis, 7 e., those baving 13-9
gshrut: imtervals, (b) the anuvadis, with 7-15 and
6-16 shrufi intervals, (¢) the neutrals which I
shall call mirvddis and which 1nclude vivadis,
and (@) vivadis separately, whbich term must, I
think, be confined to 1fs original sense given in
Ratnakura as 1interpreted and explained above.
These are genmerally with 4-18 and sometimes
3-19 shrutr intervals, Madhyama and Panchana
have also been shown here although not taken

in Ratnakars.

Statement showing relations of notes to each
other.

1

;g; VEEE: Anuvadis Nirvadis Vivadis.
|9 @ |g@,m e A @adf,d® |84
W, M| SR, |, mWm, &, &t q, @, G m, it
«A| A, T | R, A g, 9i(, M, |, =€ i
(nearly)

Wy ——
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2| dam Anuvadis Nirvadis Vivad:

7 vadis

oA e, q W, ® A &, ;R a

@l A,q &9 A, @, @, Y, qn, , w oM@, @
(nearly)

A998 (qw,a (g @ S oa v

@ @, @ a, @0 a9 @, m | A | W o

9| 9@ | d,m e g, doa #, &

]|« A4 ar, @1, 9, W 4, W A, 7T

qr) & U, g, § M,mMA |9

wlm q@ @ qn, @, @@ |

ft| @@ Qg o, &, M A, «’E, O g q

tendency

From the above statement 16 would be evident
how defective 1t 18 to take the samvadis as 4th
or 5th notes from the Vadi note, without any
reference to the 1nterval, but this has to be done
after discarding shrutis, which 18 the present day

For instance, taking Panchama aga

samvadl of rishabbha when the latter 1s Lomala
will surely be incorrect bubt yet it 13 shown as
such Chatura Pandita 1 his Laksha Sangite
and Md Nawdbali Khan in his Maarifun Nagmat
do 50 1n the case of the tunes Gauri (F18) and
Shriraga #@WRET) which are included 1n the Purw:
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mela, and have komala rishabha (e, @), The
ridiculous portion of the thing is that the latter
book while menticning ¥ as samvidi gives a
Lachehhan gita (a song showing the charactenstics
of a tune, from @ww meanmg peculiarities or
characteristics) of Gunuri which has no 9 in its
notes. The notes acting as samvidi in these tunes
are at and H and these are at the intervals of 13
and 9 shrutis from .,

This demonstrates the folly of discarding
shrutis or grama of the old Indian music, on
which we have seen so far the whole structure of
music 18 founded, If the foundation 13 discard-
ed, the structure 18 bound to be unstable and to
fall. Dissensions and differences of opinion would
amse, which 16 would not be possible to settle, as
there would be nothing to guide us, and 1n faot
all scientific 1nvestigation would be 1mposmble if
the really scientific foundations laid by our old
music-makers are ridiculed and discarded.
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Ghapter IX

TUNES

Vakra or oblique notes and tunes Tunes with 7 6
or 5 notes Murchhanas Possible namber of
tunes Ample scope for addition of tunes

[N Chapter VII we have found oat the possible

number of scales known as Janaka melas
from which ragas are derived or, to say more
correctly, the notes of which form the bass of
the several ragas or tunes e have seen there
could be 22 janaka melas If we substibute & for
9110 the uttarangas to be used with the purvan
gas containing ®l, which 16 was shown in Chapter
VIII has good affinity for # and none for al, We
could have three more such scales with the
uttaranga 9A T § N T 15 not admissible as
the 1nterval between utand 718 only one shrut:
In this chapterit s intended to determine the
possibie number of funes, and thatin practical
use
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The process by which tunes are derived ig agamn
called Murchhana (g=zZ), although hero it has a
gomewhat different meaning from what it had been
given when the process was used to obtain Vikrita
gwaras, and original melas or scales [nidz Chapter
VI Here 1t simply means modulation or raising
and lowering of sounds in music g0 as to form
melody. The rise or successive ascent of notes
(i.r, going from a note of lower pitch to one of a
higher piteh) is, as we have seen, called Arohana,
and the fall or descent (ue,, going the other way)
i known as Avarohana in Indian music Hvery
tune can be divided 1n two parts, one ascending and
the other descending It may happen that hefore

reaching the extreme hmit we may have one or
more turns, ¢.g. AA T N AN A G &, [his makes
the tune tortuous and it 1s called Vakra [a% mean-
ing crooked or tortuous]. The note which gives
the turn (& and +t 1 the above example) is
also called Vakra, and 1t1s counventionally held
that the turning note belongs to the portion of
the tune (Aroba or Avaroha) which follows 16. @
and @, here, belong to Avsrohana or descent por-
tion because they each precede a lower note.
Some of the notes may be left out 1n a tune,
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aither 1n ascont or 1n descent, or 1n both, as ¥ 10
the above example Such notes are called Var

Jita [meaning left out]

It 18 almost universally accepted that to form
a tune there must be at least five no es, althongh
two tunes, Shri ( #ft ) and MMalashm ( Riasdt ) are
sometimes sung with four and three notes only,
also Hindola (f§2ta) has only four notes 1n Arohana
There cannot, therafore, be more than two varpta
notes 1n a tune or properly speaking 1n each of
the two parts of a tune as 1t 13 possible the Aro
hana of a tune may have oue set left out and the
Avarohana another A tune or part of a tune hav
1ng all the seven notes (either Shuddha or Vikrta)
18 called Samptirna (838, meaning complete), that
with only six notes 18 called Shadava (ars# from
g or %2 meruing “ si1x”’), and that wath only five
notes 13 called Audava [ sit3q, from IZA, meaning
sky or Akasha which, being the fifth of the five
divisions of matter staunds for the number five]

The process of evolving tunes from the
Janaka melas by employiag the full or a smaller
number of notes, as above, 1n both the Arphana
and Avarohana portions s called Murchhana It
divides itwelf 1nto the following nine classes —
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No. 1.~Samptirna-Sampirna ( &gu0 &3¢ ), i.6.
having all the seven notes in both ascent and
descent ;

No. 2,~Sampdrna-Shadva (&. @@ ), having
seven potes 1n ascent and s1x 1n descent

No. 8.==Samp-Audava (&. @ta=), having seven
notes in ascent and five 1 descent;

No 4.—Shddava Sampitrna (4123 §1%), hev-
ng six notes 1n ascent and seven 1n descont ;

No 5.—Shéd Shadva (q—a18a) with six notes
m ascent and gix 1n descent ;

No. 6.~Shid Audava (m—sitgd) with six
notes in ascent and five 1 descent :

No. 7.—Audava Samptrna (@itga sqd) with
five notes in ascent and seven in descent ;

No. 8-—Audava-Shidava (dlz ares) with five
notes in ascent and six 1n descent ; and

No. 9.—Audava Audava (st @itzg) with  five
notes in ascent and five 1n descent

Not taking into account the vakra or oblhique
tunes that may be formed, these nine classes of
Murchhands can evolve the following number

of tunes from each of the Janaka melas [parent
scales] :
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i
No 1 Murchkhana will give one tune

No 2 will give s1x, as & cianob ba left out

No 3 When two notes are left oubt they
almost 1mvariably form 2 Samvadi pair There
are a few exceptions which need mnot be
congiderad n this general calculation ‘'Lieaving
those with @, we have only five Samvad1 pairs,
viz, Rishabha Dhavata, Rishabha Panchama,
G4dndhdra  Dhawvata, Gandbdra Nishdda and

Madhyama Nighdda This murchhand there
fore gaves five tunes

No 4 will give six tunes, like No 2

No 5 Archana hassix variations and each can
have three corresponding variations 1n Avarchana
(:¢, one 1dentical note and two samvadis)
excopt ¥ and ® which can have only two,
because @ one of therr Samvadis can not be

left out Jhere can therefore be 6X32 or 1o
tunes gnder th1is murchhann

No 6 Assnud under Ne 3, Avarohana can
have only five purs, and for each pair there can
be two varjita notes mm Arohana Hence tis
murchhana gives d x 2 or 10 tunes

No 7 gives five tunes, like No 3
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No. 8 gives ten tunes, ike No, 6.

No. 9. There being five pairs of samvadis 1o
each of the two parts, this murchhand will
give 5 X 5 or 25 tunes

By this process of murchhanas we thus geb
84 tunes for each Janaka mela, or say 90 tunes
taking wto account vakra or oblique tunes and
those not covered by the data above As we
have 25 possible scales, 1ncluding the three formed
by introducing a new note 9, the total number of
tunes comes t0 92 X 25 ov 2,260. The 25 scales
cdiffer from each other very shightly, so there wall
be a lot of overlapping of the tunes For 1ustance,
i the case of scales 1 and 2 (vide statement
on page 69) which differ only 1o Gdndhara the
tunes without this note Gandhara will all be
common, We can not therefore count upon
more than say 2,000 tunes 1n all. |

This number 1s capable of increase fo a
cortain extent, as different tunes are formed by
adopting different Vddi notes, although the gene-
ral scale may remain the sime. Oa the other
hand, tunes for being melodious require appro-
priate notes following each other, and any and
every combination will not do, There 15 besides
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another factor which tends to reduce the number
constderably The character of a tune 1s gene
rally distinguishable 1n the Archana (ascent) and
the Avarohana portion only supplements or em
bellishes 1t A Sampurna arohana does not there
fore generally admit of a Shadava or Audava
avarohana, which means that there are very few,
1f any, tunes comtng under the classes Sampurna

Shadava and Sampurna Audava  Similarly
Shadava avohana miy have a Sampurna or a
Shadava avarohani, but hardly an Audava avar
ohana This almost nulhfies the murchhanas
Nos 2, Yand 6, or takes away aboubl of the
total number of tunes, thus leaving only about
1,500, tunes 1n all  Iti1s rather strange that Cha
tura Pandita 1n his Laksha Sangita, 1gnoring all
the restrictions and overlappings noted above,
and taking the old 72 scales of Venkateshwara,
gives the number of possible tunes as 34,848
He hotvever says the number of good ragas 18
limited by the fact that they have to bo pleasing

The number of tunes in Hmdustam music

ak pregAnt ta wge 13 near about 200 We counld
not expect +nythuog better after centuries of
neglect of the art by the intelhgentsia, which
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art, since the later Mohammedan period 6ill very
recently, has been entirely 1n the hands gener-
ally of illiterate professionals. [t may however
be said to their credit that most of the tunes
and essentials of the system have been well
preserved by them, even though the principles
leading to those essentials have been forgotten
An endeavour has been made 1n this treatise to
establish these principles,in order that the essen-
tials of the system preserved so far may not
be discarded as baseless and disregarded 1o any
additions that may be made 1n this direction.
We have seen there 1s still a lot of room for any
number of new tunes being added,

The conduct of hife 1s fast changing in [ndia,
new perceptions, new emotions and new 1deas,
amalgamating Hast and West, are displacing the
old perceptions, emotions and ideas, Music
will aleo have to shape itself to conform to the
new state of things. It will be seen that our
foundations are wide enough to take the new
structure, without any change 1n the system.
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Chapter X

RAGAS OR MELODIOUS TUNES

Raga defined Its arrangement. Tanas Alankaras
Ban on Tivea Madbyama

THE word used for a tune in Indian music 18

Raga (W) A raga 1s thus defined 1n Sangiia
Darpana

‘gry safy frdlteeg & 9@ Forfre

wited g s g 1"
2 ¢, a raga 18 spoken of by learned men as that
which 13 embellished with the colour of musical
notes, hag 1ts separate tune and import, and 1s
pleasing to the mind

Any and every tune cannot therefore be

called a raga, which must have the following
distinctive features

(¢) The notes composing 1t should be so
arranged as to be melodious , (z{) any adjanct to
1t ¢ g, a drone or a subordinate musical accom
pamiment, either ipstrumental or vocal, mnust be
m harmony with 1t, (ss2) 1t should be oclearly
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distingmighable from other rigas. In Indian
musie, each riga has been given a name; (i [ts
tune may he capable of conveying a parficular
emotion or 1dea ; (v) It should besung at 2 time
when the state of mind conforms with 1bs
mmport, as otherwise 1t will not be pleasing,

There 15 another thing which 18 very essen-
tial for musie, although not indispensible for
rigas, as distinct from songs. It is the rhythm
or keeping time. known as Tdla (st& ) 1n Indian
music

Coming first to the melodious arrangement of
notes, we have in Chapter VIII investicated what
affinity each note bears with the others, We
have seen that Samvddis and Anuvadis are more
concordant than others, and also have found out
which of the pairs form good combinations and
which not. The bad combinations noted there
cannot be used when the component parts are
meant to be sounded together, but there 1s
no objection to using them as adjacent notes,
ag parts of a bigger scheme because they do
bear concordant relations with each other
For adjacent couples the bigger the intervals
the more wigorous the combiation, e g,
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shruti moterval 18 more vigorous than a 6 shrutr
one 6 shruti better than 5 shenti, and 8o on
We cannot however have the same interval
repeated successively as 1t will be mouotonous,
and 1t 18 better to mse or fall with easy steps
Smaller and bigger intervals have therefore to be
mixed up to makes tune melodious The inter
vals 1n the sargams of the following common tunes
will 1llustrate the point =

Bhairava— .

Intervals between 8 and §2, 4 83 4 2 4 3=27 Shrutis
Bhairva—

Intervals between ® and & 228 2 4 2 5, 9m22 Shrats

Malakosha -
Intervals between & and 63643 =922 Shrutis

Samvadfs (3-—18 ghratis) or octaves (22 shrutis)
are also used as adjacent notes occasionally, but
not very often (the latter less often than the
former) as Indinu music approaches 1ts notes by
easter steps, not by leaps  This 18 done only
in the way of relief from successive shorter
mtervals It 18 known as ° Chhdta” (gz)
meaning release or reliet An 8 shruti interval
18 bad and rarely used, except that w €t w
18 sometimes used, but surely # 9 ® would
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be better, and it is due to the absence of | from

our present gamut that @ @\ ¥ has been allowed.
The whole character of a tune cannot very

well be depicted 1n all cases in one stretch from

& to &, and one or more turns have to be taken,
which pioduce Vakra notes and make the tune
itgelf more or less Vakra, as noticed already in
the previous chapter, Thig s offected by intro-
ducing what is called & Tdna [ am]. Tdna (from
the root &3, to spread)is defined as that which
is uged to expand a rdga, and consists of a certan
pumber of the notes pubt in different orders.
It 18 one of the things about which there seems
to be a muddle, Every one of the writers on
music seems to consider 1t of great importance
to give tho possible number of Tdnas, te,
.7 or 5040 for seven notes, L6 or 720 for six
notes, L5 or 120 for five, L4 or 24 for
four, L3 or 6 for three, 2 for two notes
and 1 for one note for each mirchhand,
without any consideration whatever for over-
lappings and to explain how they could be
worked out. And yet the real use of so many
tdnas has been admtted as not bewng quite clear.
It has been said 1a one place that out of these only
84 are used for expansion of mdrehhands or rdgas,
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Ténas are of two kinds, Shuddha and Kiita
[g—illusive, not straight]) A Shuddha tana
has all 1t8 notes i1n the natural order, either 1in
ascent or 1n descent, as fimt and AAR are
Shuddha tanas of the three notes, R, #,and g A
Kiita téna has not got 1ts notes in the correct
order Raw wflw, aaR, wdafta are Kiita
tanas of the same three notes

Sarmraya 1 Ishrgt, an Urdu book written 1n
1874, says that a tana consists of only four notes
or less, and that any greater namber of notes will
take 1t to the catogory of a riga This view sooms
to be correot The book gives the number of
Kidta tanas as 52, but not bow the figure was
arrived at Tdnasen recognised 9 Kiita tanas

The actual number of tanas between = nd &
from combmations of 2, 3 and 4 notes comes,
after eliminating the overlappings, to 60 altogether,
divided as follows —

Shuddha tanas original mirghhana, 1, two-
note combinations, 5, three note combinations,
4. four note combinations 3  Kita ténas
three note combinations, 8, four note com
binations, 39 From the defimtion there can
be no Kuta tanag for two note combinatious,
and for ordinary purposes of forming ragas,
tanas of more than four notes are not required

7
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The tdnas of two and three notes give Vakra
swaras, and those of three and four notes Vakra
rdgas However a 1dga 1s not generally called
so, unless almost the whole of 1ts Arohana or
Avarohana takes a tortuous character

For embellishment, repetitions of the notes
that enhance the melvdionrness of a rdaga are
mtroduced. This is genetalls done through
the tdnas, both Shuddha and Kita. The repett-
tion 15 effected by the processoes known as (1)
Sphurana ( €R@=quivering, or using the notes
twice , (2) Tupu (g ) or using them thrice ;
(8) Kampana (&¥a=trembhng or shaking),
which the notes are 1epeated several times but
with shorter dufations, (4) Andoluna ¢ ®=taw =
swinging), 1n which noles are repeated so that
one ot a longer duration comes between those of
shorter durations, ey, @ @, AUY, AT ;
(5) Ahatr ( Mgfa =10llng), m which similar tdnas
of ascending notes follow in suceession, 6.4
aia, Raw, a7q; and (6) Pratydhat: ( sengla ), 1
which similar tdnas of descending notes follow
In succession, € g,, g ﬁ, w9, 9wy, The t4nas
uged 1n this way are called alankdras ( AEFW 1=
an ornament) in Indian musiec, A good number
{over 60) of these has been composed and men
tioned 1n the old books, and each g1ven a name,
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Alanknras were considered a nacessity, agthey are
at present also, for good music Bharata says, “a
song without an alvnkaa 1s hke o might without
moon, 8 rver without water, a creeper without
flowers, and a woman without ornaments*’ A few
sumple ones are noted below with theiwr names, the
full number ¢in be seen 11 any of the old granthas
(z=t ), Sangita Paryatal or Sanqita Derpana for
mstance orin the Urdu book Maar: fun Nagmat
by Mohammed Nawab Al Kbhan Salib of Sitapur
Bhadra—g R&, Raft waq, -
\anda—wafifigg, RRaafGR, -
Jita—gaflR g fRaf,
Bhala—ganftgsnafig,Rangeaafi -
Bindo—gag R, RRQn, - -
Trivarm—a R auaa,faazwa, - -
Akshepa—w ftu, R @, 7wy,
Krama-g RRaa#a Raaranyg
Koklla——g RuaRua, RaafRasny,
Mahavayra—g RaRaftaa, Raanftawy,
Mandradi—g Raaaaf@aRafkafins,
Raageaafiftaaafinwg,
According to the ascent or descent of the
notes Alankaras are divided into four classes
alled Varnas [ gt ] When the notes are ascend
g, the Alaunkara 1s called Arohf Varna, when
descending 1t 18 called Avarohi Varna , when the
notes are both ascending and descending, 1t 18
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called Sanchirf (d=wt=changeable); when the
notes return to the original note from which the
start was made or when there are repetitions the
Alankdra is called Sthd{ Varna [eur€ = standing]

The Alankdras have shuddha or vikrita swaras
according to the rdgas they are usedun Also the
Varjita swaras in a tdga must be left out in 1ts
alank4ra algo. In the present-day musie, these
alankdras are called Paltd, Tédna or Tora when
played on a musical instrument, when sung with
the mitials of the notes (&, R w etc.) they are
called Sargams (or Tdnas of the Sargam) ; and
when only the sound of the notes is uttered, leav-
ing out the imtials, they form what is called
an dlapam (Wra@®) The last two are peculiar to
the Indian music, and make the riga very pleas-
ing and highly artistic

BEach riga 1s supposed to have its vadi and
samvadi notes, which mostly determine 1ts import.
These are either more frequently used than other
notes, or used in such a way as to be prominent.
Next to these, are their Anuvidis, and then the
Nirvadfs. Vivadis are to be the least employed and,
if likely to affect the character of the tune, to be
altogether avoided. If used at all they might
come in Avarohana, not i Arohana. The
Samvadfs, Anuvddis etc. for each note have been
worked out in Chapter VIIL.
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It would not be out of place to note down a
tune to 1llustrate what has been ss1d nbove, and
to show how music masters arrange their coms
positions [t has been taken from a song, 1n the
tune hknown as Hansa Narayan (g8 swaw) i Parvl
mela, composed by Chatura Pandita, the author of
Laksha Sangita, and given'in Ma drifun Nogmdt
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. The following things may be noted —

(1) Intervals from 2 to & shrutis have been
‘mixed up

(2) These bave been relieved 1n two places by
mtroduoing samvdi 1ntervals of 13 and 9 shru

118

(8) There 158 no mterval of 8 shrutis nor any
couple of adjacent intervils aggregating to 8
shrutis

(4) There 1s + umformity in diversity in both
the parts of the song noted 1bove The begm
mug 1nd end 1a each case are reversals of each

other

Guda, @A, g @G are the alankaras
introduced

(6) ® and 9 re noted 1a the book as Vadl
and Sdmvdd: but the way in which ® has been
used does hardly warrant for 1t the character of a
Vad{ ¢ too although used rather profusely does
not peculiarise the tune, which 18, as will be seen
done by ftand .  lhe tune Hansa Narayano 18
Audava shiiava, 1n which ar 13 entirsly to be left
out and 7t used 1z avairchana only W, and =it are
not vividis nf either & or ¥ but are therr anu
vadis 'They are Vivadis of stand 7t It therefore
appears more correct to take #t and T ag Vadf
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and Samvddfin the tune Hanss Narayana than
taking @ and 9. There seems to be a reluctance
on the part of the post-Ratnikara musicians to
make ¥ as Vddi due perhaps to tbe fact that & 18
now the chief note and 3t 1s not in good concord-
ant relation with 1t; but this is not a good
reason, for Wt 1s not in good relation with @&
either, but there 1s no objection to taking 1t as
Vddi. For the same reason perhaps i, which 18 a
gamvadi of #t has also been banned. This 18 2
matter again for the experts to look into. The
campaign agamst untouchabihty should also be
extended to music to increase the utility of the
banned swaras hike #, sit, otc.

In depriving #t of its Vddism, 1t is necessary
to get the Vdadi-place taken by some other note,
and, for this purpose, in the tunes which partic-
ularly require the use of #t, & and ¢ or & and
® are prolonged in their use. This is perhaps
the case with the tune Hansa Narayan too.
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\ Chapter XI|

RHYTHM OR TIMING

Tala defined, Matras and their divislons , difference
with European timing Old Jati talas, Present
talas and their derivation from old talas
Sama and Vishama graha
'THE element of time 18 as essential to music

as to any other affair of the world As a
regular succession of sound vibrations 1s necessary
to mal.e the sound musical, asa regular coincidence
of the vibrations of musical potes makes these
notes concordant , as an appropriate blending of
concordant notes at proper intervals 1s required
to create melody , so for good music 1t 18 essential
that the component melodious pieces should
follow each other at regular and appropriate-
mntervals of time This keeping of time was
effected 10 India by clapping of the hands, and
was henco called Tala [ar& clapping of hands,
from T a palm of the hand] The practice 15 stall
1D vogue

The 1pstruments n nse for the purpoge are
Pakhavaja Mmndanoga, Tabla ete, which not only
keep time but thewr sweet sovnds, and parans and
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‘Gamaks (tdnas) enhance the quality of musie.
Their basis of play however, is the original tila,
the rules of which govern them also.

The interval between two claps or strokes,
which is termed a laghu (@¥g==small), is governed
by two considerations. (1) The smallest interval
should be such that the hand may not get tired
1 the course of one rdga or song, and (2) the
other extremity should be 1n conformity with 1ts
function of keeping time, forif the interval be
too big, the object would be lost. Tor the first,
1t was thought that the time taken by a beat of
the pulse of a fairly-healthy man is the proper
smallest interval and, for the second, abont three

times this interval. These limits cannot evidently
be very hard and fast,

The interval is also considered in another
way, viz., in terms of syllabic instants, called
matrds | wret] A matra is taken as the shortest
time in which a syllable could be properly
pronounced It was taken and perhaps
correctly, that about three syllables could
well be pronounced during one beat of the pulse
Therefore a laghu ranges from 3 to 9 métras.
Its usual value, unless specifically mentioned
otherwise, 1s taken as 4 mdtrds, and as such the
following are its sub-divisions and mulfiples.
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8 Kehanas ($@)=1 lava &4, 8 lavas==1 Kishtha
w5t 8 Kasbthas=1 nimisha (), 8 mmishas ==
1 Kala (%@1),4 kalas==nnudrata (®g8%) or anu or
virima (@), 2 anus=1 drute (§J), 2 drotag==1
laghu (gl 2 laghns=1 guru (@%), 3 laghus=1
pluta (@) and 4 laghus=1 Kahkapada (g13vg]

An anu or virama 18 thus equal to one matra
and dencted by the sign U, a druts=2 matras
with 1ts sign O , » ]laghu=4 matras (urless spect
fically mentioned to have other values) and has the
sign=1 - guru=8 matras with 1tssign §, s plata
=12 m4trds with sign3, and a hakapada=16
matras with sign4 [ hree matras are denoted by
4 combmation of Virdma and druta as ¥, and 5
matras by a combination of Viruma and laghu as¥

As 18 natural thereis o lot of difference of
-opinions as to the time of a matra, but the exact
time 18 not of any great consequenceand need not
worry us  What 1s necessary to understand 18 the
values of laghu with reference to matras as noted
above On the time taken by a matra however,
depends the quick or slow singing of a rong
which 15 denoted by the term Laya [@=motion,
frow the root 4 to move] When quick, 1v18 called
Druta laya, [xd = quick] , when slow 1t 13 called
Vilambita laya (Rraf@==retarded) , the ovdinary
one being known as Madhya Laya [TR==mddle]
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The approximate HNuropean equivalent to @
matra is half a crotchet, which makes the ordin-
ary laghu as equal to a minim, the Buropean sub-
divisions beimng as follows, 1 semibreve,=—2 minims
== 4 crotchets==8 quavers==16 semiquavers =32
demi-semi-quavers. There is in this respect a httle
difference in the Huropean and Indian systems.
While the Buropean semibreve and its sub-divi-
sions represent the time for which a particular
note 1s sounded, the Indian laghu etc show the
interval between two ttrokes of the tdla, without
any reference to the notes. ['he notes may of
course be fited 1n as desired by the singer within
the interval, but the tdla has been treated by the
Indian musicians independently of notes and tunes.

As has been said above the convenient interval
between tala strokes is a laghu ranging from 3 to
9 mitrds, Smaller 1ntervals of one and two wmdtrds
and bigger ones of more than 9 mdtrds were also
1 vogue in the old music, but generally mixed up
with the standard laghu interval. These were used
in the playing of pskhdvaja. In the current Indian
music a two matra interval is the only exception.

Several intervals, either of similar or different
durations combine to form what is called a téla
or measure for the songs or parts thereof 1n re-
ference to the rhythmc instru ments, pakhdvaja,
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tabla eto the measure 18 called theka [3#r=a fixed
arrangement] The combinations are written m
the notations of the intervals given above For
mstance, OIU represents a tala of 7 matras con
tamning three strokes, the first of 2 matras the
gecond of 4 and the third of one matra The
notation 18 known as Anga (%) or body of the
tala as 1t shows 1ts composition

The old music mikers deviged seven talag
known as Jatt talas (sf¥=cliss or gpecies) from
which all the othar talas were derived These
are as follows

= Notan| No of matras | 2
#E Names of tion or| taking laghu of 4 °J§ Possible modt
the tal
‘Zﬂ ¢ lalms Anga matras ZD“E fications
_ - | \
1| Ekatala T 4 1
[eF]
3 | Rupaka o1 24 imb 2 10
[wvs]
3| Jhampa |1IUO | 4+142=7 | 3| TOI 01O
[w]
4 Tnpnia. 100 44+242=m8 3 001 0OID
(Frge
5| Mathya |1op | 4-+244=10 | 3 110 110
In order
[#34]
|
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|

=3

Number

Posaible modi
fications

 of | Nota | No of matras
Names OV Yin or taking laghu ot 4
the talas E Antra  ntins

No, of
strohes,

- - - -

Atha ITOOM4 +44-242=12 | 4 1001, OOI],
Ullo
[ors]

“hrova | TOII [44-2444-4=14 | 4 G111, 1010,
[E‘q] ITO1L

\ ! |

By changing the value of laghu to 3, 3, 4, #nd
9 matrds 28 more talas were obtained. BEach of
these 35 tilas was givenr » name The larhu was
not gi1ven the value 6 or 8 mdtrds perhaps because
these were doubles ot 3 and ¢{. Some tilas were
also obtained by rope:ting one or the other of
the small talas. The longest tdila that could be
obtuned from these Jati Talas without repetition
was of 29 matras, 1.6 dhruva with the laghu of 9
matids but ordinanly tilas of more than 1o
malras were perhaps of rare use [n the time of
Shdarngdeva, however, we find talas of much
greater length, reaching as much 2s 69 or 70
mditrds but these were all meent for pakbavaja
its parans and tanas and not for keeping time
with bands. The following table gives tdlas up to
16 mdtrds as worked out from the ususl forms of
Jan télas.
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Each tala had, as 18 the case now also, one of
the strokes on which more stress was given than
the others, and for the sake of contrast to make it
more prominent the stroke, or more correctly
speaking the métrd, difectly opposite was given
the loast stress The stroke following the stress
od stroke 1s also sometimes treated in the same
way to give prominence to the latter The stress
thus brought on a stroke was [also now called
Sama [@@ meaning composure after agitation)
The strokes with little or no stress are now Lnown
as Khdll (empty), the old name for which was
Nishabdu [ft : ss7—without sound], all the other
strokes beimng called sashabda [with sound| Inm
pakbédvaja, tabld, etc , the nishabd istroke 18 with
out a stroke on the left-hand ade of the 1nstru
ment which gives the full or fAunsound In some
cases the mstruments cease to play for anishabda
stroke, the player keeping the time 1n his mind
only

In the present day music, t4la strokes of more
than four matrds or less than two mdtras are not
generally used, <o the longer strokes of the old
talag have been split up 1 many cases, the second
part bemng given a Kh4li and the old one m4tra
stroke 1s joined to the preceding or the following

stroke
8
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The following table gives the important tilae
1ip current use, with their compesition and the
corresponding old jdt1 tdlas from wlich they have
been derived: The sama and khali pomnts have
also hbeen indiceted

\
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NoTE . - It appears the names of Nos, 16 and 17 have been

inter-changed, as the demvative Jati talas suggest Ara for

No 16 and Dhiuva for 17

From the Jdti talas 1t will be seen that anly
four strokes were originally comtemplated, and
1t was by sphtting some of the strokes that in
the piesent music we have more thau fonr
strokes, but in these ca-es the excess goes as
Khdli, Below are given o few tdlas which have
more than four strokes. These were devised by
0ld mu-1c-makers hike Sharngdeva and others,
and are still used, though rarely,
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The strokesof pakhavaja or tabld are fitted
in accordance with the strokes of the tdla as
noted above. Tdnas have also been composed for
these instruments which, however lengthy, must
in the end come to the particular tila, the samas
of the two coinciding.

‘The concidence 18 known as Graha [ #i=
grasp, or perhaps the softened prikrita form of
gwg=a tie or knot] When the two samas coincide
regularly, it 18 ealled « sama graha (@A==-ecqual),
otherwise 1tisa Vishama graha [&@=—1rrogular ),
The latter 13 of two kinds: (J) Atfta in which
the sama of the instrument comes after that of
the real tdla, and (2) andeata, in which it precedes
the sama of the tdla. In the one case, the speed
of the instrument has to be quickened, and
the other it 1s to be slackened in order that the

next samas may coincide with the sama of the
tdla,

he rdgas or songs, except 1n very special
cases when emotions have to be expressed, have
to follow one or the other of the tilas In order
that & rdga may be vigorous and pleasing, the
position of 1ts sama should be occupied by the
v4d1 or samvadi swaras, and these should form a
sama graha with the sama of the tdla. When
t4nas are taken, the graha may sometimes be
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vishama to comcide later as explamnod above
But 1t 18 not always considered necessary to have
this coinoidence 1n which cases howover the
distances must rematn umform throughout

In some cases more talas than one are used,
partioularly, 1n the old Indian musie, two or three
talas were mixed up 1 the sort of songs known
a8 Prabandba To go from due tala to another
particnlar care bad to bo takhen g0 that the
pont of change might not be distinguished as
abrupt This could be elfected by quichemnog
or slackenng the Iayas of the adjncent talasso
as to got them blended together

I'he laya of a raga or song 118 determined by
its subjeet and 1mport , a grave and solemn or
plaintive raga requires Vilambita Iaya that ex
pressing sport, ridicule, or mernment, requires
Druta laya, the Madhya laya being used for
ordinary songs

Below 18 given a rags, by way of iliustration,
to show 1its tdla and the corresponding tabla
strokes The tune 185 Imana with sama on the
first syllable, or rathor druta, the tdla beng

Chautdla

Song — W@ IHTIAEIWAIAATIWA
getg) 9fa1g g imarrara)
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Tune, Imana=—-St&y 1 9 @1 W A 19 g Hf 1 < Ty

MAIA|MI I AN QA 1T ad

x o () o (1) (»)

T4la Chautdld—31 R 1 ® 1 R 1 ® | 31

Tabla Strokes—1 dhd dhd 1 tinnd j kit dbhd1 dhun
nat kit tik 1 g1d gin

If the song be sung 1n the tunc Bhairari, the
notes wiil be as below —

Q1M |TMAWMIAR ] AR A
AME MM F A NSG I 901 9 7O

The sama 1n this case shifts to the seventh syl-
lable or fourth druta, so the sama of the tabl.
stroke (dhd-dhd) must be brought here to have
the sama graha, otherwise the graha will be
vishama, and not quite pleasant.
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Chapter XII
HARMONY

Harmony defined Forgotten in India Three kinds
of Harmony n Indian Music

VV HEN two or more coniordant notes are

:ounded tocether, they form what 15 called
Harmony The Indian werd for harmony 18 Laya
(99 = union, fusion, from the root &ft==to adhere,
to vanish) being 1n this sense different from the
word laya, used for the slow or quick motion of a
tune 1n the previous chapter In chapter VIII
the relation of each note with others was investa
gated and 1t was found that pars of notes with
9~1+ shruti intervals, known a8 samvddis and
6—16 nd 7—19 shrutr ntervals, 1 ¢, anuvadis,
were concordant An octave of a note 18 of course
concordant to the latter In European music the
notes with 5-—=17 shrut1 1ntervals are also taken
as coneordant

For harm ny, when a tune 18 played,its salient
and promment points are supplemented by sound
ing the harmonicnl notes as mentioned above,
whereoy the sweetnrss of musmo 18 largely en
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hanced. The latter notes form a tune in them-
selves which the ear is capable of hearing dis-
tinctly separately from the mamn tune, as also at
the same time 10 combination with it so that the
effect 18 exceedingly pleasing. It is not neces-
sary that each note of the harmooy tune should
be concordant with the corresponding notes of the
main tune Discords are sometimes introduced,
as a contrast, to 1ncrease the value of the con-
cords The harmouny tune 18 generally played in a
lower octave or sthdna.

The art of harmony was well developed by the
old Indian musicians, but 1t has become almost
extinet at the present day All that we see of it
18 the sounding with music of drones representing
the main note, shadja and 1ts fifth, which provide
harmony of a sort The chief instrument for this
purpose 18 the Tambura, which has three wires
representing Shadja, and one representing Pan-
chama, The Vind, the Sitdr, the Sarangi, and
other similar instruments have also extra wires
or strings tuned to Shadja, Panchama etc , which
resonate and enhance the volume of music. The
Tébla 1s also tuned with Shadja, or sometimes
with other notes if desired by the singer.

Three kinds of harmony seem to have been
practised i India, vz, Swara laya (&€ @),

\
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Ansha laya (w0==a part) and Anyonya laya
[wira—=mutual] Swara laya 18 the harmony pro
vided by the individual notes asin the case of
drones and their samvddi and anuvdda swaras
I he arrangement of the uttaranga being exactly
the fifth of the purvdnga in the Indian scale of
music has the pecuhar advantage of providing
harmony 1if desired, for a tune may be played in
the ordinmary manner and 1t way, atthe same
time, be played on the uttaranga of a lower
sthina, and the two will be 1n exact harmony
They will have what may be called shadja pan
chama bhava [sra—state]

In Indian mume the sthd{ (end==anything
permanent) of a song or raga, waich shows 1bs
full tune with all the necessary notes correctly
arranged, 18 generally divided 1nto two or more
parts or angha ‘Chese are in the same tala and
used to be 1n the compositions of music masters,
gonerally so arranged that 1f played together
they were 1n harmony with each other Thus if
one mstrument plays the raga from the beginning
and the other at the same time starts from say
the second part 1n a lower octave the two 1nstru
ments will be playing in harmony This s
Ansha Inya Asone part wmillbe followwng the

other without actually overtshing 1it, 1t may be
9
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termed Brahmoshd Bhdva [sm--2am, i.e , the state
of the sun following the dawn without being able
to catch 1t]. It is called a fugue in Buropean
music. The sthd1 of the tune Hansa Narayana
given in Chapter X (page 101) and those of the
tunes Iman and Bhairavi given in the last chap-
ter will be found with their parts to form fugues
very nearly. This1s shown below fe-
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The third Lkind of harmony (Anyonya laya,
FY F9) obtains between two ragas of different
tunes This 1s known as counterpoint 10 Euro
pean music and 13 s difficult composition The
tunes must, of course be sung or played on the
same tala The salient pornts of each of the tunes
have to be concordant with those of the other
The two tunes are heard separately, as also
blended 1ntoone They have what may be called
Pitipatm Bhava [qf¥=<husband, wdt=wife] In
India, for several rdgas five or six such tunes as
would harmomsge with them were composed
These latter were given feminine names and were
Loown as wives or ragtnfs of the former, which
were called rdgas The subject will be furbher
treated 1n a subsequent chapter As has been
said above, the art of harmony has beon lost or
given up, so that the ragas and ragms former-
iy connected m harmouy are treated now as alto
gother separite tnnes They have gradually
undergone changes and alterations, and 1n many
caseg do not harmonise as they did before
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Chapter XIII.
INDIAN RAGAS AND RAGINIS,

Ragas and Raginis how differenfiated in different
periods, Sargams of Ragas or tunes of current
Indian music. Analysis of tunes
by Music Experts.

VVE sball now come to the different tunes 1o

Indian music, and see how they are differenti-

ated from each other. The points of difference,
we have seen, are :—

(1) The Janaka mela to which the tune
belongs, vide Chapter VL.

(2) The particular murchhana of that mela,
vide Chapter 1X,

(3) The existence or otherwise of vakra
notes, ytde Chapter X, and

(4) The Vadi and Samvadi swaras,

There were a few other points observed in
the old music, ¢.g. Graha (mg) or the note from
which a tune commenced ; Nydsa (Ri) or the
note on which a tune ended; Téra, the note
to which the tune extended in the tdrasthdna;
Mandra, the note to which the tune descended in
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the Mandrasthdna , Bahutwa (4g®) or mention
of the note which was used most 1n a8 tune, and
Alpatwa (®WQ) or mention of the note which
was used the least or was left out In the
current music nono of these, oxcept the last and

sometimes the first and second, 18 taken any
notice of

One very 1mportant pomt of difference 18 the
portion of the Saptaka, phrvdnga or uttaranga,
that 15 more 1mpressive tn a rdga Some of the
ragas show themselves in purvinga (8 to #)

and some 1 thew uttaranga [q to ®] Also
gome are plewsing 1n thewr ascent (arobana)
and some 1n descent [avarchana] The Pdrvinga
ragas are generally 80 1n ascent and the Uttardnga
ones 1n descent

The arrangement of the tunes has been
different 1n different periods The oldest, and
perhaps the natural one, was taking the grdima
ragas first with thewr five divisions, Shuddha,
Bhiana, Gauda, Vesara,and Sédharana, as slready
noticed, mde Chapter VI, gud numbering 30
These being rather abstract scales had Bhdshds
( 7t = speech or exposition), Vibh4shds and
Antarbhashas (alternatives) which were the tunes
that showed them 1o & more practical way Than
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there were other rdgas and upardgas and a lot
of connected tunes known as rdgingas, upingas,
bhashdngas, ete, Out of these ragas, bhashas,
and angas, Shirngdeva, the author of Sandita
Ratnakara mentioned 264, including the old tunes
as well as those current in his time,

Among the post-Ratnakar writers there are
some who take six rdgas with five or six rdgnis
to each, ascribing the arrangement to older musiec-
makers like Someshwara (or God Shiva), Bharata,
and Hanumat. They go so far as to mention
sons and daughters-in-law of each of the six rigas,
which include almost all the tunes current in
their time, It 18 not impossible that the old
music-masters had some rigas for which they
found out tunes allied to them in some way and
called them their wives, but that all the rdgas of
Indian music could be included within groups oi
ounly six families is inconceivable, and a lot more
of tunes must have been known to the old
writers like Bharata ete. The rdgas and their
riginis are not all the same with the different
schools above, which shows that the tunes,
although they retained the names, underwent
many alterations in the course of time.

These rdgas and r4ginis have been ascribed
forms of men and women in different attitudes
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and states of mmnd This no doubt had reference
to the sentiments expressed by the different tunes,
but ay thig aspect of musio has long been lost,
1t 18 simply taken as poetic imagery and no
heed 13 taken of 1t The tunes have now
got modibed and & lobt of unauthorised inter
polations has also been probably introduced,
so that the descriptions given of the rdginis can
hardly be indicated by their tunes The subject
will be dealt wath further later on

The rest of the post Ratnakara writers divide
the rigas of their time under the several Janak
welas (parent scales) whose notes form the basis
of those rdgag They are differentin cases of
different wrters, sbowing the change that as
was natural, went on gradually It 1s unneces
sary to mention the janaka melas or tunes of
these old writers as their notes are not, wo have
geen, all stmilar to ours Their shuddha rishabhs
and shuddba dbaivata are nof, for stance,
represented by any of our present notes, and
but for the difference 1n these notes our scale
Bhafrava would have been the samep as the old
Hejup

The classification of the rdgas at the present
«lay 18 also done 1n the same way, z¢, under the
several jannka melas The Sanskrta book Lalsha
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Sang:tam (@¥=current) of Chatura Pandita treats
the subject very well giving almost all the impor-
tant rdgas and rdgims of the current Hindustani
music with therr pomnts of difference and coin-
cidence. Chatura Pandita has also composed
Hindisongs, known as Lakshana gita, which are
sung 1n the specific tunes, and give their special
features, viddis, varjiba swaras etc. The latter
are also given in the small Sanskrita book
Baga Chandrikg Hvery part of the country
has 1n fact books, in its own dialect, on the subject,
showing the particular notes used i each rdga
or régini, its vadi, vivad: swaras ete. It is not
therefore necessary to have all the matter
repeated here, and only a few common current
tunes are noted below under the different janaka.

melas with their sargams aund some important.
features.
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1he Sargams given aboye show bow the tunes
differ from each other [t 13 however unaveid
able that portions of different tunes should con-
ctde In cases of these portions bewng promi
nenb ones, the tunes aro said to be contaimng the
others, or made up of two or more tunes Indian
music masters analysed a lot of tune= and endeav-
oured to bnd out their component tunes It 14
however diffioult to follow them, and more often
than not they differ in their opimions, probably
beeause the common poiwnts considered were dif-
ferent by different men The tunes also perhaps
got altered as ttme went on It 18 not of much
use tberefore to note 4ll these down here Only

a few of the common tunes are notcd below by
way of illustration

Statement showing the analysis of tunes —

Lomjorent tunss

|

.

—

vame of Matla ul- Sarmaya

tunes HRuﬁn ":;ﬂ“ ulum Pervian, 1 Ishrat -E
Iln l;?;bm' written (o [ Urda wrn} ]
B | 184 ten 1n 1874 | £

R - —r— —A— m—— e r—

b

Shuddbs Tilaha Gaud (Gond
Kalyana !and hoamodal hamod and

‘; fanla

- | i
f 1.1




Component tunes

}

Muotio-ul ulim
Persian,
wriften n

1847

i Iialyénﬂ
f ﬂnd

| K.ld:bl'fi.
!

Kunkuhha,
Parvi and
Bildvala

Bilavala, Pur-
vi, Kedara and
Deogim

Kidars
Kslyana, and
Bilavala

Kidara.,
Kalyana,
and Iman, J

Kidara and
Rilavala.

Names of
tunes, Bags mils
Hinds,
wiribien tn
1708
Bildvala e -
Kiddra  aee ——
Kukebls .. -
F
Iman ... Kedig,
Kalyena,
and
Bilavala.
Hamira ... Kidera
Kalyena,
and Imsu,
Shankara- K dara
bharana, and
B1 avala
Shfma Kal- —_—
¥Yana

Sarmayaci-
Ishrat, Trduy,
wriiien in

1874

Hemarks

R Y

Kidars anid
Bilavala

Kidara
and
Shuddhanata

-
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Names ol
tnnes

a—

Malakosha

Hindola

Bhairava

“:hrl riga

Meg ha

g

Compodent tanes.

Raga Mala, {\atla ol olom! Sarma¥a 1 &
} HBimds Perdian jIsheab Urdun ) 3
written mn wriften 1n wntlen 1in H
1798 1847 1874 =
| !
- Bindola Puarvi, 8ham
Bhtanta Kalyan and
Jhinjhots Lods
and
Panchiama
— Bilarala Mabogals,
Lalita Vibhaga, and
Panchama Baran }
| Puora and |
Bhiairava
- Hindola -
Shudha nata
Kanhra and
Puara
—— Badhansa Badbansa
Tankn and | Tanls and
Gann (Ganm, also
Kalyana
Gur  and |
Deshlears
— halyana
Kamoda and
Saranta (Sa | °
range and
Malar)
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Component tunes,

o]
Names of | .04 Mala, {Matle-ul ulum,| Sarmsye-1- | %
tunes Hindi Poisian Igshrat, Urdu} &
wrilten viritten 1n written 1n e
1798, 1347, 1874.
Ganrt .. ~— Jhinjhotiy Shriraga,
Asavari, Rama kal
Gujart So- | and Gujan
ratha, Bilava-
la and
Gondsa
Eamoda .. — Bilavals and | Bilavala and
Gonda, Gaur
Sarangs Devagm Devagirt Natanara-
and and yana, Shan
Malara, IMalara, karabharana
¢ and
Bilavala,
Gauds Sa- | Sorspga and] Saranga |Mslakosh and
Tangas Tods, and Gaumior|{ Tribem

Sindhavi ar
Sindhuarga

Soraths

Asgavari and
ARkun,

Bhairave,

Panchams,
Gujari,

Bengali and

Gandhara

Sarangs and
Gaurg
[Gauri—Nats
~Tribeni]

Asavari
and
Ahiri.

Bhairava,
Peanchama,
Gujar, Ben.
gali and Gan
dhars,
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Cowponent tones

Names of
Matla ul Sarmava

tanes Hla(giga Ms}:lta ulam Persian 1 Iﬂhfﬂ.t i <
n 11;“;{5 *B  wattenn | Urdn writ -
mn 1847 ten i 1844 s 2

Adana \hir1 (Besh | Malar and i Eanbrs

akars and Kanhra l Deo akh and
KGu]arl) Dhanashr
anhra

!

PR — a—

v i—

From : study of the above table 1t will be
clear that the idea of analysing the tunes wnas to
find out the conctding points cut of the different
tunes, and not, as 18 mentioned in several books,
that the tunes were really composed by combin
1ng two are more tunes ss noted TLhe tunes
particularly composed by combimng two or
more tunes besr names showing the c¢omposition,
e g, Iman and Bilavalacombine and form Imani
Bilavala, Iman and Bilavals and Shuddhn Kalyana
form 1man Kalyana , Nata and Bilavala form

Nata Bilavali Jaitashr1 and Shuddba Kalyana
form dauta Kalyana, end soon
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Clhiapnter XiY

‘ HARMONY
"Raposs aut Ltheir Raginis of the old writers in hharmony
with each other Repuadiation of the theory that
tndran Music had no haimony Method of
torming Concert Music.

in the prewious chapter 1t was mentioned that
" the old wnitors, Bbarata, Hanumat, etc., had
divided some of the tunes of their time into several
groups of rdgas, rdgims, their sons {called putras,
ww==s0on} and daughters-im-law (called Bhdryis
wra==wife, i.c , of the sons), Sangita Ekatnakare
and several other standard works written after
it do not take notice of these groups, and the
present tendency 18 fe discard the system al-
together, without, 1t 1s regrettable, any investiga-
tion as t0 the purpose which the eminent music-
makers bad in view 1n thig groupmg, It will
be shown m this chapter that the grouping was
not without meaning, and that the several ragas
mentioned were in harmony with their raginis,
formmg what has been described in Chapter XII
as Apnyonya laya. The grouping differs to a
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certamn extent among the duferent writers, of
whomithere are four

1 SomeshwaraoriGod Shiva, the orimantor
of music i Indin, had,it1s smd, ;1 ragas, vs
Shri, 'Vasanta Panchama, Bhoirava, Megha and
and Natandrayann with six ragims and eight
putras to each

2 Bharata, the anthor of Natyashasira 18
also said to have had six ragas, three of which
were different from those of Someshwara They
were Bhairava, Mnlakosha, Hindola, Dipaka
Shri, and Megha each of which had five raginis,
eight putras and cight bhdryas

3 Kallinatha takes the six ragas of Som
eshwara, with six ragims and oight putras to

each, , his ragims being different from those of
Someshwara

4 Hanumat or Hanwanta has the same six
ragas a8 Bharatn but his raginis (also five to each

raga) are different Ho hasalso exght putras, but
no Bharyas

The change 1nthe names and conneotions of
the tunes show how the Indian music has under-
gone considerable salterations The first three
Systems, y1z, Someshwara, Bharatn and Kall:
natha, are now long obsolete  For the fourth or
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the Hanumat system, 1t is said thal the present
day Indian music follows that sysiem This 1s
however questionad by some of the present-day
writers, not on very good grounds though., That
there have heen cerfzin chaunges 1s natural and
undoubted, but there 1s not mueh to show that
the ragas etc. of Hanumat school were very
different from those used nmow. 'The Hindi book
Ragamala of Gangadhara, written 1n 1798, takes
the ragas and rdgnfs of Hanumat school, and at
the same time seems to be paying homage to
Tdnasen, which shows that the famous grand
musician represeuted the Hanumat 3chool. As
Tédnasen’s ragas are still taken as standard in
Hindustam music, 1t 18 not 1ocorrect to assume
that the present Hindustam music follows the
Hanumat School generally.

The six ragas with their raginis and a few
putras of the Hanumat School are noted below :

(1) Bhawrava. Ragimis— Bhairavi, “indhavi
Bangall, Bardtl, and Madhwmnidhavi--Putras
Puria, Panchama,

(2) Ldlakosha or Kaushika. {lagims—Todi,
Khambévatl, Gauri, Gunukali and Kukubha.
Putras—~Badhansa, Maru.
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(8) Hindola Raginis—Dilavali, Lialita, Rama
half, Devasakha, and Patmanjar{ Putras—
Vibhdsa, Gaur{

(4) D1 paka Ragims—Kanhrd, Kamodi, De
shi, A1dara and Nata
t5) Shr1 Ragmis—Basanta, D h 2 n 4 shr,
Malashri, Asavarf and Maravd Putras—S&indhn
Gonda, Sankara, Bihagra
(6) Megha Ragims—Tanka, Gujarf, Maldr
Bhupalf and Deshakara Putrags—Saranga, Kal
yana, Schdna
Let us now see 1f as mentioned above the
11gas are 1n harmony with their 1aginis
inking the ragn Bhawavy and 1ts ragim
Baritf or Barar the sargama of the latter 1s
uMUgege NN Aau g g g )
To this sarguma let us fit 1n the samvadis ind
anuvadis of the different notes having of course
in view, as fal 18 possible, ‘o introduce the notes
of the raga Bhairava We find the notes
U NV gEMUIFTUTINIANRAK)
which make up a perfect sargamt of Bharava
fit 1 exactly as shown below —
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A few more sargamas of the ragas with
those of their raginis are noted down below to
show the harmony The sargamas have necess
artly to be adjusted, so as to give an equal
number of notes to the two tunes mm each parr,

neither of course losing 1ts specific arrangement
of the notes

161
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From the above 1t will be amply clear that
the grouping of the ragas and ragims by the
aucient music makers was meant to provide
tunes that could be played together as 1n &
concert 1t enables us to compose concert
muste, by powmting out the direction in which
to proceed to get harmomsing or melodious tunes,
as such tunes will generally be found within the
family An example may be useful

The following is the Sargama of a song in
the tune Shankara, sung in Bilavala mela, for
which & harmomsing tune 18 requred  Shapkard
belongs to the Shr1 group, so a tune 1s sure to
be found 1n that group Let us select Asdvanm
for the purpose Acting on this datum and
with the help of the table showing the relations
of the notesin Ch VIIi, the tune shown below
the given tune can be easily formed

[ 166 ]



=

7

0
‘proouoy) mL
\llbr..\ru.lllj .
N S K
— s — -
w O & o

3]

b i B Ik

B B e e

*PI001U0))

|

58/0

[

*pI0DSI(]

91/9
0zl

h 1R

Me &

e1/6

i

<
o
proousy 8 —pa0ouoy
N Y e A
2l 22 2|2 8 <
o LA VL I (=p) W o W
ih b B R R M
b & 8 MMy e B

‘P09
P10981p 20 proouoy
[ BA

-18)UI 1juags ur
89300 JO §uOIIB[AY

JLIRASY
‘oung Juisiaomasy

Jeasyueyg , eanfy,

»

[ 166 ]



This ngenious grouping finally repudiates
the statement made by some Europeans and
Indians that Indian music had no harmony
That the art was neglected for some reason or
other, and by this tune has been altogether
forgotten, cannot be gamsamd  The above
also proves 1ncidentally that the present
day Hindustan: mueic follows the Hanuwmat
school forif the ragas and ragims had under
gone any considerable alterations they would
no more have been 1n harmony as we find them

[ 167 ]



CHAPTER XV.

i

TIME OF RAGAS.

Time determined by the physical and mental
condition of the singer. Tivra Madhyama the
chief determining note, List of tunes according
to time of singing.

N chapter X 1t was said that a rdga to be

attractive must be sung at a time when 1t
pleases the mind, 7.e.,, when 1ts tune or import
1810 conformity with the state of mind of the
ginger, or the hearers, or both, The Indian musie-
masters have fixed times of the day for all the
rigas (raginis are included in the word).
Opinions differ 1m a few cases, but not widely.
It 18 1intended in this chapter to investigate
the principles which govern the problem of time
for the different tunes. Here we enfer 1n a
way to deal with the relation of mind and musie,

The following three things have to be con-
sidered 1n this connection :—

(1) The general inclination of the singer to
sing and of the hearers to hear, z.¢., what strain

they are capable of bearmng physically at any
particular time.

[ 168 ]



(2) The general mental condition of the
singers and hearers, z¢ , whether happy and
composed, or worried and in anxiety

(3) The particular emotion that has to be
expressed by the singer or desired to be engend
ered 1n the aundience

The last, or expression of sentiments, can not:
evidently be confined to any particular time,
and o time can be fixed for ragas when they are
meant t0 exprese emotions  Time can be fixed
for them on the first two considerations only

For the first, the day and night may bedivided
into four periods, vzz, daybreak to midday,
mid-day to evemng, evening to midmight, and
midmght to day break  Of these, mid-day to
evening 18 the period when a man feels most
tired and sluggish and can bear the least
strain  On the other hand, from wmidmght to
morning one feels the most brisk and smart and,
unless troubled by sleep, can exertone’s self much
better than 1n any other period The other two
periods are midway between them, morming to
mid day being perbaps a bit better than from
evening to mdmght

Now aB regards stran 1n singing, the komala
or flat swaras are easier than tivra ones, also the
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pirvanga (8 to @) eagier than the uttaringa

(@ to @). Hence it may be taken as a rough
general rule that the purvanga rigas with
komala swaras should be sung in the period
mid-day to evening ; purvdnga rdgas with tivra
swaras from eveming to midmight; uttaringa
rigas with tivra swaras from midnight to day-
break ; and uttaringa rigas with Komala swaras
from the dsybreak to mid-day. For the same
reason, ragas sung in Tdrasthdna are more pleas-
g after mdmght.

The above rough rule 18 mentioned in other
words as that in the first part of the mght
purvinga notes are more pleasing, while in the
latter part the uttaranga ones are better, and
that the order is reversed in the day-time.

This of course does not take account of the tivra
and komala swaras.

To proceed on the second counsideration, it 1s
necessary to comsider the daily routine 1 old
days of an average Indian, m fair health and
bhaving no extraordinary troubles. He woke up
at about 4 o’clock in the morning, said his
prayers, then getting up and taking bis bath
performed hig worship.  After this he went
out to work for his living and came back at
about mid-day for his meals. After perhaps a
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hittle nap he went out agam to earn his hiving,
from which ke returned rather fagged at ahout
sanset  After ablutions he had his sandhya
prayers and, taking the overming meals, was free
to have a chat with friends or members of the
fasmly He went to sleep at about midmght,
to ge. up agam before dawn

It will be seen that the hours when he wvas
worrted most were the afternoon hours when
he had to work for his hving, probably hard
There was a little worry (not so much asn the
afternoon) wn the morming also for the same
cause Also there must be somein the earl,
morning hours before finally waking up

This found expression 1n music by the use
frequent or otherwise, of tivra mrdhyama (#})
This note, having good afflmty with many of the
other notes, both Lhomals and tivra, 13 next 1n 1m
portance only to Shadja (8), but being 11 shrutis
from 1t has an almost opposite effect, 1ts anuvadis
being vivadis of shadja and wece rversa While
therefore shadja sounds composure and peace,
tivra madhyama sounds excitement and worry,
hence 1ts use as mentioned  Also asone cannot
pass on from worry to composure without going
through intermediate stages, so the ehmination
of Mt 15 done gradually, so that while the note
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itself is left out, 16s samvadis and anuvadis are
kept on, which are in turn gradually replaced
Sometimes, as i the case of Kalyanf mela
komala madhyama (%) 18 introduced along with
qt, and the latter 18 ultimately left out.

The following list gives the janaka melas

in the order of their association with fivra
madhyama :—

l

% Janaka melas R Samt;aﬁdls of Annvz:ii{s of

2
1 Maravs =1 a 18
2 and 3 | Todi and Puravi. | &} q S —_
4 Bhairava . a -~
5 Kaly4nai ® @ T T oGt
6 Bil4vala - f &g
7 Bhairav{ — o _
8 and 9.1 Kafi and Kham.! _. & i

mach, -
10 Asdvarf — _ f
*In Kalyam, §f 18 rather sparingly used, hence 1ts

position below Bhairava,
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The natural order of the Janaha melas to be
used during the course of a whole day and mght
will therefore be something lhike what 18 shown
on the following circle where the shaded portion
indicates the periods of worry

B AVAL

n
YAV BIVNG

EVENING

This 18 very nearly the case 1n actual prac
fice It will be sesn that the Janaka mela
which starts the abandonment of #f 18 Bhamrava,
which has komala rishabha and dhsivata, and
tivra gandbara and nishéda, 2 ¢ two samvadis, and
two vivadis of #ft This combination of notes, 3 ¢
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wi wr @, does therefore indicate Sandhipra-
kisha régas |Sandh @fi=junction, i.e. of #t and
¥ or, as it bappens at the time of night and day|.

Similarly, the approach towards #t from the
influence of & starts with the meln K4fi which
has Komala gdndhdra and nishdda, and tivra
rishabha and dhaivata, This combination (3 1T
a} @) being rather a reversal of the above
(the Sandhi one) or as it were at the pitch of
the swing rightly occurs almost md-way, v.e. at
about mid-day and midnight. The ntermediate
timing 18 determined by the interchange of the
notes of these two combinations, consistent with
the positions of ¥t as mentioned above,
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The following 1s a list of rigas and rdginis
with the time prescribed for them -

Time

Names of the tune

Janala mela

Dawn fo early
morning

Earfter part of
the morning

Latter part of
the morning

Mad day

Bhairavs
Ran n Kal
Vibbi a
Hindola
Malkosha
Bhairav:

Deshhara
Khata
Gunkah
Bilavala
Alahiva
Bangal

Todr

Gujan
Jaunpun
Tevagin
Asavan '
Gandhar
Deshi

Suhi

Sughraf

Sfranga
Brindabanp: Saranpa
Madhumadhs
Gauda Saranga

Bhairava

Kufyam
Bhairay,

¥

Bilavala
Asavarn sle
Bilavala

. Todx

Aravarn

Bilavala

Asavan
Do
Do
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Time.

Names of the tanes

Janaka mela

Barlier part of

afternoon.

Jatter parb of

afternoon.

Evening, dusk

Barhier part of

evening

Latter part of

the evening,

Bhimpalds§
Dhén1
Dhanéishy
Malashm
Jartashr

Multénf
Bargri
Plms
Marava
Shr riga
Puarwvi

Gaun
Edmoda
Iman

Iman Kalyana
Bhupal
Shuddha
Kalyana }
Shama
Kalyana
Ganda
Séranga
Hamira
Chhayanata

Kidary
Natanardyana
Khamméch
Ghéara
Sinduara
Jhinjhot:

Kafl
Do,
Do
Kalyam
Puarv:

Todr

Marava
Do
Do,

Parv:
Do.

Purvi or Bhairava
Ksalyani
Isalyani

Do.

DO:

Do.
Do,

Do,

Do,
Do,

Do,
Bilavals
Khammach

Do.

Kafi
Khammach
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Names of the tnnes [ Janaka Moela

Time
Latter part of | K4f Kaf
the evening DarbAri Kunhra Asavar:
Bageshn Kafi
Hugaim ,
Nailn s
Tilangn Khammack
Tilike Kanoda
Shahanfy Kai
Adand Asavan
Midnwzht, Malar Ehammach
Mian ki Malar Kaf
Meg in
Nata g k hammach
(Gonda
Soratha
Desha
Jayjaivant:
After midnight | Barvg hafi
Mand Bilfivals
Late after mid | Shanhar4 Bilfvala
night Bihaga
h okubha
Mahgaura Marava
Bhikara
Sohint
Panchama '
Basanta Parvi
Par]a
Kalingra Bhairaya
Lahta
Jogia
No tims fized Pilu Kafi

12
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Chapter XVL
EXPRESSION,

inner meanings of notes Well-investigated by old
writers. Expression of each Shrutt note
indicated by its name

YV E come now to the psychological study of
music, to know 1ts effect on the maind.
For this 1t 18 necessary to investigate the inner
meanings of the notes, and how by suitable combi-
nations they can be made to express the desired
feelings and generate the desired emotions. The
subject was well-investigated by the ancient
Indian music-makers hike Bharata ; the impression
created by each musical note was determined, and
the feeling each tune gave expression to was
specified. This was later on done by persomifying
the tune, and picturing them with particular
feelings or emotions. After the time of Sharng-
deva, bowever, the matter was entirely neglected.
Although, as already mentioned 1 Chapter XIII,
some of the books copied out the old deseription
of the persomified tunes, the real object was lost.
The beautiful description of the rdgas (tunes with
masculine names) and rdginfs (tunes with femn-
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1ae names) were considered mere poetic 1magery,
without any real meaning,and 1t 18 most likely that
additions and alterations wers made to original
descriptions  Music as a fine art almost ceased

to be cultivated 1n India

Exzcept perhaps 1n s very small circle this
state of things still obtains  Of the small oirels,
I may mention Mr H P Krishna Rao {(Hend
master of the Mysore Institute for the Deaf, Mute,
and the Blind), who has tried 1n lus book ¢ Psy
chology of Musio”, to work out the 1nner mean
mgs of the notes I have, however, to note with
the greatest regrot that, like so many other
English educated Indians, Mr Rao, a great ad-
mirer as he 18 of the Indian mnsic and 1its
psychologicl effeot, discards all the old carefully
worked out notions on the subject, evidently
without giving them the proper study they
deserved He does not find any use for the shrutis
and deprecates the idea of 22 shrutis, and 1n the
matter of 1nner meanings of notes denounces the
old writers Bharats and Sharngdeva as ignorant
of the properfies, physicil as well as msthetis, of
even the fundamental note @ [Sa] We have
geen that for the correct sbudy of Indian
musi0, shrutis are indispensable and their depre
cation does only show an ignorance of the sub
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ject, Similarly, without studying their works, to
czll the ancient music-makers as ignorant of the
properties ol the fundamental note 1is simply
intolerable.

Mr. Rao’s indictment of these writers is based
on a single shloka (z?1s verse) giving the chief
notes used in the expression of different senti-
ments, The shloka 1s as {ollows :

@ sy 48 A AwR  wwd
Tel W wah wEl g R
It means—In the sentiments expressing
heroism and marvellousness, @ and ® used ; in
anger, 7; 1n sentiments exciting diggust, fear and
pity, @ and T ; and 1n those of humour and love, &
znd 5 are used. In the printed edition of San-
gita Ratndkara, & has been shown 1n place of @,
and owce verse which seems to be a copying
mistake
Mr. Rao’s first objection 1s that 1t 18 1mpossi-
ble that a musical note can express the ascribed
emotion by itself but the shloka does not say
this, Mr Rao’s interpretation of the shloka that
the notex by themselves express the several
sentimeunts 18 not correct,
Another objection of Mr. Rao’s 1s based on
the supposition that the emotions expressed by
2 note and 1ts samvadi must agree with each
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other 5o he says that with the emotions men
tioned m the shloka @ and q can never agres as
valour and love are unlike omotwons  Apart from
the fact that valonr 1nd love sre not antagomstie
to each other, his very premise that samvadis
must agree 10 their expressions 18 wrong Ho
forgets that each note bas two samvadis, and
his supposition will lead to the ubsmid concluse
10n that @ agrees with 9 ¢ with R, R with o, w
with @ @ with & and fir with ¥, or that all the
notes must express the sams sentiment. He
actually comes to the conclusion that withouk
embellishments music can express only one
sentiment, that of tenderness growing by de

grees to pam , and thisis uwot at all surprising
with the mistaken supposition

The Sanskrita words Vira, Shringira, Hiss,
otc, expressing the sentiments cannot also be
very well interpreted by single Enghsh words
Tor 1mstance, Vira cannot be interpreted by
merely heroism or valour, or shringta by sexual
love 1t1s clear therefore that the defeat hes
not with the author of the shloka, but in ths
mcorrect interprotation of 1tand wrong suppos
tions As will be seen later, the use of the
several notes recommended by the shloka was
determined by a careful analysis of their sounds..
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Mr. Rao, with his imposed limitations, takes 1t
that @ and T ave tranquil notes, X1 and 4t indicate
disturbance, @ and Y indicate perception, T and
=t disagreeableness i and @t enquiry, ® optimism
or egoism, and ®t degradation. On this basis
he nterprets the emoftions expressed by a few of
ihe tunes. The result does not seem ©0 be cor-
rect, at loast 1n the case of *Bhupal,’ which
according Lo him 13 & iune having no sorrow oOr
pamm, but which as we know 1s just the reverse
in expression. The defect lies not 1n the method
of mterpretation but wn the values taken for the
several notes.

In Buropean music the fonic (&) 1s taken to
be the firm or strong note, the second (@) the rous-
ing note, the third (iit) the calm or peaceful note,
the fourth (&) the solemn or awe-Inspiring note,
the fifsh (7) the clear or trumpet note. the sixth

(@} the sad or melancholy note, and the seventh
(1) the prercing note,

The sbove meanings given to the notes, by
the tonic solfaists, for the Huropean music, or Mr.
Rao for the Indian masic, are too general and
rather vigue to be of much use 1n the interpreta-
$ion of tunes, or. the composiion of music 0
express particular emotions. These certanly

[ 182 ]



require ‘cloger investigation of the details and
and mceties of gound

The old Indiaw music makers realised this
They did not consider 1t enough to fix values,
by eome arbitrary method, merely for the seven
notes or some of their modifications, byt carefunlly
weighed sounds 2t shorter mtervals vz, of one
shrutt  For this purpose, Vinas were constructed
with twentv two strings which were 1uned to the
twenty two ghratis to facilibute comparison  The
muer meaning which the sound of each shrutiinda
cated was determined 1n reference to the mam
note ®, which being the natural note uttered
withoat any exertion, represented a state of mind,
peaceful and generous, and free from perturba
tion or extraneous nfluences

The result thus obtained has been preserved
i the newer names of the shrutis themselves,
which new names bave meanmmgs indicated by
their sounds The following1s a hst of the shra
tis, commencing from Chhandovati, on which the
chief note & has been fixed with their meanings
and derivation of the names —

Chhandovati —from Chhandas (grg )=free
will, independent conduct—-1ndicates peace of
mind, 1ndependence, herolsm, generosity

Y'Y
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Daydvati: from Daya (931 ) =compassion,
sympathy,—indicates pity, sympathy, tenderness,
a flection,

Ranjani: from Banjan (€ )==colour, plea-
sing,~indicates pleasure, dehght, appreciation.

Raktika: from Rakti (% )= pleasingness,
attachment —indicates charm, marvellousness,

devotion, appreciation, state of gefting impass-
ioned,

Raudri: from Baudra ( Ax Y=heat, wrath,—
indicates heab, warmth, enthusiasm, anger,

Krodhi: from Krodha (®h)=anger,—indi-
cates anger, cursing.

Vajrika : from Vajra (@t )=steel, —indicates
gevere language, abusing, cursing.

Prasdrini : from Prasarana ( S@&Rg y=<expand-
ng, diffusing,~—1ndicates enquiry, explanation.

Priti: ( fiiG: ) means andindicates joy, happi-
ness, satisfaction, favour, affection,

Mirjani: Mérjana (=@w )==cleaning, purify-
mg, effacing,—indicates clearing one’s breast,
affection, joking, ridicule, egolsm,

Ksht1: from Kshi {f1)= to decay, to rule——
1dicates egoism, complaint of loss,
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Rakta from Ranj (%)= to he coloursd or
attached, to be affected or excited—indicates
attachment, devotion, excitement, worry

Sandipin1  Sandipana (83197) =1 n fl aming,
kindling, exciting==indicates kindling of the flames
of love, ezcitement due to same

Aldpumr  from Lap (@q)= to talk—mdicates
conversation or talk between lovers, expressions

of love, affection, entreaty, sympathy

Madant: from Mada (#%), indicates ardent
passion, affection, intoxication, mndness, sexual
love, arrogance, anger due to Jealousy

Rohini from Ruh (Tg)= to grow—indicates
development of pleasure, pan, or other feelings.
Thea word also means a gir]l just grown up, and
mdicates hopes and fears of early life , solitary
IMUSINgs

Ramys from Ram (¥g)=to rest, to remain
quiet—indicates quies, sohitude, muasings, apathy,
carelassness towards oubtward show

Ugra  (3at)= powerful, formidable, sharp—
sharpens feelings , also expresses formidableness
awe, fear

Kshobmm from Kshubh (g1)= to tremble,
to be agitated—indicates disturbanee , agitation,
tramblin g, uunervedness, pitiableness, extreme-
worry
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Tivra: (sizr) means ond indicates sharpness,
acuteness, violence, heat.

Kumudvati : {rom Kumud (gg)= unfriendly ;
indicates unkindness, criticism, complaint, enmity,
avarice. IKumud also means a lotus or water-hly
and the shruti may express inward pleasure.

Mandd : from manda (#g)=slow, apathetie,
cold-—indicates idleness, inaction, apathy, want of
pleasure or enthusiasm.

These twenty-two shrutis were divided by the
old music-makers into five categories, known as (1)
Diptd (§iw), expressing excitement or stimula-
tion ; (2) Ayatd (wwaar). showing diffusiveness,
prolixity or expansion ; {3) Karund (ss@), express-
ing compassion and pity ; (4) Mridu (7g), show-
ing tenderness of feeling ; (§) Madhyd (w=m). be:
ing neutral and giving expression to feelings nof
meluded 1n the first four. The shrutis coming
under each of these categories are as under :—

Dipta : —Tived,Raudrf, Vajrikd, Ugri.

Ayatd —Kumudvati, Krodhi, Pragirini, San-
dipini, Rohim

Karund :~—Daydvati, Aldpini, Madanta.

Mrdu.— Mandd, Raktikd, Priti, Kshiti, ¢,

Ma d hy 4:—Chhandovati, Ranjani, Marjini
Ralktd, Ramyd, Kshobhini. *
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With this analysis of sounds at small 1nter
vals 1t would be easier to find out what sent1
ment each tune gives expression to or which
tune should bes used to express a particular
feoling ‘

Before coming to this, however, 1t 18 necessary
to have 4 clear idea of the several sentiments
and the feelings they produce 1n the mind This
will be dealt with briefly in the next chapter
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CHAPTER XVIil.
SENTIMENTS OR RASAS.

Raszs defiged. Feelings and sentimerntts classified-
How feelings manifest themselves,
physically and mentally.

TN this chapter itis intended to describe the

different sentiments and feelings recognised
i the Indian rhetorics and posetry, and to explain
briefly how they are produced or affected. The
word for feeling or the state of mind at any time
18 Bhéva (3w) from the root 3y==to be, to exist.
Distinction is made between a lasting feeling, or
that which pervades the mind during the time
under consideration, and those which are transi-
tory, being excited by circumstances and then
subsiding, The formeris known as a Sthdf bhava
(¥s3==enduring, permament from T to stand).
The latter are called Vyabhicharf bhivas [rR=iRT,
==rregular, unfaithfull.

The condition or ecircumstance which alters
the existing one or excites a particular state of
mind or body 1s called Vibhiva [fewa). The
sudden appearance of a poisonous snake, or some-

[ k88 3}



body's sudden calling ont that there was a snake,
srhich will generate the feeling of fear 18 Vibhava
Meeting or bearmmg abaut one’s beloved or rec
ollection of sweet old memories about him or
her, which may excite the fesling of love 1s
Vibhava Vibhéva 18 of two kinds, Alambana
and Uddipana The former (wWreeaa=—supporting)
18 that (person or thing) with reference to which
g sentiment arises , the latter (€= exciting)
represents the causes which eohance its depth
In the cage, for mstance, of the feeling of sorrow
over the death of somebody, the person dead 1s
the Alambana of the sentiment, and the attending
circumstances which aggravate sorrow are 1ts
Uddfpana Vibhivas Alambana or Uddipana may
happen in three ways z:z, Darshana z¢, by see
ing Shravana or by hearing, and Smarina or by
1ecollection , as 1n the examples cited above

When a feeling 13 excited m the mind, 1t
usually finds manifestation 1n some part of the
body The symptoms which thus indicate the
feeling outwardly are called Anubhavas Palpita-
tion of the heart or drying of the mouth due to
the feehng of fear 13 Anubhdva The pleasure
expressed on the fave of the lovers when they
meet and the sadness when they long to meet
but cannot, are Anubhavas of the feeling of love
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The different feelings or bhivas excited by the
appropriate Vibhdvas and accompanied by their
Anubhévas give rise to what are called Rasas.
Rasas (39) which means taste, essence or senfi-
ment 15 @ comprehensive term for an aggregate
resultant emotion, Rasaprabodha (T& =aryg), a
Hind: book written by S. Ghulam Nab of Bil-
gram m 1741 A D., describes Rasa in a very
fine simile. It says: The human mind 1s the
501l where Rasa has got its seeds ; Sthdibhdva 1s
the sprout which irrigated with the water of
Vibbdva grows into a plant called Anubhiva
according to the environments Vyabhichdri-
bbdvas are the flowers, blossommg at frequent
intervals and 1n consonance with the Sthél. These
combined produce the honey called Rasa, which
is collected by the poet acting as a bee.

The task of the artist lies in depicting the
particular Rasas, 7.c., giving expression 1n his
work to the sentiments desired to be expressed.
The poet (including an orater) does 1t by means
of suibable words with proper accents ; the pawmnt-
er and the sculptor by thew pictures and sculp-
ture expressing the particular sentiments, and
the musician by combining suitable notes to
form appropriate tunes. It 1s clear the poet has-
the greatest advantage ; the pamnter and the
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soulptor come noxt as they get the advantage of
the Anubhavas which have been determined for
each bhava or sentiment The task of the musie
cian 18 rather difficnlt, but 1f he can combine
poetry with music in s songs and take help of
the Anubhavas 1n lis gesticulations, his per

formance will surely surpass that of the others

Hence the necessity of suitable songs for music
and the utility of proper gesticulating

The feelings which give rise to sentiments are

grouped 1nto nine, enumerated 1n the following
shloka of Sahity~ Darpana

retaea Treg AnirgrRY wo T
vt femazuast g oErsha o

1e, {1) Rat1 (¥r)==pleasure, amusement, love,
affection, sexual pleasure or passion, () Hasa
{gv@)==laughter, merriment, ridicule , (8) Shoka
(%) =sorrow, grief, pitiableness (4) Krodha
(mx)==anger, wrath , (5) Utsah: (Fg®)==efiort,
determination, perseveriuce, firmuess, fortitude ,
(6) Bhaya (w@)=fear alarm, terior, (7) Jugupss
(Sg==m)=censure, dishke disgust (8) Vismaya
(Frem)==wonder, surprise, admiration, and (9)
Shama (TR)=trinquility, rest, absence of passion,
restrunt of senses The last has been put 1n the
shloka ns 1f outside the category, because 16 18 1n
fact absence of a real feeling It has not besn
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recogmsed by Bharata, the author of MNatya-
shastra, as a feeling giving rise to a sentiment.

The Rasas (g@it) which arise from the above
feehings or bhdvas are rospecnively known as (1)
Shringdra (swe), (2) Hdsa (3) Karuna (smgw==
sorrow). (4) Raudia Qg ==wrathful, teruble), (5)
Virva (£0), (6) Bhayanaks (wamw==terror), (7) Bi-
bhatsa @hwg==disgust), (8) Adbhuta (sEga=
marvellous), and (9} Shanta (=undisturbed)
The last as said above, 18 not recognised n the
Natyashestra On the other hand, there are other
writers who recogmse two exfra rasas, Vitsalya
(swgga) or affection, espeerally for one’s offspring,
and Bhakt1 (8R6) or worship and devotion, These
are surely included 1n Shringdra, Vira, Adbhuta.
and Shanti.

Shringéra, the sentiment of love, 18 20 called
because 1t 1s the most important of the rasas
|from shringa sw=peak of a inountain]. It 1s
also therefore known as Rasardja. It 18 of two
kinds, v2z,, (1) Sambhoga Shringdra 7@@@, when
the lovers enjoy each other’s company, and (2)
Vipralambha Shringira (@es¥) when there 1s
separation due to any cause.

Vira, which 1s the sentiment of heroism 18
fourfold, vz, (1) Ddna Vira (gt4), t.e., heroism
baged on liberality or the sentiment of enthusiaste
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1¢ iberality (2) Dharma Vica (Wi1) 1 e¢,, heroism
based on pieby and righteonsness, or the gsenti.
ment of entbusiastic piety , (3) Daya Vira (gm),
t e heroism based on compassion, or the sentt
ment of chivalrous compassion , and (4) Yuddhs
Vira (%) or heroism 1n battle

No further comments are needed in respect
of the other rasas

The nine bhavus noted above ara Sthar when
they are the pervading feshngs of a particular
Rasa, but when they come and go strengthening
the pervading feeling, they are Vyabhishari The
latter are known as (1) Tanu Vyabhichari when
affecting the body (8g=body) and giving mas to
Anubhavas, and (¢) Mana Vyabhchdr: when
affecting the mind [Fag=—=mind]

The former manifests 1tself 1n e1ght ways, vz
(1) Sweda (V7)== sweating , (2) Stambha (&)
== motionlessness (8; Romancha (fmlsl=hor
ripilation or erection of hair (4) Swara bhanga
(&)= broken articulation, (5) Kampa (&%)
- trembhing , (6) Vivarna (Frxd)= change of
colour (7) Ashru (sr%)= tears , and (8) Pralapa
(metq)==pratthng talking nonsgernse Jrimbha
(s™1) or yawning 18 also 1ncluded 1n bhis by some

The latter (Mana Vyabhichari) has thirty

three manifestations, niz, (1) Nirveda (fi¥1)= 1n-

13
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difference to worldly objects, self-humiliation ;
(2) Glan (walw,= exhaustion, fatigue ; (3) Shankd
(det)== fear, misgIving; (4) Alasya (wtetg =
want of energy ; (5) Asuyd (sgm)==envy, jeal-
ousy ; (6) Skiama (91)= exel {ion, Weariness ;
(7) Meda (mg)= conceit ; (8) Dainya (d=z)= mis-
erable state, low-spiritedness ; (9) Chmtd (fa=a)
= anxiety ; (10) Moba (am®) = perplexity 1 (11)
Smint ()= recollection ; (12) Dhnt1 (9f) =
contentment . (13) Vrida (sisr,= shame, bash-
fulness ; (14) Harsha (8% = joy ;: (15) Chapalate
(Fqet)= swiftness, fickleness, unsteadiness;
(16) Jadaté (sear) = dullness; (17) Garva () =
pride; arrogance , (18) Vishdda (fawg)= dis-
appomtment ; (19) Avega (zmxa) = agitation,
flurry ; (20) Utkantha (zwizt) = longing for a
beloved person or thing; (21) Nidrd (fen) =
sleepiness ; (22) Swapna (&a@)= dreaming ; (23)
Apasméra (@ear)= epilepsy (bhis manifests
Jtself more asa tanu vyabluchdri) 3 (24) Avahittha
(waieen) = concealment of an inward feeling ; (25)
Amarsha (smé)==anger due to disrespect etesy
intolerance ; (268) Ugratd (gzat)=[erociousness ;
(27) Vyadhi (snfi)=ailment, sickness; (28) Mah
(sfs)=under standing; (29) Unmada (S™RE)=
madness; (80) Marana @@@@)=death due to
extreme grief, shame or fear; (31) Vibodha,
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(arw)==becoming conseious, (32) Trisd (W)=
fear, alarm , and (33) Vitarka (f&a$)=rbasoning,
doubt

Each of these bhdvas bas its particular vibhé-
vas and physical mamfestations, but to mention
all these 18 beyond the scope of this book  Only
the rasas with thewr sthdf{ bhdvas are repeated
i the statement below, which also pives the
copnected vyablichdrs, both bodily and mene
tal
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CHAPTER XVIIIL

EXPRESSON.

Value of the notes 1n connection with different
sentiments. The use of Vadi, Samvadf and
Vivadi notes, Importance of Nyasa

Jat: ragas

J{ NOWING the different sentimenis and the

way they find expression as explained briefly

in the previous chapter, and the expression given

by each Shruti, as shown i the chapter pre-

~ceding, 1t would be easy to assign values to each
of the notes m the matter of expression, as also

to their combinations 1n the different tunes, An

endeavour will he made 1 this and the following

chapters to do this. Let us 1n the first 1stance

see 1f the shloka, giving the chief notes for the

different Rasas (sentiments), quoted 1in Chapter

XVI, and to which an exception has been taken

by Mr. Rao, conforms with the analyss. -

According to the old writers (Sharngdeva
and others) Shadja comprises the shrutis Manda,
Chandovati, Dayavati, and Ranjani. These clear-
ly indicate Vira Rasa, 80 sa (&) is correctly noted
as being the chief note of that sentiment. Risha-
bha takes Raktikd and Raudrf, and 15 not 1n-

-
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correctly taken as the note for Adbhuta Rasa
Gandhara comprises Keodhf{ Vajrika aand Pras-
4rmnf and aptly indicites Raudiy or seatiment of
anger Madhyam: and Pinchami extend over
Priti, Marjanf Kshityy Rakta Sandipio: and Al
apwnf, and hence these two notes tike up the
sentiments Hdsa and Shtingdra Madantf, Rohinf
Ramyd, Ugrd Kshobhinf Tivra, and Kuamodvatf
0 to Dhaivata and Nishada wiich hive there
fore been correctly mentioned as being used in
Bibhatsa Bhayanaka and Katana rasas It will
thus be seen that the ancient music makers did
not fix any haphazard values to the notes, but
fixed them 1n a most scieatific way

With the old Indian musie, comprising 19
notes, most of the emotions could be expressed
What could not be done was accomplished by the
expert singers by lowering or raising their voices
in smaller 1ntervils than prowided by the notes
In stringed instraments, like Vina and Sitdr,
this was done by stretching the string or wire
over the frets to produce a sharper note This
18 called Mid and known as quarter half eto,
according to the sharpness required, the fall
Mid gaving the next higher note

The present day music having a smaller
humber of notes—only 19 against the 19 of
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the old music~~can express the sentiments
very partially, and the musician must strive
much harder to produce the real effect The
reduction 1 the number of notes has m this
respect been to our greal disadvantage, and has
perhaps largely contributed to the disappearance
of tke science of expression, comprising the old
Arthddhydya, fiom Indian music.

The twelve notes of the present-day Indian
music are fixed at the shrutis noted aganst them
and can 1n a composiion express the emotions
indicated by the shrutis, unless the notes are
sharpened or flattened : @—Chhandovati, Tt~ Ran-
jen1, —Raudni; M—Vajrikd, #fti— Prasdrini, ¥—
Mérjani, ®t—Raktd, g—Alapini, s1—Rohini, =
Ugrd, m—Tivrd, and si—Kumudvati,

The twelve notes of the barmonjum which, as
has been noticed before, have equalised intervals,
represent very nearly the same shrutis asabove,
excepting that @i 18 nearer Krodhi than Vajrks,
and WY nearer Kshobbini than Tivrd. Heie no
Mf{d 1s possible and intermediate sounds are

attempted by sounding two adjacent notes closely
following each other with short-mtervalled repe-

titions. It cannot however produce the correct
note wanted, although the effect 1s pleasing.
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This 13 also done 1n Sitdr and 13 known as
Zamzamd or Githar,

The following list of the mino rasas gives
chief notes of tho present Indion musie, which
are approximately appropriato for each rasa,
according to the value of the shrutis given by
the old writers, the M:id noted being half

1 Vira g, g with Mid, @, =, 9

9  Adbhuta g, ¥, W with Mg, &

3 Raudra @, ¢ with M{d, m, it

4 Hgsa q w, M with M, 7,
® with Mid

5 Shringdra g, @it M with Mid, 7,

&, @t with Mid g, 9
with M{d, ar, vt with

Mid
6 Bibhatsa—w with M{d, s ar wish M{d,

o, s 4,
Bbaysoaha—3ft, w1, Wt with Mid, -, 0}
8 Karunn-—g, o, i1, 9, ar, 91 with M{d, i,
91 wath M{d, =, st with Mid
9 Shauta—a, g with M{d, w with M{d, 7,
#@ ar wath M{d R with M{d
The notes as showa above have to bo nsed more

frequently than othors, as Vadis or Samvddis,
and 1n the form of tanas and Alnnhdras, so that
the patticular rasas may be expressed
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It will be seen from the list, as also from the
shrutis representing the notes, that the notes @, ity
i1, and =, do each represent tiwo or more different
sentiments and with swtable anuvadis are capa-
ble of changing the import of a tune meant to be
expressed by its Vddi and Samvddi. Hence they
have bden takon by old writers as taking the roll
of Vivddis and, as such, they have to be avoided
or cautiously used

To 1llustrate the difference caused by differ-
ent Vidi notes, two (unes Deshakdra and Bhi-
péli may be taken as examples. Both these have
the same notes, @ &, @M, ¥ and i, having & and &t
left out. Their Sargams are as follows:—

Deshakara—, g, W, 9, & 4, &g, ot i, @, ,
with € and €t as Vadi and Samvddi,
respectively.

Bhupali—aft, & gel, @ {4t 90, froq, @, @
with it and st as Vadi and Samvad,
respectively.

Now taking the tune Deshakara, 1ts Vad: it
representing Bibhatsa and Karuna rasas suggests
a feeling of disgust, distress, and fear, while the
Samvadi @i expresses admiration, which with &
brings consolation, 9 with st seems to offer an
explanation ; also its existence and the absence
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% 1
of ®t elmnate all hltber?e%s i‘-bf! $fééh‘ng ’P1hle
tane, therefore, expresses worry and dzsfress over
oue's shortcomings which cannot 1t a?pe?rs, ‘L:e
helped ~ There 18 4 hope from' the mag:'na?m}:by
of the addresses, or the person referred to, of
pardon, which gives consolation  The tuné may

! H
well be used m a prayer '’ i
T

In the case of Bhupaly, @ 15 Vadi which
ghows anger, and @t Samvadi showing worry
and § near W excite admration and love and
soften down the anger, while & brings calmness
Here also thers 13 no bitterness as sit18 absent
‘The tune therefore expresses sorrow and snger
abt the separation, or perhaps the inattention,
of ong’s beloved, but love and admiration get
the better of anger and cocol 1t down leaving

the lover reconciled to his or her rather pitiable
log )

The difference 1 the mmport of the twao
tunes due to the different Vadi notes 18 apparent
it 13 also worth notreing how 1o the tune Bhupglf

tue sentiment of anger has been alloviated by
the use of the note %, which 158 Vivdd, of the

Vadi note 1%

The uze of necagsar

Yy notes ag N
Apanndysa, (1 ¢ o

y ab the end of o twne or iwe
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different parts of i) is also important in the
matter of expression, for the note at the end of
a tune leaves an impression, which the inter-
mediate notes do not. As noted 1n Chapter XIII,
this is not unfortunately taken into considers
ation 1 the present-day music. In the old
Indian music; much importance was laid on this
point, Tunes were divided 1nto eighteen catego-
ries, called Jdb1 rdgas, according to their Nydsa
(note at the end of a tune), and their Vddis,
Vivddis, etc., determined. Some of them are
given below as examples, The value of the notes
meant has been noted in the remarks column
in terms of our present notes.

[ 204 ]



o B) I B} h Y b} b imsgoueg | 9
o1 Bl | nhbk}h | hhbkljb It yusdnpe | ¢
Lsgp
wuliey Ut §8 MMM_Z o I o I uyd ‘*3ey (¥
paueyyspg Ik puv
WEHM;%» M.Emm” _MMMHZ B2 h b Babtnrp It }BUpusy | ¢ —
il EYEN M
M_wuﬁh“m_mwm ﬂ.ﬁ “r.n MW““HZ h B Bl =Y Bliay 3] 1]qeqexy | g .
1uags « pousd
ﬂﬂﬂwﬁmh “”_Hﬁ__ma ”_mﬂ”“z bl hi Rhitlrb B 1lpyas |1
n_h_aﬂmww MNM“M MMM .Mr gojou sBiunsdy mwﬁw mmmw wunw_ﬂ oN
ey} o} s¢ sjicmay X0 ¢YsUY jo ems )

{

|

seSpy T Plo ey JO OWOoS SUIMOYE JUSHIOTTIQ



vjou

pavareqg ut st sdjony | BRY [ blhbblE | BMRhbbE | bl stey | o
ot £ h B) ke B Bl B 3} fpegsieN | g
spjow ]
YEARg UL 58 ‘SSjON | B & hiz Xl I M <) jeareqd | g bt
*pous)juy ‘A2
pus ifa 4k qua spem
oUWV Y] Ul 58 8930 N e k) kb Ll h ¥ h lAgaBumagyl | g
*Juga W 89100 Law i ‘sejou o100 ‘euny oxr
oY} 3o enujsa saqlaw g [20100 sefunsdy N mu% %4 usgh AT 10 %MMZ N

ey 03 St SYIvUIdY

[




Bach of these Jati ragas represented, 1t
appears, a certamn general sonttment accordiag
to the Nyasa which was mnde specific by the
Vddi talen, and the arrangement of other notes,
for any tune m the group For nstance, Shddjf
group perhaps stood for Vira rasa and a tune
with & as Vidi and omtting ¥ and fi hihe Hemsn
Kalyfioa, would express Yuddha Vira or heroism
in battle Arshabhi group mndicated marvellous
ness, and 2 tune with ft as Vdadi will express

appreciation, but with ¥as Vadi 1t will express
awe and fear and so on

Our present tunes have no defined Nydsa, and
besides, some cf the old notes are no more used,
hence they cannot very well be classified under

the old Jdt1 rdgas which would have facihtated
therr interpretation to a certain extent

The subject of Jatr rdgas 18 at present
only of sn academic importance and need not
be pursued here further It however indicates
the 1mportance of Nyusa in the interpretation of
tunes, which 18 worth looking into by experts

when composing tunes for particular senta
ments

We may conclude this chapter after adding
that 1n the matter of expression, the laya of

tunes (ser Chapter X{), and the Sthann and
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loudness of notes, have also a useful bearing.
For subjects of grave and sober nature, for
instance, the laya used will be Vilambita, the
Sthina of the notes will be Mandra and Madhya,
and the tone mild; while for the subjects ex-
pressing love, sport, and merriment, a quicker
(druta) laya, and notes in Madhya and T4ras-
théna will be more suilable. Anger will require
a louder tone.
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CHAPTER XIX
COMPOSITION AND INTERPRETATION OF
TUNES

Method of expressing the several sentiments
in Music How tunes could be interpreted,
explained by illustrations Why certaln
tunes can have more than one
interpretation

TN this chapter we shall make an endeavour to

illustrate how tunes could be found out or
formed to express certain i1deas, and vie versa
how certain given tunes might be 1nterprefed

For the former, let us take, as an illustration,
the famous soliloquy of Hamlet in Shakespeare's
play of that name [Act IIL, Scene 1] The
goliloquy expresses an utter disgust of the world
and » great disappointment at the troubles of an
outrageous fortune To get rid of them, the
Prince considers whether 1t would be nobler to
end bis own life or to fight agamnst the troubles
and end them The former he dismisses as it
was not certain what might happen after death,
leaving him determined to take arms against
the evils

14
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The sentiments expressed are therefore grief,
disgust, anger, and determination, giving rise
to Karuna, Bibhatsa, Raudra and Vira rasas.
Appreciation and love are altogether absent, so
Shringéra and Adbhuta are excluded. The notes
o he used would therefore be Shadja, Gindhdra,
Madhyama, Dhaivata and Nishida. Gé4ndhira
would be kowmala, ze., on the shruti Vajrikd.
Madhyama would be komala to help Shadja in
Vird rasa, as also perhaps t{vra, because there is
worry. Dhaivata would be komala, the subject
being one of golitary musings. Nishdda would
also be komala on the shruti Tivra; perhaps it
would be better on the previous shruti Kshobhini.
Raudra and Vira are the Stha: rasas, hence the
V4di must be from & and® A tune n the
&dndhdr group (Jatr ragas, pp. 205 and 206)with
&, ® as Vadi and Samvadi, and 8 left out, would
be appropriate to the sentiments expressed
the soliloquy. In our present music, the tune
Malakosha would approach this very nearly as 1t
has no ® oryw, and has 1ts force on g, wf, @. It
has of course no .

As another illustration, let us take the senfi-
ments of Rish1 Vishwdmitra when the nymph
Mainaké presented to him the baby Shakuntald,
the ofispring of their union, as represented in
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the famous pioture * Birth of Shakuntalf ” of
Ravi Vermd The Rishh 18 made to recollect
how in an unguarded moment he succumbed
to the charms of the nymph and lost the fruitg of
his austere devotion He upbraids and despises

himself, hides s face and refuses to look at
the child

Here slso appreciation and love are alto
gother absent, and rishabha and panchama have
to be excluded The notes to be used are
shadja, gdondhdra, madhyama, dhaivata and
mshada There being no valour or Vira rasa,
shadja 18 not to be accompamed by #, there 1s
only a httle determination for not having to do
anything with the affair further Ohyuta shadja
on the shruti Mand4 might have donen this case
but we haveno such shudjn The anger bemng
directed agast self, 1t consistegl mostly of reoita-
tion of the faults and shortcomings rather than
of abuses, hence gondhara will be tivea on the
shruti1 Prasirim Madhyama as said cannot be
komals , 1t should be tivra, there being s0 much
worry Dhaivata must also be tivra on the shrut:
Ugra, 1t was given komala n the previous exam

ple as 1t wasa soliloquy Nishadaisalso to be tivra
on shrutt Kumudvati The emphasis 18 to be on

iftyft and A, so the vady, samvadr and 1if possible
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Niyasa ougbt to come from these nofes. Among
the old J4t1 régas, the tune will perhaps be from
the Naishdd: group, with Wi, st as vadi and sam-
vidi, and ¢ and R left out. In the current musie
the tune Hindola will be appropriate.

The nymph Maimnakd is also not very happy
with the result of her union with the Rishi, The
child Shakuntala was a human girl and could not
be kept n the land of gods, with apsards and
fairies, and separation was unavoidable. Mainakd’s
gentiments may be analysed as below :—

1. She is worried over the beautiful human
child whom she could not keep with her, She
argues within herself the possibility of her father
keeping her and also hopes to that effect.

2. She then approaches Vishwédmitra, shows
love towards him, describing the child appreciae
tingly, and asks hum to keep 1t with him.

3. On the Risli refusing to look at the
child and to do anything with it, the nymph is
greatly disappointed, and there 1s extreme worry
and anger.

4. The girl has to be left to her fate. There
must be an abundance of maternal love and
extreme grief,

The notes to express these sentiments will be
as follows s
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(1) Worry will require the use of <t and i,
the solitary musing and arguments within her
own mind mean &%,4Y, and W, affection towards
the child will need the intercession here and
there of # and 9, and 1ts loveliness will be 1indicat~
ed byaw, gawill be reqmred rather frequently
to express hope in the ultimate end of worry
The tune Parya would appear to express the
sentiment very approximately, its sargama be
g °, A wrw, M, ww, dad, 8, dy, @, e,
the vadi being &

(2) Here also the notes will bo tho same, but
@ will be the chief note, and @ und g will be more
frequently used, as the chief object 15 enquiry,
which 18 accompamed by the expression of love
s ot required, st being enough to 1ndicate
the inward worry In fact, it might also be used
sparingly The appropriate tune seems to be
Kalingra, whose Sargama 13 ft g@qdft#w, M7,
qur, ftary, @A, | g and Nyasa and Vads
M

(3) The sentiment expressed here 13 Karaua
mixed with a hittle anger, the notes being W, R,
#it, and ft There 13 no question of love, s0 ¥
must be left out  Thera will probably bs a lhittle,
not much, recitation of the girl's loveliness, for
which @ will be requred The tune fitting 1n
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Sy TV sy

would be Sokim: with its Sargama @t oft, At g, @ 4,
R R G a @, & and R aas Vadi and Samvadi,

{4) This is Vatsalya rasa or the expression
of maternal love and would require the notes
d, %, & and €. The idea of separation of the
child from the mother will need a frequent use
of v on the shruti Rohinf, and of st on shruti
Kumudvatf, to express the extreme worry.
would be the chief note. It seems Jagiyd Asde
pari will be an appropriate tune, 1ts Sargama being

FTAAAIIN N IO T MMAY N AT
with &%, @, as Vadi and Samvadi

For interpretation of given tunes, the process -
followed above 1s te be reversed. This has been
done in the previous chapter in 1nterpreting
the tunes Deshakdra and Bhupali, A tune or
two more may be examined :—

(1) Hamira.~The sargama of Hamria1s g Q |,
WAy, &R, g Al g, Aedig dada with
W, A, as vidi and samvadi, ¥& @ indicate
enthusiasm and happimess, and it ¥ &t ridicule
and joking. s¥ <% together would bring in dis-
gust, but 9 being wvivadi of Wi and indicating
love keeps this sentiment down. With w, #t
algo indicates devotion and not worry. The

tune therefore expresses happiness, merriment,
and joy.
[ 214 ]
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(2) Desha —=The sargama of Desha 18 §, R N,
MY, gdtgR, A & M, ® with ¢ and & as
vdd: and samvadi and ¥ as nydsa 9 with &
stands for love, appreciation, and devotion, ¥
and =t on the shrutis Tivra and Ugra, comng 1n
between, sumply enhance the sentiment i} on
Prasarim ndrcates explanation and complamt
The tune therefore expresses the sentiment of
love or Shringara, perhaps Sambhoga, with some
complaints of mattention

The 1mport of the tunes can surely be shghtly
moditied by the more or less frequent use of the
different notes Ifor the same cause the inter-
pretation of a tune by different experts caunot
always comncide exactly Some of the tunes,
however, can have more than one 1nterpretation

It 18 clear that if a tune could be played on
two or more Janaka melas having their notes
1 the same pitch (orin the octave), 1t will be
capable of more than one interpretation accord
mng to the notes or shrutis of the respective
Janaka melas This 1s possible only if the
Janaka melag are on the same grama Among
our present Janaka melas, only Bhairam and
Kalyani are on the same grama (Madhyama
giama), and so the tunes sung or played on these
melas are capable of two interpretations As
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an example, the tune Hindola, one 1nterpretation
of which has been given at the beginning of this

chapter, may be taken.
The notes of Bhairavi Janaka mela are@ @

Wl ® ¢ WY at |, with shrutiintervals of 2, 4, 3, 4,
2, 4, 8. The corresponding notes of the Kalyédni
Janaka mela with the same intervals are it & @ it
W ¢ @ @, so that with § having the same
pitch 1 the two cases, a tune belonging to one
of these melas will be playable on the other by
the slight atteration of st of the latter for & of
the former, @ for @, @t for m and so on. The
sargama of Hindola on the Kalydni scale 18 i,
g @, @ dig @ ARRG, AT a

This, when transferred to Bhairavi, becomes
HANMWTN A, /, TAqMIaA, TR T & being the same

—— T, Tw——

in the two cases, a second interpretation 1s pos-
gible with the notes on the Bhairavi mela. & it
and, ® are chief notes, which indicate an occasion
of happiness and enthusiasm that may be a
unique one. ¥ shows affection towards the object
or hero of the occasion, The absence of wy and
®1 show an absence of anger or misgiving, A

great birth or a coronation may well be described
in the tune Hindola.

It 18 not suggested here that the rigas pre-
scribed under the particular Janaka melas need
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CHPTER XX. |
PERSONIFICATION OR TUNES.

Descriptions of personified Ragas and Raginis.
Meant to express sentiments,
How to Interpret them.

IN Chapters 13 and 16, references were made

to the picturesque descriptions, given in geveral
books on music of the different rdgas and
raginis, which have been personified. Hxcept in
a few cases, the descriptions 1 the several books
do not differ materially. A few are noted helow
by way of illustration, taken from Rdgamaild of
Gangddhara and Ndda Vinoda of Goswimis
Panndldl and Chuanmlial.

Bhairava—a yogi in the form of God Shiva,
having three eyes, trishdla {(trident) in hand and
a garland of human skulls on his neck, engaged
in meditation of God. He 18 wearing white
clothes and has bhashma (ashes) rubbed on hie
forehead. This with the moon m his Jatd (matbed
hair) doubles his handsomeness.

Bhairavi—a beautiful fair-coloured lady, wear-
ing white Séri, and red bodice, engaged in wor-
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shipping CGod Shiva on the Kaildsh mountain
with lotus flowers  She 18 holding Vina in her
hands

Bhupdli-—a lady, separated from her lover,
wearing saffron coloured S4ri, and grown pale
owing to the fire of separation

Doshakara—~a lady with her body bright as
gold, her face ke the moon, her eyes ke lotus,
and full of sexual desire, she 1s playing with her
hushand

Jogiyd Asavari=a lady with matted hair and
her body besmeared with ashes [bhashma] She
has Trishtila and bowl in her hands and wears
an angry look Also practising Yoga and Vair
4gya she gets entranced 1n God

Hamira—A prince, expert in music, sitting
in Mahfil [entettainment hall] He 18 engaged
it merriment, and smiling amorously towards
hig wife thinks of gomng to bed

Keddra—a lady ascetic with matted harr, ser-
pent 1 her neck, worshipping God Shiva
with rapt attention and Vairagya The tune 1s
also shown as a male with the same ascetic form

\ldlakosha—a brave warrior sitting amongst
warriors He 1s reddish in colour and has a red
gtick an his hand, and 18 wearing = garland
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made of soldiers’ skulls. The Rfaga is also re-
presented as a prince of fair colour, wearing
blue garments and a necklace of pearls, and
holding a white stick mn his hand. He is sitting
among ladies who alllove him,

Deshi—(Desha), a beautiful lady with green
clothes; desirous of meeting her husband, whom
she is awakening from sleep on different pretexts.
As Desha (a rdga) the tune 18 shownas a hand-
some, 18-year old, cheerful young man, wearing
white clothes engaged 1n music and thinking of
meeting his wife,

Parja—a fair-coloured lady, with body bright
as gold, She is looking askance or through a
corner of the eye. She i an embodiment of
Karuna and Shénta rasas.

The descriptions, 1t 15 clear, are meant mainly
to represent certain sentiments, and comparing
them with the expressions of some of the tunes
worked out in the previous chapter, the two will
be found to be showing almost similar sentiments.
The form, 1n which the sentiments have been
expressed is not, however, very convenient, and
it is a pity we cannot very well utihise the labours
of the old writers Anadmirable endeavour has
been made to this end by my friend L. Kannu
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Mal, M A | mn Ins book ‘Sahitys sangita Nird-
pana,” wheremn to interpret the sentiments con-
toined 1n the descriptions of the personmified
ragas and rgdinfs he tahes the aid of the Indian
hiterature on Rasas or sentiments In the par-
ticular portion of this subject, known as * Nayaka.
and Niyikd Bheda ’, especially appertaining to
Shringara rasa, Lthere 18 a description of different
gorts of men and women, according to the age,
habits, temperaments degree and direction of
affection etc, and profuse illustrations have
been given to show their feelings and sentiments,
and how these feelings and sentiments express
themselves, ¢ ¢, bhavas and anubhavas To find
the expression of a certamn ragn or vdgini 1t 13
necessary to determine which particular Ndyaksa
or Nayikd the description of the tune represents,.
the sentiments and anubhavas can then be easily
fixed upon

Liet us take Kedara 1agin1 a3 an example It
represents a Nayike or lady who 13 (¢) Praudhs, or
fully grown up, (6) Swakiya or fully devoted to her
husband, and (¢) Proshita Bhartrika or Patika,z e,
whoso husband has gone oub to another towa or
country Her worshipping Shiva 13 to get victory
over Kamadeva (Cupid) as the God had killed
Kamadeva The description given i the book
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+ Ragaprabodha ” of Praudha Vipralabdhd or the
lady who missed to find her husband at the
appointed place, is interesting in this respect. It
says, ¢ Seemng the place vacant, the lady bent
her head, as if, feeling the full power of Kéima-
deva, she was entreating God Shiva.”

Now the feelings of Swakiya Praudh4d Pro-
ghita patikd are expressed in the following terms
in ¢ Rasaprabodha ”—* In the city of her body
separation has come in as a new sort of Kotwal
(City Police-officer), so that, after making her
keep up the night, Prina or life-vigour has to
leave early in the morning for toil in other
directions, Although her eyes are raining day
and night the source of supply is not diminished ;
water from the eyes serves as ghee (clarfied
butter) to the fire burning 1n the heart.’”” This
then is the expression of the rdgini Keddrd, It
stands for Vipralambha Shringira. [See Ch.
XVIIL

As a male figure the tune will represent
Shanta rasa and devotion. So Keddra can be
used to express both these rasas. The tune being
one belonging to the Janaka mela Kalydni can,
we know, have two expressions.
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Chapter XXI
GESTICULATING AND DANCING

Practical playing on instruments, acting and
dancing beyond the scope of this book Work
of an actor and a dancer in connection
with musiec briefly explained

IN chapter I1t was noted that Indian music dealt

with and divided 1tself into seven subjects
v2z, (1) Swara or notes, (2) Raga or tunes, (3)
T4la or rhythm, (4) playing on instraments, (5)
Artha or meaning of the tunes (6) Bhiva or
gesticulating, ze¢, aoting s0 as to explamn the
meamng of the songs and to express the sant:
ments of the tunes, and (7) Nritya or dancing
The subjects 1, 2, 3, and 5, have been dealt with
pretty fully in the above pages No 4 or the
playing onnstruments, No 6 (Bhdva) and No 7
(dancing) aresubjects mostly practical, and there
fore beyond the scope of this work, which deals
with theory and prnciples However, the prine
ples laid down 1 connection with notes, tunes,
their expression and rhythm, are expected to be
of substantial help 1n these subjects as well
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Taking the playmng of instruments, for in-
stance, the sargams given of the different tunes
will enable the player to play those tunes.
Knowing the relation of the notes fo each
other, e, the samvéidis, anuvadis, and
vivadis of the vddi note he will be able to
expand the tunes, keeping vivddis out
The theory and principles of harmony which
make 1t possible to prepare orchestral music can
particularly be utilised m 1nstrumental music
only. The several tdlas are as essential for the
mstrumental as for vocal music. Of course, how
each 1nstrument, vind, sitdr, piano, harmonium,
violin, flute, tabla, or other msfruments should be
played has to be learnt from music-masters or
Ustdds, or from the books written for the
purpose.

Bhdva or gesticulating requires action and
posture expressive of the meaning and sentiments
of a4 song, It may be taken for granted that the
wording of & song and its tune would be express-
ing the same feelings. The actor has two duties
to perform. He has to explain the important
powmnts of the song by the proper motion of his
body and hands, as also to indicate the sentiment
expressed 1n the tune, chiefly by means of face,
eyes and hands.
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In chapter XVIl,in which sentiments have
been classified, anubhavas or bodily manifesta-
tions, as also mental manifestations, of each feel-
imng and sentiment have been noted A real
actor has to put them 1in practice For instance
1 Bhaydnaka rasa, wmith fear as the chief feeling,
the anubhavas are sweating, trembling, tears, stc,
and these are to bhe shown by the actor Sweat-
g and tears, if not real, have to be indicated by
hand, wipmmg the forehead and ocheeks The
Mana vyabhichdris hke shanka, chinta or anxiety
etc , are to be expressed in the face and eyes,

Dancing 13 a combination of Bhava and tala
or gesticulating and timing, the latter particular
ly 1n a very high degres, as 15 has to follow the
tanas and paranas of tabld and pakhavaja For
this reason, the word Tala (@1&) 13 sometimes taken
as a combination of the mmtial of two words
Tandava ( @z ) and Liasa ( ¥4 ) which were the
peculiar dances of God bhiva and his consort
Parvaty, respectively Asin showing Bhava, the
gostures and postures, assisted by hands and eyes,
indicate the meaning of the song and the import
of the tune sung The work of a dancer 18 there
fore very difficult and exacting Nardas * Sangita
Makaranda ’ gives the following as attmbufes of

g dancer —

15
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.a a a . a . ?ﬁ '
AR WTARTS qrEgRat are e i
i.e., by his body lie 1ndicates tho general import
of a song, with his hands he shows 1ts meaning,
with his eyes he expresses the teeling and senti-
ments, and with his feet he keeps the téla and
time,

The old books on the science of dancing give
the diferent postures expressive of the different
gentiments, as algso how tdlas and their t4nas are
to be carried out 1n the dance. How certain
things and 1deas are to be expressed by hands
etc. are also noted. 3ut 1t 15 outside the scope
of this treatise to go mto all these.

[ 226 ]



CHAPTER XXl |
NOTATION
The system of recording music at different times
Advantage of the Indian system ofrecording
notes by thelr initials

‘T'HE desire to preserve for posterity the the expe-

rience and hnowledge gained, or the result of
observations made has been natural for all time
This has been the cause of the invention of wrt
g and the alphabet In the case of musi¢ too,
attempts have all along been made by the musie
masters to record what they or their predecessors
or contemporaries had achieved [he notation,
ag the alphabet of this recording of mustc 18 called,
has been somewhat different 1n different times In
India, the imitials of the names o the notes, wviz
&, |, 1, etc, have been the basis of this recording
from very early times It1s not$ known how the
notes were recorded before the present names
were adopted

The Iollowing are the chief :tems to be ind:
cated 1n music writing (1) Notes or swaras, (2),
theiwr pitch, 22, whether Shuddha or Viknta,
(3) their octave, t¢ whethar Mandra, Madhya,
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or Térasthina; (4) Sut, in case the notes are
meant to be blended together; (5) Andolan or
swinging of notes, which in quick succession is
called zemzamd ; (6) Mid, in stringed instruments,
when the wire or string 18 g0 much stretched over
g fret as to sound another higher note ; (V) Tila
in case of timed rdgas or songs; (8) Rasa or
gentiment indicated by a tune, 1ts time of
singing, derivation, or any other information that
the writer may like to record.

In old days, from the time of Bharata to that
of Sharngdeva, the notes were indicated by their
initials (@, R, @, etc.) and their pitch by mentioning
the particular Miirchhand which gave the notes of
the tune. We know there were seven mtrchhands
for each grima or fourteen for the two gramas in
use. At this time, we also know, several of the
notes had more than two forms, so mentioning the
midrchhand was the best way to show which ootes
were meant, The higher octave or Téra sthdna
was indicated by a small vertical line, and the
lower octave or Mandrasthina by a dotover the
imtials, Andolan 1s indicated by using dirgha

(long) vowels with 1mitials of the notes [e. g., &
mA A e &)

Tsla was noted down in cases of timed ragas,
as algo other 1tems mentioned above 1o No. 8.
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The following description of Réga Kukubha,
taken from Sangita Ratnakara, illustrates the
pomnt *Kukubha 18 derived from Madhyama,
Pancham and Dhaivat Jat1 ragas, Dhaivata 1s
its Ansha (Vadi), and graha (starting note),
Panchama 1ts ending note (Nyasa), the Murchha
pa 18 Dhaivata Murchhana of Shadja grama,
Prasanna Madhya aroh{ varnais the alankara,
Rasa (sentiment) expressed 1s Karuna, Yama 1s
the presiding god , 1t 18 sung 1n Sharad season ¥

Then follows the sargam and alapa of the
raga

Ragavibodha combined the notes and their
piteh, or the swaras and their murchhana values,

into one, by giving the shrutfs instead of the
notes used 1 a particular tune

Later on, on the introduction of Janaka
melas, mirchhanas were replaced by Janaka
melag, the notes being given mn the usual way by
their imtials

The books on ditar gave their own scales or
Thaths, and for the notes the number of frets
counted either from the top or from the bottom
Mfd and Zamzama were mentioned where requr
ed the Jatter was sometimes indicated by a small
line of dots S84t was also noted by a line above
the notes to be blended
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In all this notation, however, there ias no
way to indicate periods of less than one syllable
or matrd. To meet this defect, for some time 1n
recent years, the English system of notation was
adopted 1n some parts of Bengal, This system
we know cousists of a scale of horizontal lines
which with their mmtermediate spaces indicate the
different notes of the gamut for several octaves,
and the period each note is to be used foris
indicated by the signs representing crotchets,
minims, efe. This dealt all rnght with small
periods of less than a mdtrd, but 1t had the
following disadvantages :

(1) It caused a muddle m the Tala, chiefly
1 the different parts of its anga indicated by
strokes, as they could not be easily shown, and
(2) the peculiarity of the Indian system of
ndicating the notes by imitials of their names
was lost. This method of indicating the notes is
superior to other systems in that the short names
psychologically bring the real notes at once to
the mind of the singer, which the mere horizon-
tal hines are incapable of domg. The use of the
Enghsh system could not therefore last long.

Then came the elaborate and rather cumbrous
system 1ntroduced by Pandit Vishnu Digambara
Pulaskara, n which signs have been fixed for
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multiples and fraoctions of mftrasfae, 1/°1/4,
1/8, 1/16, 1/8,1/6 and 1/12] Theso are to
be placed under the swara mmtls g, ft, 1, otc Tor
pitch of the uotes, thiro are different signs to be
placed before the notcs to show whother thoy
are shuddba or in a wikrita form However, no
signs are given before ehuddhn notes and those
gonerally nsed n a Mela (sculo), as for 1nstance
1n tunes on the Bilavala mels, lisra Madbyama af
used will be given its sign, wiile in those on the
Kalyam meln, bhuddbn Madhyama will be given
onoc ‘This 18 not only confusing, but necds men

tion of the particular Junaka mcla u<od, which 1f
done tho sevetnl signs become suporfluous o
show the Sthupa (octave), tho notation consists
of three horizontal columns ta tahe the notes in
the three octaves, Tura Madhya and Mandra

The difficulty of Tuln, a8 mentioned above in
the cage of knghsli gystem, remained the same
1n this, to meet which Tala strohes are soparately
gshown by the numbers, 1, 2 and 3, shownp the
dama, ordinary strohes and Khali respectively

Thera 18 na doubt that an endeavour bas been
made 1o this system to welude overgibing 1n its
notation, out being rather cumbersome 1t cannot,

although ourrent, be regarded asa suoccess on
the whole
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Another system, which started almost simul-
taneously with that of Pandit Vishnu Digambara
and 18 gaining popularity, is thet of Pandit
Vishnu Nériyana Bhdtkhande. Here Shuddha
swaras in Madhyasthdna are shown with ord-
inary initials, Komala Swaras have a hyphen
underneath, and Tivra Madhyama. a small verti-
cal hine above ®., Mandrasthana swaras have a
dot below, and Tdrasthana swaras a dot above,
the initials, In the case of Sdt a curved
Iine 1s given over the nofes to be blended to-

gether.

The method of writing consists of horizontal
columns divided by vertical lines, to show the
strokes or parts of the anga of the Tdla to be
used, each stroke or part giving its mdtras (two,
three, or four) separately. ~Whether the stroke
has a Sama or Khali, or 153 an ordinary one, 18
also indicated respectively by signs x, o, and the
figures 1, 2, 3. ete. In case a mdtrd reqguires
more than one note (swara), all the notes re-
quired are written together imn the space provided
for the métrd, Fractions of mdtrds are thus
indicated. The exact fractions 1/4, 1/8, 1/16,
otic , 1t 18 hardly necessary to show.

Pandit Bhatkhande’s system has all that
18 ordinarily required and is at the same time
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gimple It has hownever the small defect that
it cannot work well mm seripts which bhavo dots
on thar lotters eg, Urdu or Persjan  Beades,
dots and small hiyphens are liable to bo 1gnored 1n
prnt or 1n reading  So Mwarifun Naghmat,
the excoellent Urdu hook by Samiyed Nawab Al
Sahib, has added un “a” (I alif) for homnla swaras
and an “{" (, yo) for Shudda or tivra ones,
the fixed svaras & nud 7 gowng with the former
For Mandra and Tura Sthanas, hyplons are
added belov and above the noes respoctively
This 13 o desirablo chnange and has, with the
excoption of the fixed notes, been adopted in this
book also, tide Chapter V]I
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