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INTRODUCTION

READ IN THE NETHERLANDISH ORIGINAL
AT THE MEETING OF THE KONINKLIJKE
NEDERLANDSE AKADEMIE VAN WETEN-
SCHAPPEN ON THE 11th OF OCTOBER 1948






Chant and recital in the Veda — a theme belonging both to the history
of language and the history of music! Of this Veda the Rg-Veda-Samhita
will gnly in passing ask our attention, of much greater interest will be the
Sama-Veda-Samhita, which, consisting for the greater part of Rg-Vedic
verses, yet as a collection of sacred chants is provided with musical
notations. Moreover a passage in Panini’s Astadhyayi, this wonderfully
concise grammar of accurate secular Sanskrit with incidental notes on
sacerdotal Vedic will be of prime importance.

The rks of the Rg-Veda were recited by hotrakas and the samans of
the Sama-Veda sung by chandogas, but before these chanters gave their
performance they had the opportunity of calling to memory completely
and accurately words and meanings of their chants. And this was very
necessary the hymns being sung so as to render everything quite unre-
cognizable. In these prayers of memorization, japas, the chanters un-
doubtedly will have used the accentuation in which during their prepara-
tory education they had learnt the texts. This Samavedic accentuation
differed much from the language of daily life, and the modern reader gets
the impression of having to do here not only with a sacral convention, but
in one interesting rule with a dialectical peculiarity not mentioned in the
grammatical manuals that have come down to us.

Besides hotrakas and chandogas I shall have to mention at the end
of this introduction the adhvaryu, who in the recital of his formulae and
verses was bound to the same regulations as the hotrakas.

Of the Rg-veda-Samhita we possess Max Miiller’s famous edition; the
Sama-Veda-Samhita has been published by Satyavrata Samasrami in the
Bibliotheca Indica; this at all events is the most accessible edition; it is
a work of great value, but by its large number of inaccuracies a source of
continual complaint. Theoretical works on the Vedic chants were translated
by Richard Simon. J. M. van der Hoogt has in his academical thesis
(Amsterdam 1929) shown how much research is still to be done before
we can quite realize the importance of Simon’s learned and valuable
work.

Only for some of the main points I shall invite your attention. The
edition of the Bibliotheca Indica rests on one tradition, that of the Kau-
thumas, a sacerdotal school spread in recent times over the Gujarat. They
indicated the pitch of the syllables by means of numerals, written for the
main tone on the top of the syllable, for the following tones either after
the vowel or in the case of split diphthongs such as @—¢ and @—u after
the first component. The numerals go from 1 to 6 as an indication of a
descending gamut. Moreover we meet with 11 and 7; 11 only twice for a
tone higher than 1, and 7 over syllables that begin on 2 and soon rise to 1
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in fixed proportion of time; as the use of this gracenote is bound to the
condition of the preceding syllable being sung on tone 1, we have to do
here with a means of marking a new beginning. Next to these numerals
we meet the avagraha as an indication of pitch; when used in this meaning
it indicates the succession 12 likewise in prescribed proportion: a so called
vinata; in the Bibliotheca Indica it is followed by the superfluous (?)
numeral 2 or a zero, which perhaps indicates a longer sustaining of the
second component.

Which pitches were indicated by the numerals 1—86, is still uncertain.
The first information about this question was given by A. C. Burnell in
the year 1876. In his introduction to the text of a Samavedic Brahmana,
then published, he informs us that he had the opportunity of listening to
the chants of the Kauthuma priests and of ascertaining by means of a
‘standard pitch pipe’ (p. xlii no. 1) tone 1 to be f, tone 2 to be e etc. in

diatonical order without accidentals. This then means that the numerals
1—6 are notations for two minor thirds divided from the top into a semi-
tone and a whole tone and following each other at the distance of a fourth.
In the year 1877 the same author in his introduction to another Sama-
vedic Brahmana quoted four lines from a Hindu treatise on the theory
of music (Narada-$§iksd, prap. 1 kh. 5, él. 1 sqq.), which, as he believed,
confirm his experience with the Kauthama priests and the standard
pitch pipe.

The two passages in Burnell’s introductions were not followed by any
further information until the years 1901 —1906, when the Descriptive
Catalogue of the Sanskrit Manuscripts in the Government Oriental Library
at Madras, a work of the librarian Prof. Sesagiri Sastri, was published
after the author’s death by a colleague of his. In this catalogue (p. 76 —178)
a description of the Samavedic gamut is given; the author correctly
translates the Narada-§iksa-passage, not well understood by Burnell, and
interprets it according to usage as meaning the tones f es d ¢ a bes, here
then the second and sixth tones are flattened, and the tones 4—6 do not

form a regular descending line. In the chapter The Vedic and classical
Hindu Music I shall adduce arguments for my supposition that the oldest
form of the Samavedic scale was a pentatonic gamut arrived at by quintal
tuning, for instance a gedc or ed ca g without a note 6, and that only
at the time of the Hindu éruti-system it was transformed. At all events
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we have no trustworthy tradition about the original significance of the
Samavedic notations and we must be satisfied with hypotheses.

It may seem strange that for centuries the large bulk of Rg-Vedic
texts were handed down by oral teaching with incredible accuracy, but
that there is absolute uncertainty about the intervals of the Samavedic
chant. Here then we have to consider two circumstances: 1 ly, the chants
of the Vedic times are closely connected with the accents of the spoken
language, and this accentuation has in course of time totally changed
its character; no longer is the unity of the word effected by one of the
syllables bearing an udatta, but one of its syllables being pronounced
with greater use of expiration and increased loudness.

2 ly, music and song in the classical period began to rest on a different
tonal basis. No longer were the tones of the tonal series fixed by tuning
in fifths with perhaps here and there an incidental correction, but the
whole range of tones was attained by a systematical tuning in fifths and
thirds. In consequence of this system a melodiously schooled Hindu
singer will consider the thirds and sixths of European music unsatis-
factory and he will prefer the wealth of his own melodic intervals as an
expression of his emotions.

Of great consequence must have been the effects of the described
evolution for the tradition of the Vedic chant. On the one hand the Vedic
chanters cannot yet have known the differences ‘fine as a hair’, kaisika,
characteristic for the classical tone-system, and on the other hand the
classical theoreticians and singers must have been puzzled at the antique
Vedic chants. Without doubt these chants were modernized in numerous
ways and even the gamut has been forgotten.

Now in view of the great number of questions which arise about the
ancient Hindu chants, for which questions the width of the intervals is
rather irrelevant, we have to choose a gamut more satisfactory than those
recommended by Burnell and Sesagiri Sastri, for only in this way shall
we be able to commit the chants to memory for the sake of comparison
and analysis. The gamut, then, which I have chosen, is of a very old type;
it is one of the five pentatonic gamuts. In order to elucidate this point
let us take a series of five notes tuned in successive fifths, e.g. the strings
of the viola and violin:

0
¥ 1
T
Y |
o/
=7 T
[ g d’' a’ e’

If we place these tones in close succession:

cdegac' d e g a ete.
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we get a tonal series with intervals of either a whole tone or a minor
third., Out of this series we can form five pentachords in accordance
with the choice of the beginning tone: either ¢ or d etc. These gamuts are
not equally satisfactory, because the quintal tuning gives rise here and
there to false thirds or sixths between the tonic and one of the following
tones (for instance c—e, ¢ —a); another difference between the five gamuts
arises from the fact that two of these gamuts contain only one minor
third: cde/ga and ga/cde, while the others have two leaps and consequently
a greater compass: de/gajc etc. It seems to me that the gamut ga/c'd’e’
deserves preference, since it easily allows the addition of f as sixth tone.
At all events I have chosen this gamut ga/c'd’e’, in the transposed form
abd'e'(fis)', also for a practical reason: the relative position of the range
of my voice to the violin by which I support my intonation.

If we examine the two gamuts cdega and gacde more critically, then
we meet in the former the major third c—e and the major sixth c—a, and
in the latter the major sixth g—e which for a melodiously trained ear are
not satisfactory, they are too wide in consequence of the quintal tuning.
In order to explain this briefly, let me say this much: since about two or
three centuries we have followed in Europe what is called the equal
tempering. In this method of tuning the octave is divided into twelve
semitones of exactly equal width, and all the other intervals consist of a
whole number of such semitones. The scientists who occupy themselves
with the study of acoustics have gone further in this direction: they
divide theoretically these equal semitones into a hundred equal parts
which they call cents. With the aid of an easy calculation it is possible to
express any given interval in a sum of such cents. So it appears that the
quintal major third contains 408, the equally tempered major third 400
and the melodious major third 386 cents. For the major sixth the numbers
respectively are 906, 900 and 884. For the modern European, who is
accustomed to the equally tempered intervals, it is a mere question of

_f_ -+

0 e - -+ Q
T )’ — 1
— 7 A ”
| (anY | Lo\ Y I
VY XV
o/ [ LY
1V corda 1V corda

differences fine as a hair, kaidika. The differences between the equally
tempered major third of 400 and the melodious major third of 386 cents,
and the equally tempered major sixth and the melodious major sixth
can be made audible by the violinist; in the former cases he uses the
firm finger pressure and in the latter cases he plays the tones as
flageolet-tones on the g-string.

The difference between the old Vedic and the classical Hindu tonal
systems, then, amounts to this: the musicians of the Vedic times fixed
the tones quintally, perhaps here and there correcting a third and sixth
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by auditive intuition. But in the classical period a fixed system of tuning
was attained, with use of fifths, of melodious sixths and thirds; and this
system penetrated even in the folksongs. Similarly as in Greece Pytha-
goras and his school carefully studied the arithmetical proportion between
the vibrations of the musical intervals, so in India a minute auditive
study of the intervals must have been made.

Now we know that Pythagoras preached metempsychosis at about the
same time when in the Upanisads the samsara was propagated, that the
same Greek philosopher and scholar laid down the foundation of geometry
when the theorem called after him was in India practically applied accord-
ing to the Sulvasfitras in the construction of altars. By analogy we may
for the present surmise that the minute study of musical intervals in India
took place at about the end of the Vedic period. The consequence of this
study was that the originally very simple pentatonic scale was gradually
replaced by the intricate Sruti-system with its quintal, tertial and septimal
tuning and its great variety of gramas, mirchanas, ragas etc.

It is therefore quite out of the question that modern Hindus educated
in their $ruti-system could sing a saman correctly in the historical sense
of the word ; indeed their production of simans shows an indefinite number
of personal differences and is in flagrant contrast with the notations of
the Samavedic manuscripts, which does not preclude that their rendering
may have in some cases a great charm, even for an Occidental audience.

The gamut, then, which on historical grounds and for the sake of fur-
ther investigation I have accepted, runs in downward direction as edcag =
12345. But in a small set of simans, there was introduced a sixth
tone, which, however, did not get the character of a tonic. So perhaps
the pentachord edcag was turned into the hexachord edcagf with tone 5
functioning as drone tone and regular final tone. Further as an ancient
source informs us, the tones 1—3 were respectively udihas or harmonic
derivatives of the tones 4—6; and in the practice of the chandogas the
tones 4 and 5 were often used as substitutes for 1 and 2.

As to the use of tone 5 as drone tone I should like to make the following
remark. According to Brahmana-texts there were in great sacrifices three
main chanters who partly sung an own division of the chant, but partly
sung together (though unisono) refrainlike parts, nidhanas. The solo songs
of these chanters were accompanied by three upagatars, subchanters,
who sung the syllable %o on tone 5, and by the yajiiapati, who sung the
holy syllable om on the same pitch. One will notice that there is in Burnell’s
gamut the distance of a diminished fifth between tone 1 or f and tone
5 or b. 1t is inconceivable that a Vedic singer could intone this tone 1
correctly and sustain it, as would often be demanded, during a whole
pada against the drone tone 5. In the pentatonic gamuts such a difficulty
could never occur.

So far I have mentioned the facts which plead for my hypothesis.
I must, however, confess that there is a detail which seems to indicate that
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at a rather early date there existed between the tones 1 and 3 a minor
third and that tone 2 had two positions, either a semitone or a whole tone
beneath 1. This flattening was indicated: by a special accidental. When,
however, these innovations took place, the position of the tones 4—6 was
also altered, but assuredly not in the way of the tradition of which Burnell
has been a witness.

In my own vocal performance of simans I am wont to sound the drone-
tone on my violin in those passages which were probably sung by one
priest; and the nidhanas I sing with greater loudness; however I have not
yet made a detailed study about the division of the chant. In the staff-
notation I only use the lines and leave the interspaces open as an expression
for my uncertainty about my surmises, for in this way no associations
will arise with Occidental music and the reader’s imagination is left free.

After the pitch of the tones the musical metrics will have to be described.
In general the musical metre rests on the poetical metre. There is, however,
a difference. The versification, namely, obeys a similar rule as in Greek
and Latin, thus in Sanskrit prosody the theoreticians distinguish between
heavy and light syllables, guru and laghu. A syllable is light when it
contains a short vowel followed by one or no consonant; vowel-length
or any following consonant-group causes heaviness. In the metre of chant
there is only a difference between long and short vowels, the character
and number of consonants between two vowels being irrelevant. Syllables
with a short vowel are reckoned to last one matra or musical time-unit,
syllables with a long vowel last two matras. Long vowels with an » or 0
(zero) over them are sustained beyond their normal duration. The vowel
of a syllable at the end of a parvan or melody-member, lasts three matras,
and in case it is followed by vikrti-tones, the prakrti-tone keeps the length
of three matras!). Sometimes for sacro-musical reasons a short vowel of
the text is lengthened etc. At all events the simans are never to be divided
in bars based on the numbers 2 and 3 and multiples which only contain 2
and 3 as factors, as is the rule in European classical music. The chant is
divided in parvans, melody-members, marked in the notation by a danda,
and in the performance by a pause, at the beginning and end. Sometimes
a parvan contains a complete pada, verse-member, or even more than
one pada; generally, however, the pada contains several, a greater or
smaller number of parvans. Since the metre of the chant is based on the
metre of the verse, the writing and printing of samans should be based
on the verseform, with stobha and text characterized by different letter-
type.

As a minor note to this part of the introduction I have to remark that
in the printed staff-notation I do not indicate the length of the tones and
in my vocal illustration I give this length only approximately, since all
the details in this respect are not yet satisfactorily clear to me.

1) Cf. Simon, p. 525 s.v. svara 2.
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After pitch and duration the spiritual contents of the chant should be
characterized in brief. In these ancient sacral songs the ancient Hindus
address themselves to their beneficial gods, yet this world is besides
crowded with a host of harmful beings. So the chant is a means not only
for pleasing gods but also for imposing upon devils. For this reason and
other magical purposes the udgatar sings his part of the chant in the
most mysterious forms; in one case for instance he replaces all the syllables
by the vowel o, or he retains, a very common expedient, only the vowels
of the syllables and he substitutes bk for all the consonants and con-
sonant-groups; and in general the text of the chanters is subjected to a
great many changes, so G is often prolonged to @—i, o to 0o—i, or the
vowels and diphthongs ¢, 7, e and ai are replaced by @—: or ayi, a diph-
thong of which the components are clearly divided in the articulation,
although in the syllable-counting of the melody it is reckoned as one
syllable. Remarkable is the way in which a pada is cut up into parvans
without taking into account the semantic connection of the syllables.
Finally stobhas are added, either meaningless but very holy syllables, or
expressions of wish, quite loose from the context. All the time the chant
remains destined for the omniscient gods, who see through all these
mutilations easily, and very likely read immediately in the soul of the
chanters. And therefore these chandogas ought to remain conscious of
the thoughts and wishes wrapped in their mysterious chants. And the
modern investigator should consider himself to be one of those gods to
whom the verses are dedicated and he should take all precautions to look
through the magical adornments. And one of the first means to this
purport is to sing the chants to himself and to copy the simans in verse-
form with distinction of puspas, stobhas and text and with notes as to
the translation and ritual use.

At this point I have finished the general part of my reading and I am
now coming to the exposition of details. Here I wish to consider the
relation between the spoken and the chanted_Yedlc language. Leaving
aside the accentuation of contracted syllables, i.e. the theory of the so
called independent svarita, we can say the following: the spoken Vedic
language moved over three pitches. In the first place this rule was valid
for the daily spoken language of the Vedic age, but also for the softly
repeated prayers of memorization, the japas, on the sacrificial field. On
the other hand the reciting priests were allowed either to stick to one and
the same pitch, in other words to speak in a strict monotone, or to use
an undulating accentuation which according to sacral rules differed in
certain respects from the tone-movement of the bhasa.

The researches of Herman Oldenberg have taught us that we may take
Pinini’s description of the accents as a basis and that the ways of accen-
tuation followed by the priests in their sacrificial actions may be considered
as artificial forms. There is, however, in my opinion, one exception in the
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Samavedic recital, which seems to be due to dialectical influence and will
afterwards require our attention.

But now, let me first start with an example and choose for this purpose
the hymn with which the Rg-Veda-samhitd opens. This hymn, as a
matter of fact, is likewise found in the Sama-Veda, but because of the
sacrificial context in which it is used, we find the text in the Aranyaka-
Samhita and its melody in the Aranye-geya-gana, the text- and chant-
books which the chandoga-pupils were allowed to study exclusively in the
wood, far from human surrounding.

The text (RV. 1,1, 1) runs:

agnim ile purohitam
yajiiasya devam rtvijam|
hotaram ratnadhatamam.

This text we shall first accentuate according to the rules of Panini.
But before doing so I want to make a remark. In the introduction to
Panini’s Astadhyayi the great grammarian Patafijali warns his pupils
not to pronounce in speech the vowels as if they were chanting. This rule
may have been useful for pupil and contemporary; now whilst showing
the often occurring dependence of melody on spoken language, I shall sin
in two respects, I shall speak in a rather chanting way, and although
leaving the relative position untouched standardize and measure out the
intervals between the syllables; on the other hand I shall sing in a speaking
way. I acknowledge both mannerisms are incorrect, but they are preferable
to the way in which German classical and romantic poets have imitated,
or so they think, Indian and Greek verse. My intonation gives at least
some idea of how ancient Greek and Sanskrit may actually have sounded.

For, whereas we, Occidental nations, give more attention to one syllable
of a word than to the others by means of more breath and loudness, the
ancient Hindus and Greeks attained the division of attention over the
phonal side of the word by tonal movement and a clear distinction of the
syllable-length. The strophe, then, which I have read to you in Occidental
school-fashion and in which the poet compares the God of Fire suc-
cessively to a house-priest, a priest of a great sacrifice and a bounteous
sacerdotal reciter, runs in Panini’s bhasa as follows:

Bh. RV. 1, L.
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agnim ile purohitam yajnasya devam rtvijam | hotaram ratnadhdtamam

@

All the words here except the second have one syllable bearing an ud-
atta, so agnim is oxytonon, etc., but the word ?le as verb in the main
clause is enclitic. Once we know the place of the high accents the further
voice-melody is known. For whenever the rule can be applied, tone 1 or
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udatta is prepared by a low tone 3 (sannatara) or at the beginning of a
clause by a series of such tones and it is followed by a curved aftertone
or svarita. This regular succession for instance is found in the first four
syllables agnim ile and in the second four syllables purohitam, but in the
following four syllables there is no room for the middlepitch tone 2 as
the vowel of de- has to prepare an udatta. And between devam and rtvijam
there is no room even for the curved after-tone as the preparation of an
udatta always preponderates.

From the bhasi-accentuation we pass over to the Samavedic accentu-
ation, that is the accentuation used in memorizing the text. It runs as
follows:

SV. (A8. 3, 4)

. g & & A
I- o o ll‘ '-'- ‘I oo & “I
& " g \ g @- & g
3 1 2 312 3 1 2 382 38 12 12 3 12

agnim ide purohitam yajriasya devam rtvijam | hotaramm ratnadhdtamam

Here we have to do in the first place with the general Samavedic rule
of orthography that a syllable without any digit of accent has the pitch
of the last syllable which had such a digit. Therefore the second syllable
of ile is pronounced on accent 2 and in the third pada the tone of the
syllable -ta- is carried on over -ram and rat-.

As to the accents themselves, when we compare the Samavedic with the
bhasa-version we notice that the udattas have remained: -gnim, -ro- etc.,
with one exception: the syllable -vam of devam. Similarly the preparatory
low tone remains low: ag-, pu- etc.; likewise the middle-pitch tones are
unaltered: -de (-le), -tamn etc. The most important change is the change
of the curved aftertone into a middle-pitch tone as we perceive in the
syllables 7-, -hi- ete. This is probably a sacerdotal prescript. Of another
nature is the lowering of the syllable -vam of devam ; here we meet with an
intricate accent-rule running: tone 1 is replaced by tone 2 if there is no
opportunity for tone 1 to flow out into tone 2 in the following syllable; a
consequence of this rule is i.a. that tone 1 on the last syllable of a pada
closing a phonetical unity is always replaced by tone 2. Even a series of
tones 1 is changed into a series of tones 2 when the last of these tones
lacks the required possibility of flowing down. This accent-rule is so in-
tricate that we had better ascribe it to an automatic unreflected law of
sound that to a conscious prescript. In this connexion I have to mention
a striking peculiarity: whenever the melodization of a text is strongly
bound to its accentuation, in such cases tone 1 of the general bhéasa (and
likewise of the Rgvedic recital) is maintained. This rule rather agrees with
Caland’s hypothesis that originally the samavedic sacerdotal pupils had
no arcika of their own, but used the Rgveda-samhita, or that an anthology
from it was prepared for their needs. So the accent-rule, just formulated,
is of a relatively recent date. Now I take up the Rgvedic accentuation,
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which I describe according to the theoretical textbooks and the modern:
grammars based on them:

RV.

o S o o900 - e > o >0 o069

i
[ P —e —e -
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\ N\ N N N\ N\
agnim 1ile purohitam yajiiasya dgvam rvijam | hotaram ratnadhatamam

Here we see the high tones of the bhasi lowered to middle pitch,
although they are still called udattas, a fact which has two consequences:
lly, the curved aftertones rise above all the other syllables, 2ly, the
syllables which were formerly udatta are on the same pitch with the
pracaya-syllables. Consequently the syllable -gnim is on the same pitch
as the second syllable of the word ide. The Rgvedic accentuation is evident-
ly based on a sacerdotal prescript. Likewise the freedom, given to the
hotrakas to recite their hymn in strict monotone, is of sacral nature; it is.
a peculiarity reminding us of the bhasa which demands monotony in
speaking to a person at some distance. Not only for the recital but also
for the chanted verse this solemn monotony is of great importance.

From the accent-systems of the spoken language we now pass on to the
Samavedic melodization. Again I first take an example: the strophe which
I have now examined three times in succession. In its Samavedic per-
formance with its vocalic changes (pugpas) and interpolated ornaments
(stobhas) it runs as follows:?)

AGG. 4,1, 13. I./mano hau/vayo hau/varco hiu/=/22.2./22.2./22.2./
BI. II 287. II./agnim/idai/puroh@itam|=[21.[11;.[3234,,5./
II1./iha hau/idd hau/ayur hau/=/22.2./22.2./22.2./
1V./yajiia-[sya dai-fvam rtvijam[=[21[1.15/3.2354,5./
V./suar hau/jyotir hau/rtam hau/=/21.1./22.2./22.2./
V1. /hota-|ram ra-|tnadhatamam|=[11]1.1,5/32;4;565 - |
VII./e/mahah/=/2;3.[13535./

The three lines of the verse-strophe are here increased to seven lines
by the addition of the stobha-lines I, III, V and VII. These stobhas
consist partly of words, partly of meaningless but very holy sound-
syllables such as hdu and the vowel e. The words used seem in this case
to have a meaning : manah, vayah, varcah, mind, vital power and appearance
indicate man; iha, idd, ayuh, ‘here’, the beverage of strength and the
duration of life express the earthly life of the priest; svar, jyotih, rtam,
heaven, heavenly light and divine order indicate the godly in this world,
and mahah, extension, encloses the three spheres indicated.

The lines II, IV and VI, which together contain the text, give rise to
the following remarks. Only in line II, the first text-line, the division
into parvans agrees with the grouping of the syllables as parts of words,

1) For the methods adopted for the transcription of accentuation, melodization
etc. see infra Chapter I Section II (Historical Evidence), Preliminary Notes.
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but this is merely fortuitous, the line of 8 syllables being dichotomically
divided into two groups of 4 and 4 syllables and the first of those groups
again into 2 and 2. The lines IV and VI follow this scheme of division
again automatically. The first parvan of line II agnim is in accordance
with the bhasa-accentuation; we meet with a similar case in the first
parvan of line IV, where the syllable -jia- bears the udatta; however,
in both cases the preparatory low tone is replaced by a middle-high tone.
In line VI the syllable ko- has kept its udatta, but in the following syllable
the originally curved aftertone has been replaced by tone 1, a case of
often occurring ‘acoustic metalepsis’. The dichotomy applied in the three
lines is a much used means in melodization.

The second parvans of these three lines are completely detached from
the bhaga-accentuation; they begin on pitch 1, which extends over the
beginning of the following syllable; then there takes place a descent in
line IT and IV to 3 and in line VI over 2 to 3. In all these parvans we
meet with vowel-lengthenings or diphtongizations: dai, dai, ra. The third
parvans of the lines IT and IV are built on the same pattern, the third
parvan of line VI forms again a climax to this.

Line VII consists of two stobhas, the syllable kak at the end is leng-
thened and on its vowel the chanter sings in slow time the tones 32345;
such a descent, in this case first deviating towards 2, but always finally
reaching tone 5 is called a svarya and tone 6 which lies beneath this tone-
series is called the atisvarya.

In general the three verse-lines described are independent of the bhasa-
accentuation with the exception of their first parvan. In the stobha-lines
I, IIT and V sacral monotony predominates, but svar contracted out of
suar with falling movement in the bhasa, has got an ascending form, with
acoustic metalepsis of tone 1 over hdu.

My further exposition I shall divide according to the following plan:
1ly, stobha-clauses which, placed in a saman, keep the melodic movement
of the bhasa-accentuation except in their ornamental closing; 2ly, a
stobha-line and a saman following in their melody the bhasa-accentu-
ation, however with exception that the curved aftertone is mostly replaced
by tone 1; moreover in a few cases even the preparatory low tone between
two udattas is raised to tone 1; 3ly, two saimans for which sacral monotony
is characteristic; this monotony is sometimes strict so that a whole pada
is sung on tone 1 or tone 2, but very often the last syllable is ornamented,
and likewise the first syllable of a parvan sung for the rest on tone 1, is
lowered to 2. A fourth form of melodization, which here, however, will
not be discussed, is the breaking up of the padas into three- or four-
syllabic parvans moving in their prakrti-tones on the pitches 1 and 2,
and sometimes 3.

GROUP I. Here I give two stobhas as examples. In the first the
singer praises his own song which has been directed to God Indra, and
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thinking of his own song he calls it asmabhyam gatuvittamam, ‘most
wholesome to us’. In the bhagd-accentuation it runs:

Stobha SV, 1. 1322,
Bh. -— o [
i:__;_.._‘_.'l_.._‘

1N\ 1N
asmabhyem  gatuvittamam

Sung at the end of the siman it has the following melodic form:

B o S~

——
| ——

2 1 2 r 12 3
| asmabhyam gatuvittama234sm |

Essentially the melodic movement has been left unaltered, but as is
always done in such cases, the curved aftertone and the preparatory low
tone are replaced by the middle pitch; the last vowel is lengthened and
provided with a svarya that deviates at the beginning. Tone 3 is conse-
quently only touched in the svirya.

The second example is of a similar kind. In the saman itself the chanter
praises the pressed out, golden soma-juice that has taken its seat in the
leap of the sacred fire and the added stobha-clause expresses the wish:
may we overcome all dangers. Tn the bhasa-accentuation and its chanted
form the stobha runs:

Stobha SV. 1, 511,

Bh. Pt~ e <49

101 N 1
ati. vidvani duritd tarema

Sa. >0 P SN
I &- :1
—el

12 1 2r ir 2 r 3
| ati vidvani durita tarema234 |
The melodization follows the same rules as the stobha of SV. 1, 1322
given above; however the descending gamut ends with tone 4, an inter-
rupted svarya.

GROUP II: cases in which the melody follows the bhaga-accentuation
except in the syllables with acoustic metalepsis of tone 1.

The first example is a stobha-clause. The saman to which it belongs
is a magical chant on the occasion of a fire. The poet acknowledges that
the God of Fire and the fire-causing God of Lightening have come to
earth according to legitimate disposal; earthly witnésses of authority can
affirm this. If, then, in general the poet acknowledges the right of these
gods and is grateful to them, in this special case he entreats them to be
lenient. The focus of the fire is called in this connexion the womb towards
which the evoked Gods have gone.
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Stobha SV. 1, 90

\
yonim indras ca gacchathah

Sa.

Ot -
i o 1= - o o o N\
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8 5 1r 2 3 ‘
| yo234nim | yonim indraé ca gacchathal345h |

In the bhagiaform -nim as preparation is low, -drad has the curved after-
tone, the conjunction ca and the verb are enclitic. In the melody the first
parvan contains the word yonim with great melodic movement and the
second parvan consists of the complete stobha, in which both the pre-
paratory low tone of -nim and the curved tone of -dra$ have become
high tones.

The saman which serves as second example has for contents an exalted
praise of Indra; if the God should possess a hundred earths and a hundred
heavens, his own splendour and extent would surpass the effulgence of
their thousand suns and their wide extent. The verse belongs to the
strophetype which normally possesses 8 + 8 + 12 + 8 syllables, a frequent
form of pragatha; syuk and siryah, however, are contracted and remain
so in the chant-form. The samavedic memorizing-accentuation will first
be given. When here a syllable has received tone 2 instead of tone 1
because this tone would not get the opportunity of flowing into a following
tone 2, this has been indicated by italic type.

SV. 2, 212. ya(d) dyava indra te datam = 1.12.22.2.32.
BI. II1 431. datam bhamir uta syuh 31.12.32.2.
na twa vajrint sahasram suryd anu = 1.2.22.323.23.23.
na jatam asta rodasi 2.31.23.122.

The accentuation here takes place according to the simavedic methods,
all curved aftertones are replaced by tone 2 and the preparatory low tones
have remained. The rule for lowering 1 into 2 under the prescribed con-

~ditions I have already mentioned, in the melodization the 1’s are here
restored.

The chanted siman runs as follows: 1)

il

AGG. 1, 1, 3. [yad dyava indra te Satamfe| = [1.11.22.2.21./1/
BI. 11 388. /datam bhamir uta/syova| = [21.11.21./11]
COhy.G. 1,1, 7. [didam viéam has/ = [11.11.1./
BI. V 387. [na tv@ vajrint sahasram swryd anu/ = [1.1.22.212.12.12./
/adva Sisumati/ = [11.1122./
|na jatam asta rodasifitfida/ = [1.11.12.112./1/11,5,5/

Here according to the rule found by Oldenberg all the curved after-
tones of the bhagsa have been replaced by 1; but moreover in the second

1) I follow here the reading of the Uhyagina with Oldenberg’s emendation.
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syllable of the word advd of a stobha and in the first syllable of the word
jatam in the last text-line the preparatory low tone between two udattas
has been altcred.

GROUP 1II1, two instances in which the monotone predominates. The
first example is a well-known hymn to Savitar in gayatri-form (RV 3,
62, 10—12; SV. BL.V p. 601). It is unnecessary to give here the accentu-
ation of the text; in chanting-form it runs:

[tat savitar vareniyom/ /1.111.1111/

[bhirgo devasya dhimahi| [22.222.222./

|dhiyo yo nah praco-| [21.1.1.12,15,15/
[hum/ &/ dayo[a/ [1]12/11[ 2445/

Here the first pada forms one parvan sung on 1; the second pada one
parvan sung on 2; the third pada is divided into six syllables forming one
parvan, and two syllables hidden in the closing stobha-line. In the parvan
of six syllables the first syllable is put on tone 2, then tone 1 is continued
over four syllables, the last syllable is ornamented; the two avagrahas
here indicate very short pauses or, as one could say, an accented beginning
of a new tone.

As second example of the monotone I have chosen a hymn belonging
to the Uhyagiana samvatsara-parvan :2, 1, 3, BL. V 421, AGG. 3, 2, 12.
Text: AS. 2, 7 BL II 272 sqq., specially 274, RV. 8, 89 (78), 5. I follow
the version given in Caland and Henry § 256a.

Jydj jayaj ja-|yatha apurviyd auho/haiya/auho/= /1.21.2/11.1111.2,2/25,1/2;2/

[maghavan vrtrahatydyd w | e [ s /= /111.11111.2,2 /2511/252/
[tat prthivim aprdathayd wo | o | e [=/[1.111.1111.2,2  /25,1/242/
Jtad astabhnd uto divam o | e [ s [=/1.111.11.11.2,2 /25,1/2;2/

/veha uva/ e/ paydh/ = [12.22;/2,/ 1ly5/?)

Here pada 1 is divided into 2 + 6 syllables. These first two syllables
are by an unaccurate doubling made into four syllables which undulate on
the tones 1 and 2, and the six following text-syllables bear monotonously
tone 1, the stobha-addition undulateson 1, 2 and 3. The two parvans con-
sisting exclusively of stobhas likewise undulate on 1, 2 and 3. The three
following padas are kept undivided and have no tone-movement before
the stobhas. The final parvan-line of the strophe ends in the words payah
of which the last lengthened syllable has a direct svarya. As to the con-
tents the hymn praises Indra as victor over the demon Vrtra and as
creator of the world; and the stobha payah expresses the sacrificer’s
wordly desire: milk, that is: a large herd of milking-cattle.

And now I enter upon the last part of my introduction. In this part I
shall, as I said, refer to the grammarian Panini and I shall have to mention

1) The reading of the melody of parvan /vdhd uvd/ in the last stobha-line, given
by C. and H., undoubtedly contains a mistake, since the syllable -ho of the
preceding parvan has the prakrti-tone 2 and for the second syllable of our parvan
again 2 is given without any other digit between.
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the adhvaryu. I have to do this simultaneously. For the literary monument
which I am going to describe, is of a very peculiar character. An old
authority such as the Jaiminiya-Brahmana does not know what to call it,
either a chant or a recital, and the ritualistic siitras allot the performance
facultatively to a special chanter, the subrahmanya, or to the adhvaryu,
who as a rule recites prayers. And Panini and after him Pataiijali describe
the piece as spoken language and the rule of accentuation which Panini
gives for its recital is the same as the rule, given by Oldenberg for the
acoustic metalepsis of tone 1 rather independently of his very ancient and
authentic predecessor. The rule runs, as you remember: tone 1 is extended
over the following syllable provided that this syllable is not followed by
a syllable which likewise bears tone 1. Moreover Panini here mentions
one exception to this rule, namely when in the line of convocation gods
and priests are invited to come to the day of libations; the acoustic meta-
lepsis which is correctly forbidden on the second syllable of devdh is not
applied to the second syllable of brahkmdanah either, evidently on account
of a sort of melodic assimilation.

Because of its ritual use and its crude popular contents and careless
versification the piece is also interesting. This subrahmanya, as it is
called, is sung on the three upasad-days which precede the sutya-day of
the agnistoma. The performing priest invites God Indra to be present at
the libations, for, as the God will remember, he has committed many a
naughty trick on earth: when the priest Medhatithi had bought soma-
grass in view of an approaching sacrificial festival, Indra assuming in
hasty gluttony the appearance of a ram ate all the stalks in which the
juice was contained; and when the brahmin Gautama for a short while
was away from home, Indra in Gautama’s shape enjoyed the loveliness
of Ahalya; nay even, in order to make acquaintance with the pleasures
of love on the female side, he became the wife of Vrgsanasva, a man so
strong that he put bulls instead of horses before his cart. The most import-
ant part of the piece consists of an irregular tristubh, each line of which
has the caesura after the fifth or sixth syllable; each word-group thus
originating contains either a vocative-group, or a single vocative with
an imperative preceded by a prefix. Now in the bhaga-accentuation in a
vocative, in a vocative-group at the beginning of a clause, and in a prefix
with imperative the first syllable bears an udatta and all the other syl-
lables are unaccented. But here the two first syllables of such a group
are accentuated. So the piece runs as follows:

subrahmanyo’m — subrahmanyo”m — subrahmanyo’m,= [2221./2221./2221./

indra, dgaccha, — hariva, dgaccha, /11.112./112.112./
medhdtither mega, — vrsanadvasya mene, /1122.22./11222.22./
gaurdvaskandinn, — ahalydyar jara, /11222./1122.22./
kausika brahmana, — gautama bruvdna, /112.222./112.222./
tryahe sutydm dagaccha maghavan, /21.21.112.222./

devd brahmana dgacchatd, dgacchata, agacchata. /12.122.1122.1122.1122./
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Friedrich Nietzsche in admiration of Schopenhauer asserted that the
tragedy was born out of the spirit of music. Now we face the question
how was music itself born, and how did music become the expression of
spirit so that we can speak of the spirit of music. Here then, thanks to
Oldenberg, we are witnesses of music’s birth and we feel happy at India’s
rich literary inheritance which will in the course of time teach us music’s
spiritual development. As to the first point we have seen that the tonal
accentuation, once characteristic for all European languages and preserved
in old Greek and Sanskrit, offered its contribution to this happy event no
less than folk-dance and the discovery of musical instruments.

As the following chapters will be more technical, I should like to for-
mulate here my impression of ancient Hindu music. Any one penetrating
into Vedic chant will be struck by the fact that this chant certainly gave
little opportunity for personal inspiration, but that all the same this chant-
system in its totality rests on religious emotion. It is in this respect as
with the fashion of dress in a remote district; it does not give any
chance to private choice, but in its innate nature it remains an expression
of aesthetic sentiment.



CHAPTERS I AND II,

in which the author defends more fully the pre-

positions laid down in the Introduction and in

which he classifies and analyses some groups

of simans as a tentative answer to the question
of how to study the simavedi¢ ginas.
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CHAPTER 1

THE VEDIC AND CLASSICAL HINDU MUSIC WITH
SPECIAL REFERENCE TO THE TONAL SYSTEM

PRELIMINARY NOTE

Besides the many fanciful renderings of the old simans given by modern
samagas, many of which can be found in Fox Strangways’ chapter on
the Saman, we possess two traditions delivered by sacerdotal schools and
noted down by the trustworthy witnesses Burnell and Sesagiri Sastri.
The latter has not very clearly worded his description, which fact I shall
afterwards return to.

According to Burnell the simavedic gamut runs as follows:

I }

1 2 3 4 ] 6 (¢4}

According to Sesagiri Sastri it should be read:

1

1 2 3 4 5 6 (7

Both authors agree in accepting that the numeral 7 is an indication of
a note which would be the lowest of the gamut but that in this meaning
it is never found in the Samavedic gamut. Further they both leave out
the krusta, tone 11, higher than tone 1 and occurring only twice in the
gramegeyagana.

In both traditions the minor third is taken as the distance between the
tones 1 and 3, and a diminished fifth between the drone-tone 5 and one
of the predominant tones on which the chanters sing their solos; according
to Burnell this diminished fifth is between 1 and 5 (f—b) and according
to Sesagiri Sastri between 2 and 5 (es—a).

In my Introduction I gave as my opinion that these intervals of a minor
third and a diminished fifth cannot reach back to the Vedic period. It
seems more likely to me that the simans were originally sung in a penta-
tonic scale either as edc/ag or as ag/edc. Yet when we meet nowadays in
the Sama-veda-samhitd with a tone 2-flat indicated by 2 we may conclude
that once at a time the interval 1—3 has become a minor third so that
Burnell’s interpretation of 1—3 as fed would correspond to 2-natural and
Sesagiri Sastri’s rendering as f(es)d to 2-flat.
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The exposition in this chapter will be arranged according to the follow-
ing plan:

Section I. The general line in the development of music. The dis-
covery that musical intervals as psychical facts are based on vibrational
fractions as physical causes. The modern Hindu $ruti-system. The septimal
tuning due to foreign influence. . . . . . . . . . . . ... . p 28

Section II. Historical evidence. The samavedic arcikas and ginas.

The numerals 1—6 and the indication 2. The Brahmanas and the terms
upagatar and sthana. The Pusgpasiitra and its commentators, the notion
udiiha; the relation between accentuation and melodization in the PS.
R. Simon’s term ‘type’ rendered by Fox Strangways as ‘melodic figure’,
character of these types. The Narada-Siksa . . . . . . . . . . p. 35

Section III. Modern tradition. Burnell and Sesagiri Sastri. Fox
Strangways’ account of Burnell’s and Sesagiri Sastri’s investigations.
Sesagiri Sastri’s description of the Rgvedic recital. A note of Burnell on
the mutual relation of tones in the gamut. Historically untrustworthy
saman-renderings noted down by Felber and Fox Strangways . . . p. 47

SECTION I
THE GENERAL LINE IN THE DEVELOPMENT OF MUSIC

In the study of the Vedic chant a great deal of work has to be devoted
to the theoretical treatises translated by R. Simon. From the Paiicavidha-
Stitra and partly from the Pugpasiitra we learn the division of the samans
into solos and nidhanas. As soon as we have actually learnt this it will
be of help in the study to characterize the solos by the added dronal tone.
Reasoning thus it occurred to me how unfit Burnell’s rendering of the
samavedic gamut is with b—f as distance between dronal tone and tone 1.
And then I remembered what I had learnt in my schoolboy-days from
Helmholtz’ most impressive book, the first edition of which 1 have put
down in my bibliographical table. According to authorities quoted by
Helmholtz many folksongs, specially Chinese and Keltic songs, have
preserved the pentatonic scale; Helmholtz took up by way of explanation
the tones fcgad, whereas (in my Introduction) I preferred the tones of
our stringed instruments, but this is immaterial. From this importance
of the pentatonic scale follows that mankind has standardized the tones
of its voice by musical instruments. The fifth and its supplement in the
octave, the fourth, were thus the first tones fixed and so there arose the
gamut cfge’; then second fifths from f downwards and from g upwards
were added: (bes)cfgc’ and cfgc’'d’. Having got so far by fictional reasoning
I found the following affirmation in a book on the General Theory of
Music by S. Dresden (1931). From this work I quote with a few omissions
the following passages:
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“Qur present day gamut of seven tones has had in the course of time
many predecessors of fewer notes. Probably that of three notes, for in-
stance cfg, would have been the oldest, then followed series of four tones
(tetrachords) in different grouping of the tones.... By putting two
tetrachords together, either next to each other or so that the last note
of the first tetrachord was the first note of the second tetrachord there
originated a gamut of seven tones. In the Greek musical system the
tetrachords were represented as descending, by which order the con-
nexion between the different steps and the basis or final tone was closely
expressed.”’

“But before these arrangements of tetrachords into one gamut there
must have existed a gamut of five tones, a pentachord, which was in use
not only in Greece, but among many Oriental and Occidental nations,
for instance the series cdega. For convenience’ sake and by way of com-
parison we could describe this pentachord as a major gamut with omission
of the fourth and seventh notes.”

“In this old gamut of five tones there have been composed, even in
later days, several themes and motives, i.a. Beethoven: Overture Leonore
no. 3 Allegro; Grieg: Peer Gynt Suite no. 1 ‘Morgenstimmung’; Mahler:
Lied von der Erde, the main motive.”

“Finally we have to mention the hexachord.” — Under this heading
Dresden mentions the three hexachords of Guido of Arezzo (4- 1000 A.D.):
cdefga, gabcde, fga(bes)cd.

To this passage I should like to make the following annotations. The
note common to two adjacent tetrachords would be called in Sanskrit
the amsa, ‘the tone which divides’ (?), on the function of this améa in
Hindu music Fox Strangways has an interesting passage; according to
him tone 3 was the amsa of the original vedic gamut. This seems very
likely when we accept the pentachord as original, but in the Puspasiitra
the tones 4—6 are parallel with the tones 1—3.

To the Hindu mind as well as to the Greek mind the pentachord ran
in descending line, although in tuning the upper tones were based on the
lower tones as we know from the expression udiiha. The descending
direction is clearly shown in the final svaryas: 345, 2345 or 32345, and
12345.

As to Dresden’s remark that even modern composers have used the
pentatonic scales there arises the question of how to explain this tendency.
It would be a superficial answer to say that these composers heard penta-
tonic gamuts in folksongs and imitated them. For in what way did these
folksongs have a charm for them? I should prefer saying with the psycho-
analysts that mankind has an emotional memory passed on through the
generations. Similarly dadaism which we find in the chants of the Sama-
veda and in folksongs has revived during these latter decennia in the
literature of Europe, and in the same way the quintal pentatonic scales
of antiquity maintain their capacity of expressing emotions.
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The discovery of physical vibrational fractions as the
basis of psychical musical intervals. — The discovery of mathe-
matical perspective is one of the great facts in the development of Occi-
dental pictural art; this discovery coincides with the beginning of modern
European history. A fact of similar importance for music was the arith-
metical study of intervals; the beginning of this study took place in the
days of Pythagoras and his school. Undoubtedly Pythagoras was a very
great man, philosopher, geometrist and musicological mathematician,
although it may be uncertain whether he was a great discoverer or that
his merits should be attributed to the fact that he no longer shared the
popular Greek prejudice of foreigners being barbarians and that he learnt
difficult foreign languages not for the sake of commercial profit, but in
view of spiritual wisdom. At all events just as in Europe mathematical
discoveries promoted the development of music, so a similar fact separates
in India vedic and classical music. And any one trying to understand the
simavedic gamut and the classical &éruti-system, must acquire some
elementary notions of acoustics.

As such elementary notions of acoustics I sum up: 1. a musical tone is
due to vibrations arising in the source of sound, either the human organ
of speech or a musical instrument, and it is transmitted to the human ear
through a medium; the Hindus ascribed this transmission to the akasa,
a term which we could translate by ‘physical space’. Aristotle taught
that air transmits sound and in the beginning of modern history this
theory was accepted in consequence of the discovery of the air-pump. —
2. A musical interval is based on the arithmetical proportion between the
number of vibrations of two tones. Supposing one tone to have 800
vibrations per second and the other 1600, then their vibrational fraction
is  and their interval is called an octave. Similarly a pure fifth is based
on a proportion of 3 and a pure fourth on j.

The theorem which I mentioned in the second place, has two important
consequences:

2a. When two intervals are added, then, physically their vibrational
fractions are multiplied, and substraction of intervals means division of
fractions. For instance, when to the interval ¢ -- g = } is added the interval
g —d' = 3, then there originates the none ¢ — d’ with the fraction $ x } = 2,
and when from this none is substracted the octave ¢ — ¢, then there

remains the quintal whole tone ¢’ —d’ with the fraction §:3=3. And
3 2

when we add the fifth and fourth together, then we get an octave, 3 x 3 = 2.

2b. By means of logarithmical calculation it is possible to express
physical vibrational fractions in intervals. In European practice the
gamut has been divided into 12 semitones of exactly the same width, -i.e.
with the same vibrational fraction. And the theoreticians of music have
gone farther on this road and for the purport of calculation they divide
the octave into 1200 cents. If we now call the vibrational fraction of a
cent g, then 1200 cents added together will give an octave, thus ¢ multi-
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plied 1200 times with itself will give the vibrational fraction of an octave
=2, Consequently ¢'%° =%; and 1200 log ¢ = log 2, thus log ¢ = %2,
If we then wish to express any interval = a in cents we get the equation
a = ¢%, thus log a =z log ¢ or

lo, lo,

105 ‘; og a: 12300 0,31)21%) = log a X 3986.

Examples: 1st example: how many cents are contained in a pure
fifth? Fifth = a == }, thus number of cents = z == log $ x 3986 = log 1,5 x
X 3986 = 0,17609 x 3986 = 702 cents. — 2d example: which is the
number of cents contained in a whole tone? (Quintal) whole tone = g;
x = log § x 3986 = 204 cents.

Whereas Greek music and generally speaking, European music was
supported by the theoretical insight in the nature of intervals, at all
events in Hindu music a minute direct taxation of intervals must have
geparated Vedic and classical music. In order to get an insight in this
development it is desirable to take one more step in the European theory
of music.

3. The intervals are divided into harmonic or restful and disharmonic
intervals. The harmonic intervals are characterized by fractions of which
numerator and denominator are low digits, specially 1 — 6. We get a
series of gradually smaller harmonic intervals when we take those of
which the vibrational fractions are: ¥ the octave, } the fifth, 3 the fourth,
% the (melodious) major third, § the (melodious) minor third. Fifth and

= log a X

The g-string of the violin and its flageolet-tones.
Y

gt d” b" g d g°

d'" b

fourth are each other’s supplement in the octave, 3 x § = }; major and

; o
minor third are complements to each other in the ‘it h, % x $=23. The
octave minus the major third gives the minor sixth, $:% = 2. Here the
denominator is 8, and the interval is harmonic. Intervals with 7 or a
multiple of 7 in numerator or denominator will be discussed afterwards.

The intervals mentioned here have the following number of cents, the
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octave 1200, the fifth 702, the fourth 498, the major third 386, the minor
third 316. All these harmonious intervals in their correct melodious form
the violinist can produce on his instrument without any inaccuracy,
specially on the two lowest strings; let us take for example the g-string.
For this end the violinist plays the flageolet-tones, putting very lightly
the nearest fingertop against the point which divides the string in the
proportion of } and }, of 3 and %, of { and {, of Zand $; then he produces in
pure melodious tuning the tones g', d'"’, g’' and b"', all flageolet-tones which
are in practical use. Moreover by putting his hand in the first position
he can after some searching divide the string in the proportions ; and £,

The flageolet-tones on the g-string.

er T
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|
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;and g, and so produce b (the same as mentioned before) and d'”’. By
different combinations he can thus produce the intervals mentioned above.
As a rule, however, the violinist plays the tones by pressing the finger-
tops firmly on the strings and he gives the intervals according to his
European training in tempered tuning, e.g. the major third with 400 cents
instead of 386 cents required for the melodious major third.
Disharmonic intervals and intervals resembling the melodious intervals
can be easily found by addition or abstraction. Here I give only a few
examples. The major whole tone, i.e. the whole tone arrived at by quintal
tuning, for instance: (c—g) + (J—d')— (d—d') =c—d; I x3}:3=1;
702 + 702 — 1200 = 204 cents. The minor whole tone, i.e. the whole tone
arrived at by the combination of quintal and tertial tuning, for instance:
(c—e) — (c—d) = (d—e); 2:3 = 2; 386 — 204 — 182 cents. The difference
of these two kinds of whole tones = §:3 = 25, or 204 —182 = 22 cents.
More examples will be met with in the passage on the Hindu $ruti-system.
Now we turn to the intervals with a vibrational fraction which contains
7 or a multiple of 7 in numerator or denominator. For their explanation
we consider the horn. The hornist namely can play a long serial of partial
tones by his embouchure, i.e. the attitude and tension of his lips whilst
blowing. The tone, however, which theoretically corresponds to the total
volume of air in his instrument, he cannot produce. Now, this series, if

we take the C-horn, is the following.

Partial tone: m 2 3 4 5 6 7 8 9 10 et

= )
Fraction: i i { A T T B

Cents: 1200 702 498 886 316 267 281 204 182
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Here we see that the hornist can easily produce the major tone of 204
cents and the minor tone of 182, whereas the one whole tone used in modern
European music amounts to 200 cents. Moreover he can produce a small
minor third above the sixth partial tone. This minor third g'—bes’ (septi-
mal) has a number of 267 cents against 300 cents of the minor third in
equal tempering and against 316 cents of the tertial minor third. When
we substract from the septimal minor seventh (} or 969 cents), for instance
¢'—bes', the melodious major sixth ( or 884 cents), then we get the ‘septimal
semitone’ of 969 — 884 = 85 cents. Peculiar enough the Hindu éruti-
system uses this septimal semitone twice in its gamut, but it does not
use the septimal seventh, neither does it use the melodious major sixth
in the most common gamut. Evidently the kind of semitone here de-
seribed is due to Arabian influence.

The Hindus have revealed great genius in their construction of musical
melody; here we only occupy ourselves with their tonal system. By
listening sharply they discovered, like the Greeks, that the major whole
tone is wider than the minor whole tone, and they found the tertial semi-
tone by distracting the major third from the fourth; that is according to
our calculation §:% = 32, or 498 — 386 = 112 cents. Comparing the inter-
vals: major whole tone, minor whole tone and tertial semitone they took
their proportion to be 4 : 3 : 2, and so they spoke of 4, 3 and 2 $rutis,
taking the éruti to be smaller than the tertial semitone. Now these three
tones have 204, 182 and 112 as number of cents, that is, simplified, the
approximate proportion of 9 : 8 : 5. So the subjective taxation of the
Hindus was far from correct, but it gave them a means for naming the
intervals, and the rest was done in singing by auditive correction. And
with the help of their musical intuition they built up a great many gamuts
of which they described the function which the several steps in them had
got: final tone, drone-tone etc. The tones used in the different local gamuts
were afterwards collected in one series, the so called Indian druti-system
which runs as follows:

1. septimal semitone = septimal seventh minus melodious

major sixth = 85 cents

2. tertial semitone = fourth minus melodious major third = 112
3. minor whole tone = ¥ = 182 ,,
4. major whole tone = ? = 204,
5. artificial minor third = tertial semitone plus minor tone = 294 ,,
6. melodious minor third = § 316 ,,
7. melodious major third = 2 386
8. quintal major third = 2 x major tone = 408 ,,
9. fourth = § = 498 ,,
10. the artificial fourth as quintal major third plus tertial

semitone = 520 ,,
11. the enlarged fourth = fifth minus tertial semitone = 590

—
3

. the diminished fifth

fourth plus tertial semitone = 610 ,,
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13. fifth = § = ~ 702 cents
14, the septimal sixth == fifth plus septimal semitone = 787
15. the melodious minor sixth = 1200 minus 386 = 814
16. the melodious major sixth = 1200 minus 316 = 884

17. the quintal major sixth = fifth plus quintal major
tone = 1200 minus 294 = 906 ,,

18. the quintal minor seventh = 1200 minus 204 = 996 ,,
19. the tertial minor seventh = 1200 ‘minus 182 = 1018 ,,
20. the tertial major seventh = 1200 minus 112 = 1088 ,,
21. the artificial major seventh = melodious minor sixth

plus artificial minor third = 1108 ,,

22. the octave = § = 1200 ,,
When we substract the intervals which follow one another we get as
differences 27, 70, 22, 90, 22, 70 etc., which were all called $rutis! Yet the
melody-formation of the Hindus has its merits and impresses other
nations, and as to its tone-system it found its origin in the discovery of
major and minor whole tones. Seeing now how late this discovery was
made in other countries, we may surmise that the samavedic gamut was
originally of a pentatonic character. Only when the width of the accents
of language altered and the tonal base of music got another aspect, the
distance between the numerals 1—3 could be changed into a minor third
and the digit 2 could get a double meaning (fed and f(es)d), but then
simultaneously the term ‘udiha’ i.e. harmonic derivative in upwards
direction got both the meanings of fifth and fourth, so that 12345 for
instance meant fedca with different intervals between f—c and e—a.

Before leaving this subject it may be useful to consider the so-called
sa-grama in relation with the Sruti-series. This sa-grama consists of the
notes gadja or sa (sa) = c; rsabha or ri == d, 204 cents; gandhara or ga = e,
386; madhyama komal or ma komal = f, 498 paficama or pa = g, 702;
dhaivata or dha = a, 906; nisada or ni = b, 1088; sadja = ¢, 1200 cents.

Two things here deserve our attention. In the first place the names
sa and pa have only one meaning, (very rarely at least a flattening of sa
takes place); they indicate the tones ¢ and g; all the other names have
by means of accidentals four meanings. The notes ¢ and g are simply
called suddha, the notes ri, ga, dha and ni are called in their sagrama-
function tivra, on the other hand the tone ma is in the sagrama called ma
komal, whereas ma tivra is fis of 590 cents.

In the second place the intervals ga-pa, ri-dha, and ga-ni are all equal
to 702 cents. These two facts taken together seem to indicate that the
sagrama has developed out of a hexachord without the fourth. This hexa-
chord had thus the form cdegab, which in its turn arose out of cdega or degab;
in other words the development of the tonal system in India and Europe.
followed similar lines in the beginning.
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SECTION II
HISTORICAL EVIDENCE

THREE PRELIMINARY NOTES

NOTE I. The indications of the changes in a text when
melodized.

1. As a rule such changes are left here to the reader to find out by
the use of the Samaveda-edition. However, when expressed, the following
principles will be applied:

2. The melodization of textwords will only be given by melody-
numerals the words being omitted, but the sound-stobhas are given both
in the articulate and melody-form with the mark = between.

3. The ‘split’ diphthongs, i.e. the long diphthongs ai and au when
distinctly articulated as two sounds but prosodically possessing the
value of one syllable are spelled as @i and du, but never as dyi or avu.
Analogically the split diphthong ¢ will never be printed as oys.

NOTE II. Method adopted for transcribing the accentu-
ation.

In order to avoid the difficulty of printing numerals above letters
the following rules of transcription are adopted:

1. Firstly the text is given, then the numerals of the accentuation
with the mark = between; full stops indicate the end of words, some-
times the semicolon indicates a metrical division.

2. When a tone is prolonged over a following syllable, the digit is
repeated.

3. The letter r indicating that a dependent svarita follows more than
one udatta is omitted.

4. The numeral 2 when indicating that in Simavedic accentuation
an udatta (or a series of udattas) is lowered when not, (or when not
finally), followed by a dependent svarita, is printed in italic type.

5. The u which follows the first of two or more such 2’s in italic type
is omitted. (Vide e.g. SV. 1, 20 pada c).

6. The mark |/ is used to draw attention to the fact that the preceding
pada closes a phonetical unity, cf. Macdonell, p. 438 n. 2, and p. 449a.

NOTE III. Method adopted for transcribing the melo-
dization.

1. In order to avoid the printing of digits above the words, prakrti-
tones are indicated by large type, e.g. 1, 2, and vikrti-tones by small type,
eg. 1 o

2. In general the lengthening of vowels will not be indicated; if it is
strictly necessary, it will be done in an added text-line. The letter » indi-
cating an extra lengthening of a long vowel, will be omitted.

3. When a tone is prolonged over a following syllable, the numeral is
repeated.
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4. When the mark * follows the digit 2 in the same syllable, this is
spelled as 2;; when this mark is placed on a syllable following a syllable
marked by this digit, this is expressed as 22; when a vikrti-tone bears
this mark, it is written as ;.

5. The numeral 7 is replaced by ,_1, cf. Simon Einleitung p. 517 s.v.
abhigita; the avagraha when indicating a vinata, is replaced by 1_,,
cf. Simon. Einl. p. 522 s.v. vinata.

DOCUMENTS OF, HISTORICAL RESEARCH

The documents of historical evidence belong to different periods. We
may divide them as samhitds, brahmanas, stitras and §iksas.

SAMHITAS. — The Samaveda-samhitd uses several numerals as
indications of tones and their duration. For the interpretation of these
numerals, we have, as far as the samhitds are concerned, the important
fact that the numerals 1—3 are used in the Arcika of the Simaveda for
the indication of accents, numeral 1 indicating the udatta, numeral 3 the
sannatara and numeral 2 not only the original pracaya-syllable, but also
the svarita which in the bhasd descends from 1 to 2 according to Panini’s
rules (1, 2, 31 sq.). And when thus 1—3 form a descending series, it is
likely that the same thing will hold good for all the numerals 1—86.

Now there is a peculiar indication in the Samaveda-edition (BI.) which

deserves special attention, namely the combinations é,“ and 2;; they are
as a rule, as appears on a simple perusal preceded by tone 1 or 2, and
followed by 3. For further illustration we shall consider some of the
‘types’ (parvan-melodies) mentioned by Simon in his Introduction to the
Puspa-Siitra (p. 511 sqq.). The commentators of this PS. give only the
numerals of the vikrti-tones leaving it to the reader to look up the prakrti-
tones in the Samaveda itself.

andhah = 12;. The meaning of this type is defined by SV. 1, 313%. The
verse-strophe consists of a tristubh, of which all the padas follow the same
melodization. Each pada forms a parvan, and the two last syllables are
everytime repeated twice with lengthening of their vowels. The same
couple of stobha-parvans follow these repetitions, whilst a stobha-line
precedes and follows the chant-strophe; at the end two new stobha-
parvans are met with. The chant may be symbolized as follows, full
stops indicating the end of words:

jaihi = 12,/ aihi = 123/ ehiyd = 3323/ ova = 3,3,5/ hai = 2/

1st pada:/ 222.22.2222,.12,/ 125/ 32/ ... | /
dth pada:/ 22.2.22.222.2,12,/12;/332;/ ... [ ... |
/aibi = 12,/ &ihi = 12;/ ehiya = 332;/ ... [ hi= 2,/

/auhova = 553/ 1= 3,3,5/

So we see that what in Simon’s type @ndhah seems to be a symbol 2; at
the end, really precedes a following 3. Of the applications of this type
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I only consider here PS. 8, 112, which prescribes an alteration in SV.
2, 902 sq., sung on the Naudhasa-tune, BI. V, 63. The Naudhasa-tune
itself meant here is given SV. 1, 236°, BI. I 487; in this yoni the first five
syllables of the third line abhi vatsam na are prosodically altered into
abhi vatsam na and melodized as [1,432/11.2/. Now the first pada of SV.
2, 903, which as belonging to the second verse-strophe of a pragatha,
becomes the third line of the second chant-strophe runs in the arcika:
accha hi tva; the vowel a is lengthened and ¢ diphthongized and these
syllables form two parvans [dcchd| hai tva| = [1,32/12]. The alteration,
then, comes to this: the type /112/ is changed into /12 with lengthening
of the vowels, whereas, however, no notice is taken of the flat ;.

tuvidugmah == [32:35/. The meaning of this type is defined by SV. 1,
457. Strange is the fact that here 2; is placed on a short vowel. Verse 1,
457 consists of 4 x (12 + 4) syllables; the word tuvisugmah is there used
as the four syllables which form the closing parvan of pada a, see BI.
I 909. In PS. 8, 147 this type is applied in the description of the saman
Lausadya to the text SV. 2, 502—504, BI. IV 136. The first four syllables
of pada a in the first strophe run according to the arcika: pro ayasid; now,
in the yoni (SV. 1, 557; BI. II 180), these four syllables forming one parvan
are melodized as [23,,,5/, the augment a being alided after pro. The
vardvintam-type [2(2)3,4,5/, defined by SV. 1,173, BI. I 121 is here in
the Giha, where the augment is restored, changed into /3235/, vide BI.
IV 136 line 5. Here again the flat is ignored.

naimis cakrauva = /ll.l2§/. The type is defined by SV. 1, 94. The
words quoted run in pada d of the arcika: nemis cakram ivabhuvat; in the
chant they are altered by puspas and stobhas into:

[n@imi$ cakrauva[iva| bhuvat] = [11.122] 35,5/ 21/.

Here again in the siman 2 is found before tone 3. The type is applied
by PS. 8, 119 to the second and third chant-strophe of SV. 2, 463 —465,
a siman of which the text is given in SV. 1, 446, 445 and 444. In the siitra
mentioned it is said that only in the first of these three chant-strophes,
thus in 2, 463 the nemid-type is left unaltered. Now in the arcika 2, 463
runs as follows:

pra va indraya vrtrahamtamaya

vipraya gatham gayata yam jujosate

The five last syllables of verse-pada d (vide BI. IV 100 1. 10) are by
puspas and stobhas altered into

Jy@m jujau-vajup/sato hai/ = [1.12.24/2/1'52',' .2/

While then in SV. 1, 94 nd@imié cakrauva is melodized as /11.12‘2/, in
SV. 2, 463 we have yam jujauva with one syllable less, melodized as
/1.122,4/, thus the three tones 1 have become two tones 1, and a still
greater licence has been taken by changing 22 into 22,.
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madah = [2;3.,6/, where ; is once preceded by tone 3. The type is
defined by SV. 1, 5785 a sapha-siman, where this parvan is based on the
word 7eadah at the end of pada b of the text. In the sapha-saman SV. 2,
446, BI. IV 74, referred to in PS. 10, 83 the type is extended over three
syllables [idanam/| = [3235345/. Here tone 3 is prolonged from the last
syllable of the preceding parvan and further the flat is omitted above the
2 occurring between two tones 3.

Our final conclusion may be that the textual tradition about 2 is very

uncertain, and further that tone 2 is seldom preceded by 3 but as a rule

by 1 or 2. From an alternation as 2 and 24 it is likely that the mark *
indicated a flattening. Should the flattening of 2 amount to a semitone,
then it is likely that the distance between 1 and 3 had become a minor
third. At that time, which I do not reckon to be original-Vedic, 123 could
have the value of fed and f(es)d; the form e always occurred when a long
passage, for instance a parvan, was sung against the drone-tone 5; es was
only used as a transitory tone, its express indication was "

At all events, and this fact is worth emphasizing, there is disagreement
between the definition of the udiiha as given in the Puspa-Satra and the
tone 2-flat with its consequences. And I am inclined to explain the dif-
ficulty in this way that I take the udiha-definition as bearing on the
original pentatonic scale of the Simaveda, whilst I attribute the tome 2-
flat to an introduction of later date, when the tonal system of the Sama-
veda had changed of character. I do not think that we have proof con-
clusive that this alteration had taken place before or during the redaction
of the Puspa-Siitra, as the complete examples are only given in the com-
mentaries.

BRAHMANAS. — We turn from the Samhitas, in this case the Sama-
Veda-Samhita, to the brahmanas. This class of literature is of interest for
us with reference to the terms upagatar and sthana, if this word were to
mean saptaka.

As early as the year 1855 the term upagatar was registered by the
Petropolitan Dictionary as found in three brahmanas and brahmana-like
texts: the Taittiriya-Samhita, the Aitareya-Brahmana and the Sata-
patha-Brahmana. Caland and Henry (p. 173) give the following note:
“Behind the chanters [at the main chants of the agnistoma, to begin
with the bahih-pavamana-stotra] the subchanters (upagatarah) take
their places, at least three in number. They accompany the chant singing
constantly on low tone (mandra-svarena) the syllable ko, only being
silent when the chanters sing togethor, in the nidhanas. The sacrificer
himself likewise joins in as a subchanter but on the syllable om”. — We
may conclude that the use of tone 5 as a pedal tone is of old date and
goes back to Vedic times.

The term saptaka is not given in the Petropolitan Dictionary (volume
VII anno 1875) as a musicological term. It is mentioned by Clements in
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the meaning of octave. Clements (p. 16) writes: “The Indian system of
vocal music allots three saptakas or octaves to the voice, each saptak
ranging from sd up to ni.” In the staff-notation on p. 17 the mandra
saptak ranges from F to e, the three saptaks together from F toe'’. “The
soprano voice would be an octave higher according to Indian ideas.”
The information is not quite clear, in Europe we are accustomed to the
idea that one individual voice does not extend even to two octaves.

Now, in the Paficaviméa-Brahmana 7, 1, 7 bearing on the chanting of the
gayatra, it is said of the chanter: mandram ivagra adaditdtha tarataram
atha taratamam tad ebhyo lokebhyo ’gasit.

Caland translates this: ‘“He should begin softly, then [chant] louder
and then still more loudly; thereby he chants in view of these worlds”.
And he comments upon it in the following words: “mandram, tarataram
and taratamam could equally well mean ‘deep, higher, highest (pitch of
the voice) as relating to the three octaves (gramas, sthanas) which are
equally designated as mandra, madhyama, tara (Taittiriya-pratis. 22, 11)
and said to reside successively in the chest, the throat and the head (ib.
10. and cp. Naradiya-Siksa 1, 7: urah kanthah Siras$ caiva sthanani trini
vaiimaye), each of these sthanas comprising seven tones.”

Now, one can understand that the ritualist in view of the three worlds
extending one above the other prescribes that the chanter in his three
repetitions of the songs should use a higher pitch every time. But that
these distances should be an octave apart in the European sense of the
word, it is difficult to understand, and I doubt whether by the references
to the Taittiriya-Pratisakhya and the Naradiya-Siksi we may accept
that the Vedic chanter in the oldest times had already found a division of
the octave such as from C to ¢ into 7 steps. In this connexion it is useful
to bear in mind that the use of seven tones by the Kauthumas is extremely
rare and that most Samavedic chanters used a much more limited gamut
(Simon p. 524).

SUTRAS AND COMMENTARIES. — From the Brahmanas we pass
on to the Pugpa-Sttra and its commentators. Richard Simon in his
edition of this work refers to originally two and ultimately three commen-
taries: 1. a Puspabhdsya by Ajatasatru (i.a. in Ms. F.), 2. a Phulladipa
by Diksita Ramakrsna, who is also called Nana Bhai and who is a son
of Tripathin Damodara (in Ms. N.), 3. a Phulla-vivarana by Ajatasatru
(in Ms. T.), Simon p. 485 sq. On p. 499 Simon summarizes the results of
his analysis of the Pugpasiitra, and what he assumes to be a proof for
the relative chronology of the composing parts; in this connexion he
mentions that the commentary of Ms. T. contains a quotation from
Halayudha, a lexicographer of the tenth century A.D., Diksita Ramakrsna
is again later than Ajatasatru.

The commentary of Ms. T. ascribes the Pugpasiitra to Vararuci-
Katyayana, the grammarian dated between Panini and Patadjali, and
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the commentary of Ms. F. ascribes the Pugpasiitra to Gobhila, an author
of a Grhya-Siitra belongirig to the Sama-Veda.

With reference to the date of the Pugpasiitra the opinion of Caland
about the relative chronology with regard to the Samavedic ginas is of
importance. In his introduction to the Paficaviméa-Brahmana (p. XI) we
read: “It can be proved with certainty that these two ginas [the {iha-
and Ghyaganas] belong to the later strata of the Simavedic literature:
that they are later than the grame- and aranye-geyagénas, later than the
Paficaviméa-Brahmana, later than the Arseya- and Ksudra-kalpa, later
than the sitra of Latyayana-Drahyayana, later even than the Puspa-
Sitra” and p. XVII: “If a chanter knew by heart his two ginas [grame-
and aranye-geyaganas] and if he knew which verses ought to be adhibited
in any rite, he could bring about all the changes that were necessary for
adapting a melody to a given triplet or pragatha. These rules for adaptation
were then fixed and systematically arranged in a special book: the Puspa-
siitra. But, in order to have at hand for immediate use the samans so
as they were to be adapted according to the rules of the Pugpasiitra, two
main books were composed 1. the ihagana and 2. the harahasyagana
(called by abbreviation the ihyagana).”

Moreover, as we have seen, more than ten centuries, if not fifteen
centuries separate the commentators from the original texts. In those
centuries the accentuation-systems of Sanskrit had completely changed,
it had become a language with emphatic accent, which means that in the
days of these commentators the chandogas ‘sang’ their arcikas as well
as their ginas. Moreover in their quotations of s@mans these commen-
tators use the numerals only for the vikrti-tones; the pupil has to find the
numerals for the prakrtitones in his manuscript of the Sama-Veda-
Sambhita or he has to remember them from oral instruction.

Two passages in the Pugpa-Sitra are of special interest to us with
reference to the fixation of intervals. In the first place 8, 90: caturtha-
mandratisvaryanam svaranam dvyantaram uccam uccam udiahah. The
udiiha is the tone which is two intermediate tones higher than the fourth
tone, the mandra and the atisvarya. From this definition follows that the
tones 4—6 follow the same order as the tones 1—3, a fact ignored by the
Naradiya-Siksa-passage, quoted by Burnell and Sesagiri Sastri. The
etymological meaning of udiha must have been ‘a harmonic derivate in
upwards direction’; this allows both the intervals of a fifth and a fourth.
The second passage in the Pugpa-Siatra is 9, 30:

arcikam nidhanam nyaye
staubhikam va yad aksaram|
krstakrstam bhavet svaryam
antodattam vrdhesvaram||

In the yoni (= nyaye) the nidhana is formed out of arcika-words or a
stobha. The last syllable belonging to this nidhana whether it is prolonged
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(Simon p. 518—520) or not prolonged, becomes svarya, and when it is
udatta it becomes vrdhe-svara.

Note. In this interpretation given by Simon antoddttam = ‘having
an udatta on the last syllable’, and by contraction krstakrstam = anta-
krstakrstam, both adjectives referring to nidhanam found in line a.

Simon explains this passage more fully on p. 524; his interpretation
is largely based on the notes of the commentary N. Here four cases are
distinguished :

Case 1. Such a nidhana-passage may in the spoken accentuation end
in a dependent svarita, thus have an udatta on the penultimate syllable,
then in the yoni the last syllable becomes krsta and in the iiha it becomes
a svarya stretching from 1 to 5;

Case 2. Such a passage, when spoken, may end in an anudatta syllable,
i.e. as follows from comparison with the next case, in a preparatory low
tone as can only occur at the end of a pada which does not close a phone-
tical unity 1); in this case the last syllable remains akrsta in the yoni and
in the tha it becomes a svirya stretching from the 2d to the 5th tone;

Case 3. Such a passage, when spoken, may end in a pracaya-tone;
the last syllable then remains akrsta in the yoni, and in the iiha it becomes
a svarya stretching either from the 2d or 3d tone to the 5th tone;

Case 4. Such a syllable may end in an udatta syllable, this syllable
remains udatta in the yoni, and in the tha it becomes a vrdhe-svara.

If we put the four cases in tabellic form, we get:

(arcika or stobha in spoken . -
yoni: tha:
form):
Case 1 dependent svarita . . . . . . kargana svarya 1—5
Case 2 anudatta (i.e. sannatara) . . . akarsana svarya 2—5
Case 3 pracaya . . . . . . . . . . akarsana svarya 2 or 3—5
Case 4 udatta . . . . ... ... udatta vrdhesvara 32,

The differences, then, between the formulation of the Puspa-Sutra and
the interpretation given of the Satra with the aid of commentary N are
the following: 1. in the siitra three cases are distinguished, and by N four
cases by subdivision of the second sitra-case; 2. the commentator clearly
distinguishes three forms: the arcika-accentuation, the yoni-melodization
and the Giha-melodization. The second point containing the addition of
the accentuation is, as we shall see, of great importance.

In his third note to PS. 9, 30 Simon mentions that commentary N gives
as nidhanas formed out of stobha-words: pita devanam with karsana of
the last syllable, and pavasva soma with akarsana. Moreover in the fourth
note to the same siitra we meet with the stobha mahkant samudrah as an
instance of an udatta in the accentuation of the last syllable. Now, when

1) Macdonell, p. 438 n. 2, and p. 449a.
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we peruse the staubhika chapter of the Sama-Veda (Van der Hoogt
p. 87—123) none of these phrases are mentioned as stobhas, on the other
hand we are struck by the fact that they are, all three, syllable-pentads
with an iambic cadence; and indeed they form part of SV. 1, 429 and
SV. 2, 591, the first of a strophe-triplet forming UhG. 5, 1, 9.

With reference to the commentator’s notes the melodizations of 1, 4291,
‘dhama-saman’ and of 1, 4292 ‘dharma-saman (SV. I 873) and UhG. 5, 1, 9
(SV. IV 247), ‘dharma-saman’ are of importance. The name ‘dhama-
saman’ is derived from the last word of the text 1, 429. Probably dharman
is a mutilation of this ‘dhaman’; it is, however, used as a stobha in 4292
of which the last two parvans run: [e/dharma/ = [2;/11,,,/; vide BI.
I 873 1. 9. This melodization is an instance of the rule given PS. 8, 190
in the expression puarvangabhitam and in the note to it in commentary N,
which will be afterwards discussed.

I shall now begin by quoting the arcika SV. 2, 591—593 with its
accentuation (cf. RV. 9, 109, 4).

591. [pavasva soma mahant samudrah| = [122.22; 31.232/
|mita@ devandm visvabhi dhama| = [32.323; 231.12/

592. [dukrah pavasva devebhyah soma| = [31.222; 312.22/
|dive prthivyai Sam ca prajabhyah| = [31.231;1.2.312/

593. [divo dhartasi $ukrak piyasah| = [32.312; 32.312/
|satye vidharman vaji pavasva| = [31.122; 31.222/

Here the fact of the three ‘stobhas’ quoted by Simon, forming part of
SV. 2, 591 strikes the reader immediately. The melodization of SV. 1,
4292, BI. I 873, runs, with the omission of the stobhas, as follows:

|pavasva soma| = [112.22/ [mahant sanudrah| = [21.121]
|pita devanam| = [21.1_p,11_,4/ [visvabhi dhama| = [121.11,,,/

the last text-parvan is followed by the stobha /auhova = 5545/ etc.

In comparing this melodization with the accentuation we notice (cf. the
Introduction): 1lly, the dependence of melody on accent, 2ly, the sima-
vedic 2 replaced by the original bhasa-tone 1, 3ly, the preparatory low
tone replaced by the middle tone, 4ly, the application of Oldenberg’s
rule: metalepsis of tone 1 in the following syllable when this is not again
followed by tone 1. — Only the first syllable of devan@m deviates from
this rule by an ornamental melodization. Similar remarks will hold good
when comparing the melodization of SV. 2, 591 —593 with the accentu-
ation given above, except (of course) for the last syllable.

Now, applying PS. 9, 30 with its commentary N to the three so-called
stobhas we may lay down the following correspondences:

Comm. case 1, dependent svarita cf. pita devanam?!), with karsana
in SV. 1, 4292,

1) In the strophe itself the syllable -ndm has a sannatara, but, the phrase being
used as a separate’'stobha, it must have a dependent svarita.
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Comm. case 3, pracaya-tone cf. pavasva soma, with akarsana in SV.1,4292
Comm. case 4, udatta cf. mahant samudrah, with udatta in SV. 1, 4292,

So in SV. 1, 4292 the rules given above for the ‘yoni’ are applied. When
we now look up SV. 2, 592 8q. no 2, BI. IV p. 247 1. 13 we find the following
melodizations:

Case 1: pita devanam = [21.2;511,,,,/ (sic legendum ?)
Case 3: pavasva soma = [112.23,,,./
Case 4: mahant samudrdh = [21.132,/

So we find here the rules given above for the ‘Gha’ applied.

Thus the rule of the Pugpa-Siitra is exemplified with this one example
and the cases 1, 3 and 4 of the commentary are confirmed. However it has
become apparent that the relation here between yoni and tiha differs
from the usually accepted definition, cf. Simon p. 510. And as to case 2
of commentary N no instance has yet been given, and likewise the svarya
2,445 possible for case 3 remains without example.

Let us now first return to PS. 9, 30 and specially to Simon’s note 4,
where commentary T is mentioned. This commentary gives SV. 1, 5684
as an instance of case 4. This saman with its accentuation runs as follows:

sakhdaya a ni sidata = 123.1.1.222.
pundanaya pra gayata = 2323.1.222.
Sisum na yajiaih pari bhisata $riye == 23.2.31.12.222.32.

In the melodization (BI. II 207 line 4—7) pada a is preceded by the
stobha /ohdi == 55/, the pada itself is divided into 5 + 3 syllables = [455.
4.4./66¢5/. Here tone 4 corresponds with 1, and tone 5 with 2; so the
melodization is closely based on the accentuation; pada b is divided
against the natural word-connexion into (3 + 2 + 3) syllables; repetitions,
puspas and stobhas are applied and the influence of the accentuation is no
longer maintained. The same remark holds good for pada ¢, here the last
five syllables preceded by the sound-stobha e are melodized as:

Jo = 2,/222.32,/.

And further, and still keeping to examples to the rules of PS. 9, 30 and
commentaries, I want to consider the A§vavrata-siman SV. 2, 1193 —95,
UhyG. 3,2,9, BI. V 484. The extensive stobhas of the saman are fully
described in PS. 8, 232. With reference to the text-parvans it is said there:
padagitis tulya which phrase practically. means: in all the padas the melo-
dization is based on the accentuation. The text of the first strophe with
its accents runs as follows:

abhi vaji visvaripo janitram = [32.32.3122.312.
hiranyayam bibhrad atkam suparnah = 2323.23.12.232./
suryasya bhanum rtuthd vasaneh = [122.31.231.123.
pari svayam medham rjro jajana = 12.31.12.31.222./
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The melody of these padas runs:

pada a: [21.21.2112.213,,,/

pada b: [2212.12.11.232,/

pada c: [112.21.121.123,,,/

pada d: [11.21.21.21.123,,,,/ (medham correctly melodized ?)

The last one or two words of the padas of the three strophes run as
follows:

strophe | pada last syllables accentuation | case melodization
I a . janitram 312 1 213455
b suparndh 232/ 4 232,
c vasandh 123 2 1234545
d jajand 222/ 3 123,45 (sic corr.)
II a vidvarapam 3123 2 21134345
b sam babhiiva 2.312/ 1 1.21 1545
c mimandh 123 2 1135445
d asvasya retdh 123.12/ 1 112. 115545
III a yuktd vasandh 31.123 2 21.12355,5
b yajiio dadhard 31.222/ 3 21.123,44
c bharidava 2312 1 12115544
d vidpatih 312/ 1 213,44 (sic corr.)

Here the padas Ib (case 4), Id (case 3), I b (case 1), II d (case 1),
IIT b (case 3) and III ¢ (case 1) comply with N’s rules, that is six of the
twelve clausulae. In two padas we very likely have to do with textual
mistakes: in Ia read: 211,,;, in III d read: 211,,;.

So four clausulae remain (I¢, ITa, II¢ and III a), all belonging to
case 2 of N’s rules, but having the svarya 3,5, instead of 2,,;. So we may
conclude that the commentary N and Satyavrata Samasrami’s edition
in this respect belong to different schools or rather school-divisions, the
latter only allowing 3,5, where the former teaches 2(35)s45.

In addition to this discussion on PS. 9, 30 I want to draw the attention
to PS. 8, 190 and specially to Simon’s note 4 teaching that a final parvan
containing arcika words and preceded by a monosyllabic sound-syllable
forms a nidhana. The commentary gives here as an instance SV. 2, 1016 —
18, BI. V 187; the melodization of this siman is independent of the
accentuation; the last words of these three strophes are $akine accented
312, girah accented 12 and the enclitic no varat; the final nidhanas are
melodized as: Je = 24/11,,,;/. Above we have met with the stobha-
accumulation [e/dharma/ == [2,/11y,:/ in SV. 1, 4292 (‘dharma-saman’).

In the second chapter of this book I have examined the simans of the
Grame-geyagana; and there the clausulae often remind us of N’s rules,
a result which is rather surprising, for the Puspa-Sitra is considered to
teach the derivation of the Uha-from the yoni’s, collected in the Grame-
geyagana; yet in an other respect my research is neither brought to an
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end, for the question remains which of these simans are trigatar-chants
and which are prastotar-chants, but I like to postpone this question to a
later opportunity when the ritualistic sources will be likewise adduced.

A minor note in this connexion is finally to be given to the technical
expression vrddhe-svara. From my ‘Classification of the simans of the
Grame-geyagana’ (I A b 8) it will appear that the expression vrddhesvara
originally bore upon the oxytonon word vrddhe in SV. 1, 120! which was
melodized as 22;, on the other hand (11. TAby) the oxytonon word
rayim in SV. 1, 22! is melodized as 32;; so vrddhe-svara must originally
have had a wider meaning than that accepted by Simon p. 523: ‘32,".

We must not drop the general subject of the Puspa-Siitra without
having considered the term ‘type’ mentioned by Simon p. 511 and trans-
lated by Fox Strangways as ‘melodic figure’ (p. 276), the correct trans-
lation being ‘parvan-melody’. The latter author writes: ‘“Mention should
also be made of a method of handing down the traditional manner of
singing. Melodic figures which constantly recur are directed to be sung
after a well-known pattern. For instance, the cadence to the first line of

SV. 1,1 1is
:it:' ? l 4

1T T 71 =

ba- rhi- 87

“Other syllables, then, which have this particular cadence are said to
be ‘done like hisi”’. Thus:

T 71 o
ja- Yy
8d- yi
bha- yir

“Herr Simon gives about 100 examples, but until the Samaveda notation
has been exactly interpretated it would be misleading to transcribe
them.”

Before making any notations on this passage, I want to remind the
reader that the chants of the Simaveda are no music in the modern sense
of the word. The choice of the intervals in which we sing them is there-
fore of rather secondary importance. We should consider the Vedic chants
as a magical means for preventing the words from being understood by
the devils. The addition of puspas and stobhas is therefore of the greatest
importance, and likewise the breaking up of the padas into small bits,
parvans, without any consideration of the way in which the syllables
belong together as parts of words; the simple melodification is a means
of solemnifying and is characterized by a tendency toward sacral mono-
tony and the use of a small set of melodic cadences. As to Fox Strang-
ways’ treatment of the saimans, as a rule he omits the dandas and thus
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neglects the importance of the parvan. In consequence of this neglect one
gets the impression on reading his exposition as if a type were a kind of
melodic embellishment, but in reality it is the movement of a parvan.
And in order to make the matter clear, I shall analyse the example he
adduces: the last word of V8. 1, 1. This is altered by puspas, stobhas and
parvan-divisions into /b auhova/higi/; here ) all the vowels are lengthened
and the r of bar- is dropped before the stobha auhova according to PS.
7, 184. The two parvans are then melodized as [3,3,555/3,3,4/. Any par-
van consisting of two syllables which are lengthened and are sung on
83344/ is said to follow the higi-type.

About the application of this term which is defined by SV. 1, 1* we
have to consult Simon p. 515, where we find mentioned the siitras 3, 7;
6, 48; 8, 128; 9, 74; 10, 20 and 10, 91. I shall only discuss here the first
of these siitras. In PS. 3,7 we find the rule that in a nidhana-parvan
following the hisi-type a talavya (¢, 7, ¢) remains what it was (at least
qualitatively, so i becomes 1). An example of this rule we find in SV.2,25
with the trinadhandyasya-melody (BI. ITI 46). The text of this saman
runs:

punanah soma dharayd

apo vasano arsasi

@ ratnadha yonim rtusya sidasi
utso devo hiranyayah.

This verse consisting of 8 + 8 + 12 4- 8 syllables is divided and adorned
with stobhas in the following way, the numerals indicating this time
number of syllables:

/6 -+ hdauhova/2 +
2/2/2(2/
/2/auhova/6/2/2/
/2/auhova/2/2/2/

The text, then, is in general cut up into bisyllabic parvans without any
consideration, of course, for logical coherence; further the two last syllables
of pada a are combined with the two first syllables of pada b. The rule of
the Pusgpa-Siitra, then, refers to the two last syllables of the second and
third lines of the chant-strophe, here identical with the verse-strophe.
So the syllables -sasi and -dasi are not lengthened here into [-s@sdi/ and
[-ddsai|, but into [-sast/ and [-dd@si/ on the melody-type [34344/.2)

So the fact of Simon having met with about 100 technical types of
parvan-melody must not lead us to ascribe to the Samavedic chant a too
great flexibility and wealth of ornament; even the 100 types of Simon
analysed in this respect would confirm this statement. What the &dava of

1) In the first parvan of the quotation the BlI.-edition gives the wrong
reading vd- instead of bd-. '

2) The Bl.-edition incorrectly gives /s@st = 3,,,5/ and [ddsi = 34,,56/. Cf. the
reading which Sesagiri Sastri gives of SV. 1,11,



STUDIES ON THE SAMAVEDA 47

the Greeks were with regard to their later art of sculpture, that the
chandoga-chant is for the later Hindu art of melody.

SIKSAS. — On the literary class of éiksas to which the Naradiya-
Siksa belongs, Winternitz, I p. 243, says in general: “many of these
Sikgds are comparatively old and are closely subjoined to some Prati-
gakhya or other... whilst others are of much more recent origin”. Fox
Strangways (p. 259) basing his judgment on Burnell calls the Nirada-
Siksd quite modern. For us the text is of interest because of the passage
quoted from it by Burnell and Sesagiri Sastri.

SECTION III
MODERN TRADITION

As modern tradition we have to consider the observations made by
Burnell and Sesagiri Sastri on present-day sacerdotal singing. On the
other hand the simans phonographed by Felber or noted down by Fox
Strangways are of a rather fanciful nature owing to their choice of per-
formers. However, before dealing with Burnell and Sesagiri Sastri them-
selves, it may be instructive to see that Fox Strangways is too enthusiastic
as a historian when he tries by too loud praise to strengthen the authority
of these two scholars. This author, then writes (p. 250): ““The two versions
of the first hymn of the Samaveda which follow [in F. Str.’s book in
staff-notation] are from A. C. Burnell (Arseyabrahmana, p. XLV) and
Sesagiri Sastri (Descriptive Catalogue vol. I p. 77); and the notation is in
accordance with the direction of the gianas (the Samaveda text as actually
sung) as they understood them, checked in the first case by the veri-
fication of a musician, and in the second by the usage as the writer knew
it”.

Burnell himself tells us (1.I. p. XLI) “It would be useless to give the
complicated notation as used in the S. Indian MSS., and which I have
already mentioned, for these letters amount to several hundreds. The
principle of the modern notation by numbers is far more simple. The
seven notes marked by the numerals 1, 2, 3, 4, 5, 6, and the last (really
never used) by 7. Of these the first is ' and the rest E, D, C, B, A, G.”
And in a note the author adds: ‘I have ascertained this by means of a
standard pitchpipe. It is also the doctrine of the Narada-siksa (adhy. IT)
according to oral information”, and then follows only one §loka that gives
information on the tones 1—3. At all events Fox Strangways’ note on the
verification by a musician represents Burnell’s use of a pitch-pipe. And
moreover Fox Strangways forgets to mention that the two simans which
Burnell writes out do not contain the note 6, so the reader feels very
doubtful whether this observer has really ascertained that tone 6 was
really sung as A. As to Sesagiri Sastri, he introduces his rendering of
SV. 1, 1! with the words: “To give a musical idea of the chanting of the
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Samaveda, .as it ought to be, I give here the first hymn agna ayahi in the
Vedic and musical notation”. This author does not inform his readers
how he knows that ‘it ought to be’ as he tells us, yet we may feel sure
that he has heard competent singers sing it like that.

But now there is a very peculiar thing: when we compare the two ‘ver-
sions’ of the hymn mentioned, then we notice — besides Fox Strangways’
omission of one entire parvan and of several dandas — that the two
authors do not only differ in their musicological interpretation of the
numerals, but also that they cannot have had the same reading of the
hymn before them; for with Burnell the hymn ends in tone 4 and with
Sesagiri Sastri in tone 5. The first lectio is not only given by the BI.-
edition, but is moreover confirmed by the kisi-type of the Pugpa-Siitra.
Of minor mistakes of Fox Strangways’ rendering I mention that in the
penultimate parvan one should read the stobha au-ho-vd and in the last
parvan higi and not rhisi, the r having been dropped before the stobha
au-ho-va.

At all events from the staff-notation we learn that the notes 1—5
according to Burnell and Sesagiri Sastri (when we do not take account
of the later remarks of the latter author) should be:

Burnell: Seqagm Sastri (prima facie)

This notation is right with reference to Burnell, but as to Sesagiri
Sastri we should reckon with this author’s remark that although he
writes e for tone 2 he really means es; “from the way in which the hymns
of the Sama(veda) are sung it appears clearly that e is flat” (L1, p. 77).
Now we can further learn from Sesagiri Sastri’s description on p. 77 sq.
that according to him note 6 is bes. So we find Sesagiri Sastri’s inter-
pretation to be:

Sesagiri Sagtri
(according to his intention)

1 2 3 4 b 6

On p. 78 namely we read: ‘“The sixth note of the Simaveda, which, as
already explained, corresponds to b flat or kaiéiki nisada, and the seventh
which corresponds to g or paficama, occur very rarely !). So, omitting
these two sounds, I may say that the melody of the Samaveda is uniform
and may be identified with the raga, called abhogi, which is a derivative
riaga referred to the original kharaharapriya, and whose notes are sa, ri,
ga, ma, dha, sa.”

1) In reality 7 in the meaning of tone g never occurs, but 6 is found in a
separate class of simans ending in the cadence 544, and in a few other instances.



STUDIES ON THE SAMAVEDA 49

Now, whilst I have shown above in Fox Strangways a too great enthusi-
asm as a historian, I also have to attribute to him a certain carelessness,
which shortcomings (I confess) are quite counterbalanced by great gifts.
All the same I have to quote another passage from Fox Strangways’ book
found at p. 263.

Here the author has first explained how according to his ideas the saman-
gamut could be explained by the gandhéara-grima — N.B. a gamut based
on the éruti-system! — and then he continues: “There is, however, another
tradition as to the intonation of the siman-scale. M. Sesagiri Sastri gives
the scale as Ma, Ga, Ri, Sa, Dha ) and says that the sound is that of the
rag abhogi. That rag is:

S D S R G M D

W‘f::

(Numerals added by me, B.F.) 5 4 8 2 1

“Drone D (which does not matter here, the drone being a later invention),
améa E, omitted notes C and A. This is an old tradition as may be seen
from three passages...”’, here follow one reference to an early book of
the Mahabharata and two references to the Narada-Siksa. “In all three
passages the five notes are the same, and the last two out of order, this
looks as if the first five were substantive and the last optional, thus:

) &

_Q‘—T_e__a____'__
hd 2
A" 4

Z

S R G M D P N

and this is the scale of Sesagiri Sastri and of the riag abhogi.”

To this passage I should like to make the following remarks:

1. The reference to Mahabharata and Narada-Siksa look rather con-
vincing and the construction of the Vedic gamut as having a transilient
nature, is a priori probable.

2. Tt is, however, inadmissible to identify the sadja with d. In conse-
quence of this identification the distance between tone 2 and tone 5
becomes a diminished fifth, and according to the old tradition of the
Puspa-Sitra it should be an uduha, i.e. a pure fifth or fourth.

3. Too easily the author maintains that the drone-tone is a later
invention, when the fact remains that the upagitars are mentioned in
ancient Brahmana-passages.

4. Nowhere else in his book does the author explain the rag abhogi.

5. The scale given here on p. 264 of his book does not agree with the
scale found in the staff-notation of SV. 1,1,, given by him on p. 251. But

1) The gamut when read downwards from 1 (ma) to 5 (dha) is the same as the
one given above as ‘intended’ by Sesagiri Sastri, only the gamut is now transposed
a whole tone higher.
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there is a remarkable fact: if the author before writing out this hymn had
read Sesagiri Sastri carefully he would have seen that by e the tone es was
meant. And then there is agreement, even though there is a transposition.
So it appears that Fox Strangways has taken much trouble to get
information from all sides and from well-informed scholars, but that he,
as a musician, was not enough philologically trained.

Now leaving for the moment Fox Strangways, we return to the two
forms of information we receive from Burnell and Sesagiri Sastri

Burnell’s gamut Segagiri Sastri’s gamut
FrtrEr i eI E

—— 4 g e—

1 2 3 4 5 6 102 3 4 5 8

As mentioned before, Burnell gives his information of the year 1876 as
an observation on the chanting of Kauthuma-priests and he thinks that
it is corroborated by a passage of the Narada-Siksd which he had then
recieved only orally and incompletely. He gives the full quotation from
the Narada-Siksa on p. XIX of his Introduction to the Samhitopanisad-
brahmana (edited anno 1877) without noticing however, that this passage
represents another school-tradition than the one used in the siman he had
listened to the previous year. The $lokas of this passage which are
decisive, run:

yah samaganam prathamah sa venor madhyamah svarah|
yo dvitiyah sa gandharas trliyas tv rsabhah smrtah/|
caturthah sadja ity ahuh  paficamo dhaivato bhavet|
sastho nisado vijieyak  saptamah paficamah smriah/|

Identifying, then, the notes of the classical sadja-gamut with the steps
of the European c-gamut — an identification which is in confesso — we
get the following gamut as Vedic according to this passage:

CGamut of the Nirada-Sikga
ma ga ri sa dha ni (pa)
T T 3 5 i

1 2 3 4 5 6 (N

That is to say, we get the gamut as it was given by Sesagiri Sastri,
however, without the two flattenings of ¢ to es and b to bes. The notes 1—3
form a minor third divided downwards into a semitone and a whole tone;
the notes 4—6 do not form a regular descent; 1—4 is a fourth, 2—5 a
fifth, but 3—6 a minor third. Only the two first intervals could be called
udiihas; the information is therefore incongruous with the definition of
the Pugpa-Siitra. The substitution of 4—5 for 1—2, often used in the
prastiva of the chants, is a second difficulty.
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After all these discussions I should like to formulate my hypothesis
anew: The Samavedic scale was originally a pentachord either ag/edc or
edcag; this is made acceptable by the development of Greek music and
the many folksongs still preserved in this gamut. In case the pentachord
was edc/ag the added note was f, which, however, did not attain the
character of a tonic.

When the accentuation-system of the language changed, the musical
interval became perhaps smaller, for at the same time the musical
faculty was more developed and tertial tuning had become a regular
factor of the tonal system. So then the basis of the svarya fedcab, as it is
described in the Narada-Siksa, was accepted, which no longer formed a
straight line. The udiiha-definition of the Puspa-Saitra remained as it was,
although contradictory with the musical practice. Afterwards fed was in
some cases replaced by f(es)d. The mark 2; was a falling tone to be compared
with the old svarita of the spoken language. The flattening of tone 2 was
inconsistently handed down in tradition. However, 2-flat never occurred
when tone 2 was sustained during a long passage or a parvan. The alter-
ation of e into es, and of b into bes, as given by Se.sagiri Sastri is of recent
date, when the samans were often sung without a drone-tone.

With reference to the smaller intervals, semitones and minor thirds,
chosen in postvedic time for the recital, it is of interest to quote Sesagiri
Sastri’s description of how the Rgveda was in his days recited in his
neighbourhood (Descriptive Catalogue p. 3 sq.).

“There are three svaras or accents in the Veda: the uditta, ‘acute’,
the anudatta, ‘grave’, and the svarita, ‘toned’. When more than one
anudatta precedes an udatta, all but the last are often sounded lower. The
first anudatta following an udatta becomes svarita; and all the rest are
sounded like the uditta and called pracaya. If we compare the above
accents with the tones of a musical gamut, we can know the exact sounds
of these accents. Let the udatta be represented by any key on the piano
and be marked as C, and sa according to the Hindu method, then (1) the
two sounds of the anudatta will be marked as B and ni, and G and pa,
respectively. (2) The svarita will be sounded as C sharp and ri. (3) The
pracaya svara, as it is pronounced by the Brahmans of the Taittiriya
Siakhya and the Rgveda, is identical with the udatta, and therefore is
equal to C and sa. [Ad 2] a long svarita in the Rgveda is split into two
long sounds — the first of which is sounded as udatta and the second as
svarita.

RV. 1, 1, L
nt ssa 84 ri sa mi 84 ri sa
LY

\ \
a-gnim 1 - le pu-ro - hi - tam
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nt ssa. . ni  sa mi ssa sd 7

-0
EI'V!VIIV‘LI
Y

yaj. fia - sya de - vam 7-tvi - jam
[Second example containing several anudattas at the beginning].

RV. 1, 3, 1L
pd pa ni 84 ni sa 8G ri ni

J

co -di - yi-tri su-mr-td - nam

Annotations to Sesagiri Sastri’s description.

1. After these illustrations Sesagiri Sastri gives a criticism on this
mode of performance. In this criticism, however, the author shows he is
not specially acquainted with the Rgvedic Pratiséakhyas.

2. By ri (or ri) the author does not mean as he says himself ri §uddha,
but ri komal; cf. Clements, Appendix A and p. 10.

3. Interesting is the way in which the author indicates the length of
vowel and the prosodic weight of the syllables. The shortness of the vowels
is indicated by sa, ri, etc., their length by sa, ri etc.; the prosodic weight
of the syllables is expressed by crotchets and quavers.

4. Of interest likewise, but in another sense, is the way in which the
svarita is treated; in long syllables as c—cis, both long, and in short
syllables as cis short.

5. The most important characteristic of this modern Rgvedic accentu-
ation is that the whole compass remains limited to the tones bc(cis) alto-
gether a whole tone; except when the pada begins with several anudattas,
the compass is extended downwards to g. T am inclined to think that the
wider compass represents an old tradition. Fox Strangways (p. 248)
mentions the compass of a minor or major third for the modern recital
of the Yajurveda.

Mostly fitly in connexion with Segagiri Sastri’s description of the modern
Rgvedic recital may be discussed a remarkable passage in Burnell’s
Introduction to the Arseyabrahmana (p. XLII):

“The difficulty in understanding the true nature [of the musical notes]
has arisen out of the attempt to classify the notes, and also to connect
them, phonetically, with the accents. It is not difficult to understand
this by comparison with similar attempts of the mediaeval students of
music. Thus Hugbaud (840—930 A.D.) classified the notes of the plain
chant in the following way: ’

Sol, La, Si, Ut Re, Mi, Fa, Sol la, si, ut, re mi, fa, sol, la
graves finales superiores excellentes
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“In the Indian books on music there is a somewhat similar classification
of the notes:

udatta anudatta svarita
nigdda, gandhara rsabha, dhaivata sadja, madhyama, paficama”

It is unnecessary to dwell on Burnell’s prejudice against the attempts
to connect the musical notes with the tonal accents of the language,
since we have seen that this connecting of tones with accents goes back
to the Pugpa-Siitra, that is to the latest period of the Samaveda itself.
Neither need we take much notice of Burnell’s comparison of the Hindu
tone-classification with.that by Hugbaud, since the latter only refers to
the registers of the human voice. Here I want to express my regret that
no titles are mentioned of those ‘Indian books on music’. Still, let us
examine the given classification and the attempted comparison of notes
with accents.

As to the classification we notice that those books bring together
nisada with gindhara: b with e, dhaivata with rsabha: a with d, paficama
with sadja: g with c. Indeed those couples of notes belong together as
pure fifths of 702 cents, or to express it in the terminology of the Puspa-
Sttra bag are respectively the udiihas of edc. Likewise sa §uddha and ma
komal: c—f form a pure fifth. If we then give to the thirds c—e and g—b
tertial tuning, we arrive at the Hindu sadja-gamut, as arisen from the
hexachord cde gab.

As to the relation between tones and accents, let us give the following
form to the information received:

1 T

T

sa ri ga ma pa dha ni ga

anud. ud. svar. anud. ud. svar.

We shall then get the following result: the accents follow one another
in the order of the Rg-Vedic accents, but their total compass is, as it was
settled for the Yajur-Veda, a minor third. So we may conclude that the
‘Indian books on music’ referred to by Burnell are connected with a
Rgvedic school, a certain freedom being allowed for the width of the
intervals.

Before closing this section I should like to consider the performance of
a siman by a modern simaga and compare it with the notation as it is
found in the Samaveda-Samhita. For this purpose I have chosen Aranye-
geyagina 1.2.16 (arka-parvan), BI. II 409. It is composed on the text
SV. 2,490 = RV. 6, 7,1 which runs:

mardhanam diwvo aratim prthivya
vaisvanaram rta @ jatam agnim|
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kavim samrajam atithim jananam
asan nah patram janayanta devah||

The verse consists of 4 x 11 syllables, they are equally divided and
melodized in parvans of 4, 3 and 4 syllables; a collection of stobhas is
used as introduction and the same collection but extended by repetition
recurs at the end. The saman then runs:

/hau = 2/hdu = 2/hdu = 2/
/ajyadoham = 2345/ajyadoham = 2345/ajyadoham = 2345/
/2111/25,11/2345]
/2111/211/2;345/
/2111/2,11/2345]
[2111/2,11/2;345/
a [hdu = 2/hdu = 2/hdu = 2/
Jajyadoham = 2345/djyadoham = 2345/
/ajyadohau = 234;5/va = 5/e = 2/
B /ajyadoham = 2212/e = 2/ajyadoham = 22134,/

The construction of the melody as far as the verse itself is concerned is
very simple; the prakrti-tones of the first parvans are 2111, those of the
gsecond parvans 211, and those of the third parvans 2345. The second
parvans sometimes show a lengthening of tone 2 into 23, or 2, combined
with a prolongation of the vowel. Looking at the total melodization of
the chant-strophe we may characterize it as follows: in the preceding
stobha-part the first three parvans are monotonous on tone 2, and the
last three parvans have a falling type. The four padas of the verse-strophe
have two parvans staying monotonously on tone 1, but with tone 2 as
indication of the beginning; the third parvan has the falling type 2345.
The stobhic conclusion consists of two parts, first a repetition of the
commencement (a), however with the alteration of -ham into -hdu and the
addition of [vd/e/; the movement of this part a can again be described as
consisting of a monotonous part: Adu three times repeated, and a falling
type likewise three times repeated, whilst, however, the third djyadoham
shows a climax with regard to what has preceded; the stobha e on tone 2
is a predecessor of part . This part 8 shows for a long time an undulating
movement on the tones 1 and 2, but finally ends in a svarya that deviates
at its beginning.

Now I give the saman as it is sung by a modern samaga and phono-
graphed by Felber. The dandas express here short rests, those after the
second parvans of the verse-lines were omitted, I have inserted them as
broken lines. As the phonogram was put in staff-notation by a European
scholar we cannot see in what way the intervals are influenced by the
ruti-system. In his introduction Fox Strangways (p. 272) i.a. writes:
‘“‘sung by a boy of twelve, a Brahman, in the Sanskrit College, Calcutta’.
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The melodization although to a certain extent based on the traditional
notation has got a totally different character so that historically it is
without any value. As in the present publication I have left rhythm
undiscussed so far, I shall pass by the performance in this respect. As ig
immediately apparent all the tonal relations are broken up; for instance
in the notation the siman begins with the stobha kau on tone 2 and
finally ends with tone 5; the performed melody begins with C and ends
with C. Nowhere is the sacral monotony maintained except in the three
hau-stobhas of the beginning and less strictly in the hGu-stobhas in piece a
of the finale. The vowels emphasizing final consonants are not traditional
either. The ajyadoham’s of introduction and piece a, which are in the
reading of the BI.-edition exclusively descending, now begin with an
upwards rise. The climax at the end of piece a and in the total piece § of
the finale when compared with the introduction is due to the singer’s
initiative. As to the melodization of the verse-lines the monotony of the
first parvan has been replaced by a rising movement with an intermediate
note from C to G; the second and third parvans are joined, the former
beginning with an initial rise that is followed by a slow and straight descent
from A to C.

To formulate my comparison briefly: the music has remained Oriental
and Hindu, but it is a saman which the ancient Hindu gods would not
have accepted. The tendency towards monotony has been narrowed
down; the antithesis between monotony and descent has been replaced
by the antithesis between rising and falling, for which purpose the parvan-
division is often given up.

Of course the Hindus will go on melodizing their ancient saman-texts
in a modern Hindu way and they themselves and foreign listeners will
most certainly appreciate and enjoy their production. And yet it remains
to be desired that a full historical knowledge about the ancient saman-
singing will one day be acquired so that a speaker who introduces the
subject may speak about the meaning of the text and the sacrificial
context, about puspas, stobhas and parvan-division, whilst an a-capella
choir will represent gatars, upagatars and yajiiapati, and will divide the
chant according to the vidhés and accompany the melody with ko and om
whenever required. In a word, we have to adhere to the postulate of a
musicological philology receiving its enthusiasm from modern production,
but its means and methods from the development of spiritual research.



CHAPTER II

THREE ANALYTICAL STUDIES ON THE
SAMAVEDA-SAMHITA

PRELIMINARY NOTE

The chapter contains:

1. a classification of the samans of the gramegeyagana according to
their final cadences.

2. an analysis of those simans in the gramegeyagina which end in
the cadence 54.

3. an exposition of Oldenberg’s rule with a fuller reference to the
géanas.

A first perusal of the Samaveda teaches us that there are i.a. the fol-
lowing types of melodization:

a. the melody is closely connected with the accentuation of the spoken
language;

b. it shows a tendency to sacral monotony;

c. the text embellished with pugpas and stobhas is broken up into
many parvans. Very often those parvans contain three or four syllables
which move on 1 and 2 as prakrti-tones;

d. there is a tendency towards contrast in many samans; for instance
the text-parvans will show monotony or a quiet undulation whilst the
sound-stobhas possess wide movement; or the opposite line may be
chosen.

Ad a. When the melodization is closely related to the accentuation
of the spoken language the following rules are valid: (cf. Introduction).

1. the preparatory low tone 3 is changed into tone 2; exceptions to
this rule will be found in the following sdman-classification in section
ITAbe,

2. the change of 1 into 2 in those cases where tone 1 could not flow
out into tone 2 in a following syllable, as is done in the SV.-arcika, is
ignored and tone 1 is maintained in the melodization,

3. the dependent svarita is mostly replaced by tone 2 just as in the
Samaveda-arcika accentuation,

4. often the dependent svarita — but only if used before a pracaya-
syllable or a phonetical pause — is replaced by tone 1 and thus the tone
of the preceding syllable is continued (‘accoustic metalepsis’),

5. according to the general bhisd-accentuation a syllable, itself
anudatta, between two udattas is accentuated as a preparatory low tone
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(sannatara) and it is so in the Samaveda-arcika accentuation. When the
melodization follows the accentuation, it is generally replaced by tone 2
(cf. rule 1); in a few cases it is replaced by tone 1.

The rules for the syllable immediately following an udatta are rather
lax; in the accentuation or melodization of the Subrahmanya, described
by Panini (1, 2, 38) déva brdhkmana dgacchata the syllable -va receives
tone 2 (cf. rule 5above) and, as is psychologically probable, by the influence
of the word devah (12) brahmanah is also melodized as 122 and not as 112.

Cognate to Oldenberg’s rule of the change of 12 into 11 is the change
of 21 at the end of a final parvan into 22,, that is the final syllable begins
on tone 2 and ascends to 1, the vikrti-tone. We might call this a partial
accoustic metalepsis, (for examples see Classification I A b a and g).

Ad c. In case the saman-text is broken up into parvans of three or
four syllables which as a rule move on 1 and 2 as prakrti-tones the fol-
lowing main types can be distinguished:

monotone type 111 1111 asc.-desc. type 212 2112
222 2222 2122

descending type 112 1112 2212
122 1122 ‘ desc.-asc. type 121 1221

1222 1211

ascending type 221 2221 1121
211 2211 undulating type 1212

2111 2121

Since in parvans of more than four syllables we often meet with a
beginning like 21111. .. we might also call 211 and 2111 monotonous types
with a marked beginning.

SECTION I
CLASSIFICATION OF THE CHANTS OF THE GRAMEGEYAGANA

PRELIMINARY NOTES

I. General remarks.

The classification contains six main divisions according to the pitch
of the final tone.

The following abbreviations are used; a > m means the accentuation
influences the melodization, M = acoustic metalepsis; unacc. = un-
accented = without udatta. The chants are counted according to the
number of the Parvarcika and according to the number in the series of
melodies belonging to one and the same verse. Numerals in large type
indicate the prakrti-tones, those in small type the vikrti-tones. As to the
duration of the syllables the reader is referred to the edition. Full stops
indicate the separation between words. In the quotation puspas are
often left unnoticed. (Moreover cf. supra p. 35 note III).
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The diphthong di as a puspa for a tilavya is in singing clearly divided
into its two composing vowels and distinguished from the spoken diphthong
ai; for this reason north-indian manuscripts (Simon p. 527) even write
ayi; however, in the fixation of the number of syllables in the parvan
this @ or dys is reckoned as one, and likewise it has only one prakrti-tone.

As to the division between sentence-stobhas and sound-stobhas I have
in my classification VA a f and V A b é taken it (3928) and vai (4672) as
sentence-stobhas in accordance with Van der Hoogt p. 92 no. 93 and
p. 93 no. 108 (BIL. II p. 523 1. 4 and p. 523 1. 6), although va: is clearly a
sound-stobha and 4t; is taken as such in the classification V B b, for
bisyllabic words as atha, tha etc. are scarcely felt as words in the siman-
context, they have become sacred interjections.

II. Scheme of subdivision, applied in the following subsections.

A. The final parvan consists of words or syllables of the text, or of a
sentence-stobha.
a. the tone is a prakrti-tone.
b. the tone is a vikrti-tone.

B. The parvan consists of or ends in a sound-stobha.
a. the stobha is monosyllabic.
b. the stobha is bisyllabic.

I. Tone 1 is the final tone

A. The final parvan consists of sentence-syllables or a
sentence-stobha.

a. Tone 1 is a prakrti-tone.

Instances: 15!/11.211.221/1), 642/21/ = rttn, 1432/121.1/ gds padé prt
(BI II 520 1. 5; cf. Benfey, Einl. p. LXIV middle: ‘iiberaus hiufig tritt
[in the SV-Pada] in einsylbigen mit udatta versehenen Wortern kein
Zeichen ein’). — In saman 15! a whole pada forms the parvan: stémam
rudrdya drdikdm, M in -mam and -ya. In all the three instances a > m.

b. Tone 1 is a vikrti-tone. )

a. The parvan consists of a bisyllabic last word of the text: 10 drsé,
222 (sulé), 568% (-$riyé), 570° (dvitd), melody in all the instances /22,/;
a > m, partial M.

B. The parvan consists of a bisyllabic stobha-word: 120! (vrdhé), 1202
(mahé), 1715 (vrdhé), 2831 (stusé), 372 (vrdhé), 3722 (mahé), 399 (yuddhd,
textword repeated as stobha), 487! (tha > iha), 503! (iha ) thd). Melody
always /22,/; a > m, partial M.

y. The parvan ends in a bisyllabic oxytonon textword: 22!/agnir no
vamsate rayim| = [21.4,.222.32,/, 393%/12.32,/, 468%/22.32, /, 568¢/223.

1) BI.Ip. 1171 2, — here we read the second syllable of stomam as ma followed
by an avagraha and a zero-digit. The avagraha probably indicates a short pause
in the expiration and the zero an m sustained and sung on the same tone 1 as the
preceding vowel.
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.32,/, 5704/12.32,/. In all the instances a > m, and final 31 ) 32,, after 2
in last syllable of penultimate word.

0. The parvan ends in a bisyllabic oxytonon word of a sentence-
stobha: 151 [udadhir nidhih| = [221.12,/, 190 |dgahiy éht, td imé| =
= [112.11.1.12,/, 2912 /mahd visé] = [21.12,/, 472! [is6 vrdhé| = [21.12,/.
In all cases a > m, M, final 1) 2,, after 1 in last syllable of penultimate
word.

e. The pada ends in a polysyllabic oxytonon textword; the parvan is
four-syllabic: 470° (a-)/ghadamsahd| = /2232,/, 506 |-bhir asmayih| = |2.
.232,/, 521 (so-)/ma-matsardh| = [2232,/.

{. The parvan ends in a polysyllabic oxytonon stobha-word: 5178 vdjt
jigivdn| = [21.12,2,/, 541! |didihi| = |232,/, 554% vaji jigivdn| = [21.12,2,/
(sic. corr.). — In all the instances of ¢ and { a > m, M in 5178 and 5544;
peculiar is the maintenance of 3 in the penultimate syllable or its change
into 2,; always final 1) 2,.

B. The final parvan consists of a sound-stobha.

973 le] = |24/, 160% Jashiy aihi] = [22.32,/, 371® two wunacc, text-
syllables + ¢-ho-ham| = [22.22,2,/, 371% idem, 437! aihiy aihi| = [22.32,/.
Perhaps aihi is pugpa-form for 7, the treatment of the second aihi in that
case is to be compared with A b {, typical is the treatment of the double
atht of which the first is unaccented, as is often the case in SV-ic melo-
dization. The undulation in the vikrti-tones 2,2, in 3712 is also interesting.

Conclusion. The occurrence of the prakrti-tone 1 or of the com-
bination 2, at the end of a saman-strophe is dependent on a text or sen-
tence-stobha ending in an udatta-syllable. Number of cases registered:
3+ 4+9)+(B5+4)+((3+3)=31. If we go out from the bhasa-
accentuation, we can formulate the rules:

bisyllabic parvan [31/ > [22,/ (cases a and f)
moresyllabic parvan /...1.31/)>/...1.12,/ (case 0)
/...2.31] and [...231/ > [...232,/ (cases y, &, ()

Cases where a final parvan ending in udatta is melodized otherwise are
rare as will appear from the following subsections of the classification;
their explanation is difficult.

II. Tone 2 is the final tone

A. The final parvan consists of sentence-syllables or a
sentence-stobha.

. The case is very rare. I have only registered 554!, textword vicaksandh
with inserted stobha; [vicd-uva/ksanah| = [335,.11,5/3,45,2/. Probably the
first parvan is to be read /22;,.11,;/, owing to its very pecular treatment
the cadence may not be considered as an exception to subsection I Con-
clusion (supra).
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B. The final parvan consists of or ends in a sound-stobha.

a. The stobha is monosyllabic.

a. The stobha @ with a prakrti-tone 2 preceded by two unacc. text-
syllables: 176 /11-5,2/, (here 1-, used as a transcription of the vinata);
438! [grné + @l = [23.2/, 511° [-nydyah + @] = [23.2/, 547! /mddah + G| =
/23.2/. In 379 |-janat + @] = [22.24,/ the @ is sung on a figuration. The
stobha @ preceded by two syllables of a sentence-stobha, 469% [jvdra +
+ a/ = [232/. No influence of accentuation apparent.

B. The stobha hdi; one or two text-syllables precede; last vowel
(+ cons.) > o: 1693 [24..2[, 3422 (ye-)/mire + G = [132352, 446 (juja-)/
[sate + af = [1.52442].

b. The stobha is bisyllabiec.

Stobha dtda: 2375 [1yy450/2/.

III. Tone 3 is the final tone

Only two doubtful cases occur: 50 (a)-/dhvare + G| = [233/, read [232/?,
2581, BI. I 533 sq. the so called saman consists only of stobhas; last stobha
[satyasrdvase| = [21222,].

IV. Tone 4 is the final tone

A. The final parvan consists of text-syllables or a sen-
tence-stobha.

a. The tone is a prakrti-tone.

The parvan consists of two text-syllables. 1! (bar-)/hisi| = [3,q,4(, 54!
(kr-)[stdyah| = [33344], 54* idem, 551 (mahi-)[yivah| = [3g,d/.

b. The tone is a vikrti-tone.

580% (vana-)/praksim udapritam| = [21.12134,,/ a ) m, M; 511 sen-
tence-stobha in the form of a tristubh-pada [dti vidvani duritd tarema| =
= [12.122.221.223y,/ & ) m, no M.

B. The two final parvans consist of a sound-stobha.
Stobha Gidd: 6 [15,/4/, 162 [1,5,/4/.

V. Tone 5 is the final tone

A. The final parvan consists of textsyllables or a sen-
tence-stobha.

a. The tone is a prakrti-tone.

a. The final parvan contains two syllables of the text; its form is
32345/ As to the instances I have limited myself to the first forty cases
and no notice is given to the textual accentuation except when it is in
contradiction with the rule given sub subsection I: 341, 56, 89, 91, 1003,
103, 104, 1171, 1193, 121 (dive), 1271, 1291, 1321, 1325, 1381, 1591, 1592, 1611,
173, 185, 213, 214, 223, 2365, 245, 248!, 249, 2512, 252 275!, 275%, 2793,
377, 3842, 3882, 3022, 393! (divdh), 402!, 403, 405!,
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B. The final parvan contains a bisyllabic sentence-stobha; its form is
32548/ T8 (vidah), 159% (ihd against I concl.), 246! (vdyah), 2613 (abhi
against I concl.), 2614 (disah), 382! (divak), 3823 (6kah), 3892 (indrah, text-
word as stobha), 391! (dyubhih), 3923 (iti), 450 (dhdnam), 450% (dhdrma),
452 (visah), 467% (gvabhik, BI. II 523 1. 7 gvdmih), 469° (juiva), 4715 (didah),
4822 (gvabhih).

y. Exceptional forms, Syllables precede tone 3: 370 stobha /5t divd| =
= [23.35345/, 511'® [hiranydyah| = [32345343,5/. Between 3 and 5 only two
vikrti-tones: 512! two unace. textsyllables /3,,5/; irregular series of vikrti-
tones 248% (carsani-) [dhrtih| = [344,5/. Very outstanding 4392 stobha
dlokah [444,5]. The so called saman 525' and 525% only contain the melo-
dization of 525 pa. a, so their last parvan (iraya-)/ti prd vdhnih| = |2345]
is not really the final parvan. For 525 vide below subsection VI.

(A)b. The tone is a vikrti-tone.

Subdivision: a—pg-form /... 1ly,/; y—0d-form /.. .3,3,,/; irregular forms.

a. Form |...1,,;/, the final parvan contains as a rule two or more
syllables of the text, rarely one. Specially marked are (1ly) the cases
where the last syllable of the parvan is udatta and which therefore go
against rule I Concl., and (2ly) the cases which show an evident influence
of the accentuation on the melodization whilst final 12 is changed by
partial metalepsis into 11y, (cf. PS. 9, 30 case 1, supra p. 41).

Instances: 68!, 682, 74 dhanarcim, T7' tanipdh, 115!, 1172 (hiranyd-
Ya| = [2211,,,/, 1444, 1582 (arcan-)[tu kardvah| = [2.2511y,5/, 163 (in-)-
dram dtdye| = [2.2,11,5,,/, 170! (@ cydvaya-)[siy dtd-|ye| = [2.251[143,/,
2381 (tdste)/vasudrivam| = [2.211y,,:/, 323! Jadhad rdh/, 3233 idem, 327,
3715 two last syllables repeated, 383% [haridriyam| = [22114,5/, 388!
[panasydve| = [2211,,,./, 3883 idem, 398! [ndrva| = [11,445/, 4273, 4291,
4302, 431, 4332, 435, 464 [krpd suah| = |21.11,3,,] M?, 492 (dde-)[vayum
janam| = [22.11,,:/, 4952 (na-)[vatir ndva| = [21.11y,;/, 5112, 51119, 51112
[hiranydyah| = [2211,4,,/, sic corr., 51218, 529 [svand d/drih| = [21.1[1y45/,
542 |...jydtir in-|dub| = |...12.1]1,,./, 5455 (dirgha-ji-)[hviyam|=[11pg45/,
5511 [dgre mahiydvah| = [11-5,.2211,,,,/, 563, 5662 two last syllables
repeated, 566% two last syllables repeated, but melodized differently,
567° [suarvidam| = [221144,,/, 5823 [s6mo|ydh suksiti/ndm/| with the last
o of somo changed into the stobha auwidova and with the syllable
t¢ changed into the stobha tauviye = /12§32345/ll2231123/ lyges/, 5832
(amrtatvd-)/ya ghosdyan| = [2.2;11,,,./.

The total number of instances amounts to 42, of which 4 cases have the
udatta on the last syllable and are exceptions to the rule I Concl., and of
which 17 cases have the udatta on the penultimate syllable and conse-
quently the dependent svarita on the last, cf. Simon p. 524, note on
PS. 9, 30 first case and supra p. 41. The remaining cases may be divided
as follows:

12 3 214,, in 68!, 682
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12 ) 2,1, in 5112, 51120,
22 > 25145, in 51218, 563.

112 ) 2114, in 4291,

122 ) 22,1,4,, in 1444, 4272, 4302, 431, 433.

2225 22,1,,,, in 3271

222 ) 111y, in 435.

p-form: [...ly,s/; the final parvan consists of a sentence-stobha.
Accentuation and melodization are both given.

Instances: 13! [ddva gdvah| = [12;1144,,/, 49" [ddksdya| = [125144,5/, T
Jdivam| = [1lg345/, 712 idem, 1282 [ydyub| = [11434/, 141 |ddksaya| =
= [123144,5/, 150® two text-syllables + stobha [sutdm rayisthdh| = |21.
121555/, 155° [6kah] = [231p545/, 194" [ydyuh| = [11p545/, 195 [haridrih| =
= [22315345/, 235% [subbiitdye| = |22411,,,,/ sic corr., 2363 |bhdgaya| =
= [22315345/, 241! [janitram| = [21145,,/, 2462 [vdyobhih| = [2251,5,5/, 2485
[star mdyah| = [11.1155,,/, 2711 [suddmsah| = [21145,5/, 2712 [suddmsah| =
= [224],55,5/, 2723 [drdvase| = [2241,4,:/, 320 [divak, BI. II p. 523 1. 2/ =
= [1ly345/, 4292 [dhdrma| = [11,5,5/, 439! [Slokdyata| = [21114,,,/, 469* [asmé
rdya utd $rdvah| = [21.11-5,.21.11,,,,/, 4703 two textsyllables + stobha
[sahé rayisthdh| = [22.2241,0,.[, 4762 [iydm| = [2;145,5/, 541% [diddyat| =
= [21144,5/, 544 [vdhah| = [24)g545], 5622 [divi| = [114545/, 5623 idem, 582
textsyllables as stobha [sémah/ —= [11y,/.

Total number of instances 29, of which 6 cases have the udatta on the
last syllable against rule I conclusion, and of which 14 cases have the
udatta on the penultimate syllable with the change of 12 ) 11,5,,. The
remaining cases may be divided as follows:

12 2,150, in 1558, 544.
21 11,4, in 5622, 5623,
122 125154, in 491, 141,
S 22150, in 2363, 2462, 2723,
312 22,1, in 2712,

3122 2111,,,, in 439%

Conclusion to ba and 8. Total number 72 of which 10 with udatta
on last syllable and 31 with udatta on penultimate syllable and regular
development. The ‘remaining cases’ have exclusively the tones 1 and 2
as prakrti-tones, cf. the introductory note to this chapter ad ¢ (supra
p. 58).

Second case, (y and 4), the svarya begins with tone 3, and third case
(¢), irregular cadences.

y. Form |[...3,,;/. The final parvan consists of text-syllables. In-
stances: 12 [barkisi| = [22,3350,5/, 42 (Su-)/krd dhutah| = [211345,5/, 5° |nd
védyam| = [nd védiyam| = [211344,5/, 6% mdrtyasya (with puspa and stobha)
> [mdrtay@ auhova/syd| = [1152,3,555/34545/, 11 (ami)-/tram ardaya =
= [2.2234545/, 19 [vivdsvabhih| = [2113,,,./, 30! (rdind-)[ni dasise| = |2.
. 213,445/, 52 unace. syll. : (su-)/krato prnal = [22.23,,,5/, 612 |ca vdriyam| =
= [2.113,3,5/, 70! unacec. syll. adoci (with puspa and stobha) /...dau
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vafci] = [...2/25/34545/, 70% idem, 76 bhitv asmé ) [bhiitu hau va|smai| =
= [4455/35545/, 81 [vdjaya pdntham| = [122.134,s/, 82 (bhaksita dai-)
vyam/| > [vyam/| = [343,5/, 97° /mahdsya| = [2134445/, 98 [nd wvedhdse] =
= [1213,4,5/, 1093 (havydm @hi-)/se] = [343,5/, 116 (md)de madeh with puspa
and stobha ) [daima wvd/deh| = |11-5325/3 4545/, 1242 (rari-) [md te] = [134544/,
134 pada c [vdsu sparhdm tdd dbhara| = [12.21.1.123,,/, sic corr., 1443
(mdmbhi-)stham| = [34,5/, 148! pada c [tdtra pisd bhuvat sdcal = [12.21.
.22.13,,,5/, 1482 [bhuvat sded| = [22.183py,5/, 167 [ddksinena = [12243,4,5/,
1672 idem, but without vikrti-tone 3, 171 [sanim medhdm ayasisam|= [21.
.1,,1.1238,5,5/, 180 (abhi-)/stir djas@/ = [2.11344,5/, 182! pada c, [indrad
cdrmeva rédasi| = [11.11-3,2.1135,,:/, 189 [dhiydvasuh/ = [211344,5/, 211
(d-)/jaya sprdhah| = [22.13,,5/, 233" two last syllables repeated (ta-)
[sthusah| > [sthusah sthisah| = [22.1345/, 235! (sahdsrene-)/va $iksati| =
= [211344,5/ sic corr., 236! unacc. syll.: (na-)/vamahe| = [1334,5/, 2362
navamahe > [nava/majhd@i| = [323]155,45/30345/, 243% (dhr-)/sndm djasd =
= [2.1135y45/, 253! [cdramasi| = [11-p51345,5/, 259 unace. syll. jasimahi| =
= 2113455/, 288! (vi-)[vrata@nam| ) [vratd auhova/n@m| = [1;354,555/33345/,
3152 (ydd dana-)/vdn han| ) [vd/ya auhova/hdn| = [13/3534555/353,5/, 322
[sthdviraya taksuh| = [1122.23yq,/. )
Total number of instances 40. As a rule the last syllable bears a pracaya
accent which follows PS. 9, 30 third case (supra p. 41). In some cases a
sound-stobha is inserted within the reach of the last three syllables which
makes applying the rules uncertain: 62, 70!, 702, 76, 116, 2881, 3152. There
is only one case with udatta on the last syllable, 76, which, however, also
shows stobha-insertion. The number of cases with udatta on the penul-
timate syllable and thus going against PS. 9, 30 first case amounts to ten;
12, 301, 811, 82, 975, 98, 124, 1481, 1482, 211, three of them may be explained
by the character of the last syllable, being a contraction of two syllables:
811, 82 and 975, Peculiar is the fact that the cadence obeys the general
rule, whilst at the same time one of the syllables on which the rule does
not bear is raised (2 > 1): penultimate 253!, praepenultimate 2362, syllable
before praepenultimate 236!, penultimate and praepenultimate together
259 — or is lowered (1 ) 2), syllable before praepenultimate: 42, 180, 2432
8. Form |[...3,,/- The final parvan consists of a sentence-stobha:
40! huve vdsu, verb unacc. although beginning a sentence, BI. II 519 1. 2,
Jhuve vdsu| = [22.1345,5/, 40? [vid@ vdsu| = [22.13,34/, 64! four text-
syllables + stobha [ditydm cdran mahé] = [21.11.13,5,,/, 90! stobha of
eight syllables: [yénim indras ca gacchathah| = [11.11.2.223,,,/, 1192
verb unacc. [dd vdsu| = [2.1344,;/ sic corr., 122! Jagnir dhutah| = [21.
1284445/, 1222 [dukrd dhutah| = [21.123,5,4/, 1322 stobha of eight syllables
|asmdbhyam gatuvittamam/| = [212.22123,,,:/, 1382 [havismate| = [211345,4/,
1412 = stobha 1322, 154 [gdva dsvah| = [11,13,5,,/, 166°% [ghrtadcitah/ (BI.
II 520 1. 6) = [2213,,,;/, 206 [dtr dvisah| = [12.13,5,,/, 248 [sivar ma-
hdh| = [11.28,5,5/, 2582 [drdvase] = [113,5,,/, 2713 textsyll. repeated as
stobha [-su| = [3,5,5/, 2832 [stugé] BI. II 532 1. 1 = [2,3,q,5/, 3212 [rtdm
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amrtam| = [21.11349,5/, 355 [madhudcitah| = [22134y45/, 3723 [dhdrmane| =
= [113435/, 378! trigtubhpada: [indub samudrdm wrviyd vibhati| = [11.
.221.121.123,,5/, 3782 idem, 426 = stobha 206, 4273 [svdrvate] = [1123,5,;/
430! [vidharma| = [123,4,5/, 438* = stobha 4273, 440 [svdrata| = [22.435,,:/,
465% stobha of eight syllables [vidvam sdm atripnam daha/ = [12.1.111.
239545/, 465% similar to 4653, 4672 [vai] = [3,5.5/, 4713 = stobha 1322,
511 [sadovisah| = [22134y,5/, 5545 [vaji jigivd vidva dhdnani| = |21.121.
J12.11530545/, 565! Jarké  devdnam paramé viyoman| = [21.111,.221.
1153555/

Total number of cases 34. In 18 cases the last syllable bears a pracaya-
accent and follows PS. 9, 30 third case, however in 11 cases the udatta
rests on the penultimate syllable against PS. 9, 30 first rule, and in 64!
the last syllable bears the accent. Some cases have no significance as they
are monosyllabic: 2713, 4672, Sometimes there seems to be uncertainty
about an enclitic verb: 2832, 440.

Conclusion to by and 4. Although the rule of PS. 9, 30 with
reference to the melodization of a pracaya-syllable prevails so that the
svarya begins with 3, yet the number of cases in which one would expect
the rule for the svarita-accent to be followed, are rather numerous.

e. Irregular forms. — 232 [va stause| — [3,22;4/, 4673 [vd[stause| =
= [24/22;54,5/, 531 stobha + one text-syllable /hiyahauva sthat|/ = [554.55.

. 52345/ .

(V)B. The parvan consists of or ends in a sound-stobha.

a. The stobha is monosyllabic.
Instances are numerous, but often of little interest theoretically; only
a few examples of each kind will be given.
Stobha a, [...1,,/: 15673, 5474
Stobha 7: when the parvan contains only 7, its form is [3,5,5/, 672, 721,
722, 971, 972, 115% etc. When the 7 is preceded by two text-syllables, the
parvan runs [2241,,,./: 4603, 2522 3718, 5475,
Stobha 4. Rarely occurring, form [3,,,5/: 109!, 2453, 3822 etc. ; preceded
by two text-syllables 2393 [223,,,./.
Stobha e preceded by two text-syllables [2231,4,./: 182 168! ete. or
2284545/ : 382%, 5728; two stobha-syllables + e in 4672 [223,,,,/.
Stobha va often met with; six forms:
a. [...au ho vafva| = |...5565[3y3,5 in 458,
B. [vd@ hdu va@| = [224;144,5/ in 270.
[three text-syll. + hau vd| = [44;5.55/ in 75.
[three syll. of sound-stobha -+ hdu v@/ = [5554565/ in 2452,
y. preceded by hdw in penultimate parvan:
|hdi/hdijauho auha v@ hdu[va| = [1/1]21.21.144,55/5/ in 20.
|uhuvd hdu|va| = [5554.5/5/ in 1333
[hdw hovd haulva| = [2.225.2[14,5/ in 534.
8. preceded by @u in the same parvan; four text-syllables of which
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the final syll. has vowel (+ coms.))d@; [21123 .15,/ in 555!;
variant: three text-syllables: [22242,,./ in 5553,
e. preceded by aw in penultimate parvan; there are three patterns,
I give the text-syllables-here in italics:
(maghd-)vi|n amitdye > [namitay au/va| = [21124/1,4,5/ in 3752
[dechal > Jacchén| va| = [452[245,5/ in 543.
[priydm matrdm nd Samsisam/| ) [prayam mitram na damsisau/va| =
= [11.11.1.1532/24,/ in 354,
¢. These patterns actually form a special case of &. A number of syl-
lables (often four) which close the verse-strophe, is taken to form a
parvan; of the last syllable the vowel (+ cons.) is changed into Gu.
The first syllable or syllables are sung on tone 4, then follows one sung
on 4;, then follow one or two syllables sung on tone 5. The stobha va
forms a separate parvan on tone 5. To this group belong: 466!, 4688,
4971, 549%, 5552; 3801, 4571, 536, 537!, 5372 So e.g. 4661:
Jvidédisam/| > |viddidisau [va| = [44.,55/5].
Stobha ke, [355,5/: 267, 5145,
Stobha hdi, very often occurring; the last syllable of the preceding
text has its vowel (+ cons.) changed into o. Three main patterns:
Ist pattern: [lyg,54.5/ : 13, 51, 71, 72, 1702 etc.
2d pattern: [2,,554.5/ : 52, 98%, 99%, 105 etc.
3d pattern: [4;54.5/ : 43, 8!, 9, 21! ete.

(VB)b The stobha is bisyllabiec.
Stobha ida, [45] : 184. Cf. dida and hoida.
Stobha iti, [3,3,5/ : 212, 118, 172,
Stobha ika, three patterns:
st pattern: [3,,5/ : 1203, 1302, 1332 etc.
2d pattern: [2,,5/ : 218.
3d pattern: [13,,s/ : 15562, 340.
or: [2344,5/ : 3413, cf. 3717
Stobha dhi, 246% : [3,5,5/ and 505: [234,,/.
Stobha wupa. Often occurring stobha. Patterns with tone-movement
on the first syllable: a. [3,3,5/ : 331, 332, 92 etc., B. [2,,5/ : 143!, 231, 255!

ete. p. [2530345/: 155%, 1601, 227 etc. — Patterns with tone-movement on
the second syllable. 4. [13,,5/ : 230, 318, 475% etc., &. [125,04,5/: 145,
1452 [, [1245,,/ : 36%. — Pattern with no movement on either syllable:

4023 : [3,,,6/45/ with upa repeated.

Stobha 6idd, very often occurring with a great number of special
forms. The pattern [0i/dd| = |155,5/5/ and [textsyll. + dida] = |. . .155,4/5/.
Instances of [1,,,:/5/: 3, 41, 82, 14 etc. etc. Instances of [11.1,5,,/5/: 410%;
last textsyll. with vowel 0: 513%: [153215,,,/5/. — Pattern [223,4,,/5/: 2821,
282%, 3843 etc. final vowel (+ cons.) > 0: [3345,:/5/ : 3511, 3924 etc. —
Pattern [...2;,;/5/ : 152 4802 Pattern |[...4,,/5/: 4411 Pattern
J14s/5/ ¢ 32.
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Stobha hdoidd, very often occurring. General type [4;/5/; special types
[19345/5/ and [.. . 1g545/5/, [3ga45/5/ and |. . .3p545/5/.

Type [45/5/ : 2, 12, 16, 171, 173 etc. etc.

Type [lyss/5] : 66; type [...lpg/5/ : 4562,

Type [34345/5/ : 3438, 3437 etc. etc., type [...355/5/ : 575,

VI. Tone 6 is the final tone

The last syllable always has the figuration 54. Only syllables of the
text are used. According to the tones we can distinguish three types
[123455q50/5 |23 455656/ AN [32345 Dgge/.

[12544545] : 396, 5461, 5548, 560.

24455456/ : 65, 69 (sic corr.), 80 etc. etc.

324455654/ @ 231, 232, 342, 123, 162 etc. etc.

GENERAL CONCLUSIONS TO THE SIX SUBSECTIONS

Looking over the material given in the classification we can state that
there are the following general cases:

A. The chant-strophe ends in tone 1. This ending is strictly dependent
on the text, its condition being that the last syllable of the text bears
the udatta.

B. The strophe ends in tone 2 or 5. Tone 2 is the harmonic substitute
for 5. Tone 2 specially occurs in stobhas: @, kar, 6ida. Tone 5 is the most
common of final tones.

C. The strophe ends in 3 or 4. In the gramegeyagéana only doubtful
instances of 3 occur. We could speak in the case of those cadences of an
‘interrupted’ cadence, it is as if the aim is not reached.

D. The strophe ends in the final tone 6. The cadence, as it were,
overreaches its aim.

Next to the question of the pitch of the final tone we have to do with
its function as prakrti- or vikrti-tone. Since the last prakrti-tone of a
parvan is specially stressed, we may call the use of the final tone as prakrti-
tone the masculine ending and its use as a vikrti-tone the female ending.

Tone 6 is only used in a female ending. Tone 1 is used in both functions
and in both cases the parvan to which it belongs, contains exclusively
the tones 1, 2 and 3. Tone 2 as final tone mainly occurs in stobhas and
with one exception (379) it is always prakrti-tone; further we notice that
it is either preceded by the adjacent tone 3 or reached with a leap from
tone 5. Tone 4 is either prakrti-tone and reached through the cadence
[3g34/, or vikrti-tone with the two cadences [3,3,/ or [1,4,/. Tone 5, repre-
sented by a great many instances, is either prakrti-tone: [3,,,5/, or vikrti-
tone in the two normal cadences [3,345/ Or 1,545/, sometimes 5 as prakrti-
tone forms a separate parvan in sound-stobhas, vide sub V B va, 6idd and
hoida, in this case it is the repetition of a preceding prakrti- or vikrti-
tone 5.
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SECTION II

ANALYSIS OF THE SAMANS ENDING IN 544,

The simans ending in the cadence 54, form a small group containing
three subgroups. In describing these samans I shall mention the place
which they have in the Rgveda-Samhita, the gods to which they are
devoted, the metre in which the text is written and, if desirable, the
irregularities found in the metre. Then I shall state whether the syllable-
contractions are dissolved in the chant, and the numerical relations in
which the text-syllables are distributed over the parvans.

First subgroup: [12;4;545/. It is only represented by four instances.

Gramegeyagana 396, RV. 8, 24, 24, Indra.

Pragatha 8 + 8 + 12; pada a contains seven syllables instead of eight,
the genitive ending -@m at the end having the value of two syllables, the
melodization has left the number of seven unchanged. No stobhas are
inserted. The melodization is based on the accentuation. Syllable-division:
a:8(7),b:7+1,¢c:(3+ 1)+ 4+ 4. For comparison both the numerals
of accentuation and melodization are given. The digit 2 as substitute of
1 by special Samavedic law of sound is printed in italics.

Accentuation Melodization
/23.1.1223 [45.4.4554]
12222312/ /1122.221/1/
1222.31.2312.22// [122/1./21.22/125 . 4,54,/

In pada a, evidently forming the prastava, the tones corresponding
to the accents are replaced by their fundamental tones; the udattas of the
first and fourth syllables are not extended over the following syllable, the
last syllable of pada a on the other hand is unexpectedly raised, cf. the
last syllable of pada b and the fourth of c¢. In pada b we find the acoustic
metalepsis of the two udattas, the eighth tone has become a separate
parvan. Pada ¢ by way of climax has been divided into many parvans.

Gramegeyagana 546!, RV. 9, 101, 7 Soma.

4 x 8 syll. Pa. d has seven syll. instead of eight in consequence of via
contracted into vya; in the melodization the contraction is dissolved.
Syllable-division: all padas divided into 4 + 4 syll. In pa. a and ¢ the fifth
syll. has its final vowel replaced by the stobha auho so that the parvans
aa and ca contain five syll. The melodization is independent of the accentu-
ation. Melodization:

[22111/2111/
12222,/12,4,545]
/22111/2111/
122225/1234 35454/

Melodically pa. a = pi. ¢, and pa. b = pa. d. The parvans aa and af,
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ca and cf have the rising form, ba and da the monotonous form, 8 and dg
the typical descent from tone 1 to tone 6.

Gramegeyagana 55648, RV. 9, 75,1 Soma.

4 x 12 syll. Pa. ¢ with 11 syll. owing to the contraction rya in 3d syll.,
undissolved in the melodization. The first two syll. of pa. @ have become
three by a stobha: abki ) abhyova. Syll.-division, a: (3 + 6) + 4, b: 8 + 4, -
c: 7T+ 4,d: 4+ 4+ 4. Melodization:

/644/211 111/22115/
/1111 1111/22115/
/1111 111/2211,/
/12445221 155/12,4,5 456/

In parvan aa the tones (211) are replaced by their fundamental tones,
parvans aa and af monotonous with their beginning marked by tone 2;
ba and ca entirely monotonous; ay, bf, ¢f and df with rising movement
which ends in falling vikrti-tones; pa. da in its descending movement
preparatory of the typical cadence in pa. dy.

Gramegeyagana 560. RV. 9, 70, 1. Soma.

4 x 12syll. Pa. b with contraction vyo in 9th syll. dissolved in melo-
dization; pa. ¢ with contraction rya undissolved. In pa. a at the beginning
of the third parvan, before the 11th syll., the stobha %o is inserted.

Accentuation of pa. @ without stobha: 1.22.32.312.2222. Melodization:

/1oy [45.54.545.55/445/
/21 111 111/22113/

[2 111 111/2211,4/
[2339345/2112/1254556/

In the parvans aff and y the tones are replaced by their fundamental
tones, undulating movement, perhaps a > m with M. In ba and ca mono-
tony with marked beginning; in b8 and cf rising four-syllabic movement
with descent in vikrti-tones at the end, da in its falling movement from
2 to 5 preparatory of dy with its typical cadence.

The last three melodies are cognate, the parvans use only two adjacent
tones except the last parvan of the strophe and the parvans which prepare
the final cadence: b8 in 546!, da in 5545, da in 560.

All the four instances are characterized by padas containing an even
number, 8 or 12 syllables.

Second subgroup: [2,4;5:/. Its classification is very intricate and
will be given in the form of a table.



70 STUDIES ON THE SAMAVEDA

A The penultimate parvan has the form [2;,/.

1 The figure [2345/ is met with at the end of one or more

' padas.

a The strophe consists of 4 x 11 syllables.

a The figure [2345/ is met with at the end of the first

three padas,

B at the end of the second and third padas,

y at the end of the second pada.

b The strophe consists of 3 x 8 syllables. (Instances of
this group are rare).

The figure 2345/ is met with at the end of the first pada.

2 The figure [,-11,,2/ is met with at the end of one or more

padas.

The strophe consists of 4 x 11 syllables.

a The figure [,-11,52/ is met with at the end of the first

three padas.

B at the end of the second or third pada.

3 The strophe consists of 4 x 11 syllables.

The figure [2345/ is met with at the end of the second, and

the figure /,-11,,2/ at the end of the third pada.

B The penultimate parvan has not the form /23,5/. The two

samans belonging to this type are very differently con-

structed, but prosodically they both have padas with an

even number of syllables (8 + 8 + 12) and 4 x 8. Cf.

article A b.

Alaa. — Penultimate parvan: [2;,/; strophe 4 x 11 syll.; figure
/2345/ at the end of the first three padas.

GG. 65, RV. 10, 56, 1. Agni (of cremation). Syll.-division, a—c: (4+3+4),
d: 4+ 3+ (1 + 3). Stobha-line before pada a and d. Melodization:

[ohd/hahai/ = [3,5/32/
[2111/2,11/2345/
[2111/112,/2345]
/2111/211/2345]
Joha/hahai/ = [3,5/32/
/21 1 1/231 1/2843/23455656I

GG. 69, RV. 4, 3, 1. Agni. In padas b—d the four beginning syll. are
divided over 2 or 3 parvans. In pa. @ and ¢ within the group formed by
the 5th—7th syll. tone 3 is used as a prakrti-tone. No stobha.

GG. 80, RV. 10, 87, 19. Agni as a killer of Raksas. Melody much resem-
bling that of 65, but other stobha-lines.

GG. 3252, RV. 10, 55, 5. GG. 330, RV. 7, 23, 1; both to Indra.

GG. 339, RV. 10, 89, 4. Indra. Pada a repeated in unchanged form.
Stobha-lines between the padas.
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shall first give the toxt with its udattas marked and then the two forms
of melodization:

GG. 332, RV. 10, 178, 1. Tarksya.

tydm @ si vajinam devdjitam

sahovdnam tarutdram rdthanam|

drigtanemim prtandjam asim

svastdye tdrksyam ihd huvemal|

Melodization of 3322 with the figure /2345/ at the end of the 2d and
3d padas; the figure 24,;, which regularly forms a separate parvan, is
here placed at the end of the penultimate parvan:

[iya iya hai = 22.22,.2/2.2.2.222;.4,335/ (the penultimate syl-
lable should be accented 4)

[iya iy = 3,5.45/hdi = 3,,/5532.1/22,/2. 345/

[iya iy hai = 22.22,.2/222,/1/2,.11/23.45/

[iya iyd = 3,5.45/hdi = 35345/21/1.[12.325,4/2,45¢56/

Annotation. The preceding stobhas of the padas @ and c are characterized
by monotony on tone 2, those of the padas b and d by falling movement.
Pada a has no syllable-division; b is irregularly divided into 5 + 2 + 4
syllables, pada ¢ normally into (3 + 1) + 3 + 4, and pada d again irre-
gularly into (2 + 1) + 4 + 3; the contractions at the beginning of tyam
and svastaye are not dissolved.

Melodization of 332! with the figure [2345/ at the end of the second
pada; the figure 2,,, forms again the end of the penultimate parvan in d.

[5.5.5.)22/2445. 222353,/
/56532.1/22,/2. 345/
/22235545 (2224452 . 35/
[21/1.[12.32545. [25455g50/

All the final parvans of the padas arc characterized by falling movement.

A 1b. The verse consists of 3 x 8 syllables. The figure [2345/ is
found at the end of the first pada.

GG. 196, RV. 10, 105, 4. Indra. Metre irregular. In the melodization
the three last syllables of pada b and the three first of ¢ are taken together,
whilst there is moreover a superfluous syllable in this parvan:

[45.222,./234.5/
/22.22,/112.
1.3. 2123' /32343/2343/23455658/
GG. 2282, RV. 10, 105, 1. Indra. Metre very irregular; syll.-division of a:
2+2+2+4, of b: 24 2+ 4; the first parvans of all the padas are
increased with the stobha auhova:

[3244.345/11/22,/2345]
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J12,,.345/115/32;3,4,5/
/3234 . 345/1 123/32343/23455656/

A 2 a. The strophe consists of 4 x 11 syll. The figure /,-11,52/ is met
with at the end of the first three padas.
GG. 333, RV. 6, 47, 11. Indra. Melodization:

[2111 1111/,-11,42/
1111 1111/g-11,42]
[2111 1111/5-1142]
/212/1/21 1/2343/23455656/

A 2 p. Strophe of 4 x 11 syll., figure /,-11,,2/ at the end of the
second or third péda.

GG. 319, RV. 10, 73, 11. Indra. Syll.-division ¢ = 2 + 9, b and ¢ un-
divided, d =3+ 1+ 3 + 1+ 1. Parvan a increased with the stobha
hahdu; the stobha-parvan [auhdi/ = [,-132,/ is inserted between the first
two syllable-parvans of d.

[65.55/1111 11112/
[2111 1111 4-11,52/
J1111 1111 21,,2/
[221/5-132;/35 /251 1/2343/25455656/
GG. 527, RV. 9, 96, 5. Soma. Melodization:

/2222 2222 2,115/
(2222 2222 2,115/

/22 111 111/,-11,,2/
/221 l/23l 1/2343/23455656/

A 3. Strophe of 4 x 11 syll., figure /2345 at the end of the 2d and
[a-11532/ at the end of the 3d pada. Syll.-division a =2 + 3 + 3 + 3,
b=4+3+4 ¢c=8+3, d=4+3+ (1+ 3). Parvan aa increased
with the final stobha hokai.

GG. 674, RV. 6, 7, 1. Agni. Melodization:

[54.45/23,5,5/111/12,2/
/2111/211/2345/

j21 111 111/3-11,,2/
[2111/2511 2445 24455456/

B. The penultimate parvan has not the form [24,,/. The two simans
belonging to this type are very differently constructed; prosodically,
however, they both have padas with an even number of syllables.

GG. 974, RV. 1, 150, 1. Agni. Syll.-division: ¢ undivided, b = 3 + 1 + 4,
¢=2+ 2+ 4+ 4. Melodization:

[552,45445]
[211[1]113354,5/
[32345/32345/ 2232345/ 254555/ -
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Pada a belongs to the undulating type, parvans ba and 8 are together
monotonous with beginning marked; all further padas belong. to the
descending type.

GG. 5493, RV. 9, 98, 1. Soma. All the padas are equally divided, and
only d differs in its melodization from the others. After the first two
syllables of all the padas the stobha Adi is inserted in the same parvan,
and before the seventh syllable the stobha ha.

Padas a—c: [2251/22244,/2;3,,45/
Pada d:  [2251/222,4,/2,45qs6/

Third subgroup: /32;4;54:,/. All these simans are characterized by
& versification in which the padas have an even number of syllables:
3x8,4x8,4x 12,8+ 8+ 12and 8 4+ 12 + 8. The classification is here
given in the form of a table; in a three-padic strophe the first two padas,
in a four-padic strophe the first three padas will be called the secundary
padas. The simans are mentioned immediately under the article of the
classification, with their number of syll. between brackets.

A Samans with the secundary padas ending in tone 5.
1| The last parvans of the secundary padas end in the figure
YR PO T

231 (3 x 8), 556 (4 x 12), 385! (8 + 8 + 12),
2| The last parvans of the secundary padas have the form [4,235/:
342 (3 x 8), 5571, 5575, 5611, 5642 (all 4 x 12); 579
(8 + 12 + 8).
3| The cadences /...3,3,5/ and /...4;235/ both occur in the same
chant-strophe:

362 (4 x 8).
4| The cadence /...3,3,5/ is found next to /...555/ or [...5565/:
507 (3 x 8), 553 (4 x 8), 353 (metre uncertain).
5| All the secundary padas end in tone 5, either prakrti- or vikrti-
tone, but none has the form /...3,,,5/ or [4,235/:

5572 (4 x 12).
B The last parvans of the secundary padas end in one of the
higher tones (1, 2, 3):

5558 (4 x 12).
Note. Of 251! (8 + 8 + 12 + 8) pada a ends in the vikrti-tone 4,
padas b and ¢ in the vikrti-tone 3. Saman 555% (4 x 12) ha.s an
intricate construction.
C One or more padas end in tone 5, and other padas in one of the
higher tones.
1| The pada ending in 5, ends in the figure [...3,,5/:
5574 (4 x 12), 5725 (8 + 8 + 12). For 3422 and 463% see
the description infra.
2| The pada ending in 5, ends in the figure /...4;235/:
4002 (8 + 12 + 8).
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3| The pada ending in 5, ends in /...555/, [...5645/ or [...5545/.
‘ 1622 (3 x 8); 123 (3 x 8), 366 (4 x 8); 4678 (3 x 8),
5612 (4 x 12).
Note. On saman 123 (3 x 8) see the description.

A 1. The last parvan of the secundary padas ends in /...34,5/.
Instances: 23!, RV. 4, 9, 1. Agni. 3 x 8 syll. Melodization:
[115115/323354,5/
[11113/32844,5/
/l 111 23/323455056/

556, RV. 9, 77, 1. Soma. — 385!, RV. 8, 24, 16. Indra.

A 2. The last parvan of the secundary padas has the form /.. .4,235/.
Instances: 342, RV. 8, 84 (73), 7. Agni. 3 x 8 syll. The same sound-
stobha precedes all the padas: [auhdihuva = 222415 [huva e = 232/,

padas @ and b: [222244,235/
pada c: 222232344556/

557, 5575, RV. 9, 86, 16; 5611, RV. 9, 85, 1; 5642, RV. 9, 86, 43; 5791,
RV. 9, 108, 9. All to Soma.

A 3. The cadences |...3,,5/ and /[...4;235/ in the same chant-
strophe.
Instance: 362, RV. 8, 69 (58), 8. Indra. 4 x 8 syll. Melodization:
/2222 223,45/
/2222, 4,235/
[2111,5, 4,235]
/l 11 123/323455658/

A 4. Cadence |...3,,5/ next to [...555/ or [...5545].
Instances: 507, RV. 9, 47, 1. Soma. 3 x 8 syll. Melodization:

[54,3,44 555/
[2111/5-115343,5/
[12212,/32,4,5456/

553, RV. 9, 101, 13. Soma. 353, cf. Bloomfield, Concordance.

A 5. All the secundary padas end in tone 5, as prakrti- or vikrti-tone,
but the two ordinary cadences are not met with.

Instance: 5572, RV. 9, 86, 16. Soma. 4 x 12 syll. In the first three pidas
the two last syllables are repeated. Influence of the accentuation on the
melodization is traceable.

[344.34.345.5/32. /235545
/3231554 [45. 4. 4555 . 54545/
/3251954 /45 . 5545 . 454545
/3231054 - | 445 . 545/32; . 4555456/
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B. The final tone of the secundary padas is one of the higher tones.
Instance: 5558, RV. 10, 79, 1. Soma. 4 x 12 syll. The two syllable-
contractions in pa. a are dissolved in the melodization.
/55/va hai = 45/11.1.111/221,2/
JI111.1111/2. 211,/
(1352 [155/25,/3 . 434.45/2,2/
[135.2/1g5. 254/4. 345[3 . 25 . 455456/

C 1. One secundary pada ends in /...3,3,5/; the others in one of the
higher tones.

Instances: 55674, RV. 9, 86, 16. Soma. 4 x 12 syll. Padas a and ¢ have
the same melody, and b and d are almost equal. Melodization:

/2211/2211/21114/
/32335/32;535/323 53,5/

/2211/2211/2111,5/

/3235/32;35/32,4 55450/

5725, RV. 9, 106, 10. Soma. 8 + 8 + 12 syll. The first pada ends in
/.. .34345/, the second in 2112/, the 7th and 8th syllables of pada ¢ run
[32345/-

3422 RV. 1, 10, 1. Indra. 4 x 8 syll. The padas b, c and d are repeated,
vowel (and consonant) are elided before the stobha okas.

first time second time
a: [5550hdi = 45/3233,4,5/
b: 1111 2,2,2/ /222 Ohd = 359,5/32535345/
c: [2111 12,2.2/ /222 ohdi = — [323344,5/
d: 1111 12,2.2/ /222 ohdi = — [32;4,5g56/

4632, RV. 9, 111, 1. Soma. In the arcika-reading the verse-strophe con-
sists of seven padas with the following number of syllables, a = 12, b = 12,
c—e =8, f=12, g = 8. The chant-strophe 463% consists of the padas
a—c; the contractions in @ and ¢ are not dissolved. The pauspika diph-
thongs @i are here written by Satyavrata Samasrami as ayz, a less desirable
spelling. In pada b the verb is read as tarasi and the final ¢ is elided before
the stobha awho[va. Melodization:

[55.32.345/221 .
[11.1,,2/111/sauho = 22/va hai = 2,23/1133,,,5/
/2 123 N 2/323455856/

C 2. This article of the classification (use of the figure |...4,235/)
contains only one siman: 4002, RV. 8, 21, 9. Indra. The original strophe
has the form 8 + 12 + 8 syll. Pada a is repeated; of pada b the last eight
syllables are repeated; in pada ¢ the n of indram is dropped according to
puspa-rules:

a. [5.44.2344,55/
a. [1.1.1112,.2,2/
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b, /111.111/2.2;.45.2.35/
b. [11/2.2,.4,.2.35)
. [2115.[1y/3. 254505/

C 3. The pada ending in tone 5,endsin /...555/,/...5545/or /.. .545/.
1622, RV. 8, 82 (71), 7. Indra. 3 x 8 syll. Pada b is repeated. Melo-
dization:
a. [5555 54555/
b. 1111 12,2,2/
b, [2222,/2,12,2/di = 1,/
. [222355, hii = 5/32;45545/
123, RV. 8, 2, 25. Indra. 3 x 8 syll. Pada a is repeated. Two cadences
of the secundary padas occur, viz. [55,5/ and [2345/. Melodization:
a. [45554/5545/
a. (1111 12,2,2f
b. [1/223/2345]
. [112)155/3254 565/
366, cf. RV. 5, 38, 1. Indra. 4 x 8 syll.; of the padas b—d the four last
syll. are repeated. — 4678, RV. 9, 61, 10. Soma. 3 x 8 syll. — 5612, RV.
9, 85, 1. Soma. 4 x 8 syll.

Conclusion to section II. As the most important fact of this
section we may consider, I think, the way in which the three forms of the
5gs¢-cadence are connected with the versification and consequently with
the distribution of the syllables over the parvans. The form [12;4;5444/
and [32,4,545,/ are used in strophes with padas of an even number of
syllables. The form /2,4;5,45,/ is found in tristubhs. The two forms [12;45456/
and [32;4,545,/ may be compared with the two cadences [l,345/ and [3,545/,
cf. supra pp. 62— 65.

Further it is worth emphasizing the fact that the Samavedic chanters
have exploited their simple and limited outfit of means to the widest
range of possibility. In this respect their chant is cognate in spirit with
the Vedic ritual and poetry, one might call it an art of the kaleidoscope;
however, one should not forget that this Vedic culture has been the
introduction to a later widely and deeply developed civilization.

SECTION III
OLDENBERG’'S RULE OF ACOUSTIC METALEPSIS

Oldenberg’s rule of acoustic metalepsis, i.e. the extension of the udatta
over the following syllable provided that the second following syllable
does not bear an udatta, is brought forward by the author with a certain
reserve (Prolegomena p. 485 sqq.). It seems to me a beautiful discovery
and its validity is completely proved by Panini’s rules for the Subrah-
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manya (Astddhyiya 1, 2, 37 sq.). In my classification of the samans
contained in the Gramegeyagana this principle has also been of great use
to me. However, we have to accept that it is not a hard and fast rule.

It seems inconsistent to me that Oldenberg should quote his examples
from the Uhyagina and the Gramegeyagdna; it would be more correct
to use the Aranyegeyagana together with the Gramegeyagana. And
besides it would, in my opinion, be more convincing if the simans had
been written down in their melodic form. What I, then, wish to do is:
1ly, to write out Oldenberg’s examples fully with references to the Grame-
geya- and Aranyegeyaginas, and 2ly, to add to them a few examples
which I have come across in my reading.

The following abbreviations are used: GG. = Gramegeyagina; AG. =
Aranyegeyagiana; UhG. = Ohagina; UOhyG. = Uhyagana; PA. = Pur-
vircika; UA. = Uttararcika; AS. = Aranyaka-Samhita.

Oldenberg’s examples from the Uhyagéana.

Oldenberg p. 486. BI. V 387, UhyG. 1, 1, 7, AG. 1, 1, 3, text UA.
212 = RV. 8, 70 (59), 5. Accentuation and melodization have been dis-
cussed in the Introduction, supra p. 21.

Oldenberg p. 486. BI. V 402, UhyG. 1, 1, 20, AG. 3, 1, 21 (BL II 454),
text UA. 460 = RV. 10, 157, 1.

Accentuation Melodization (UhyG.)
32.2.3.122.2223 /hoiha = 11/21.1.1.112.2222,/
12.3.12.2.32] Jihd = 11/11.2.11.2.22,/ ete.

The AG.-melodization agrees with this, but has more extensive stobhas.
From the Ohyagana we can learn that all the strophes are dependent on
the accentuation of their texts, and moreover that the final syllable is
independent of the accentuation, being everywhere melodized as 2,.

Oldenberg p. 487 BI. V 408, UhyG. 1, 2, 6; the saman is sung on the
yasas-melody AG. 2, 2, 12. The text of UhyG. 1, 2, 6 is UA. 663 = RV.
9, 107, 1, and the text of AG. 2, 2, 12 (BL. II 441) is PA. 270 = RV. 7,
32, 16. All the stobhas of AG. 2, 2, 12 have been omitted in the UhyG.
melody with exception of the final sentence-stobha: satdm jivema sarddo
vaydm te.

Text of PA. 270, Melody of AG. 2, 2, 12
(8+ 8+ 12 + 8 syll) (except additional stobhas)
11.2232.23 /11.1221.12/
1.222.232/ /1.122.221/
31.122.2312.223 /21.112.2311.222/
1.2.3.12.222// /1.1.2.11.222/

stobha: [21.122.212.21.3,,5/

In the verse Oldenberg’s rule is applied: 122> 112. In the stobha,
however, darddo-va- is melodized as 212.2.
In the following exposition of the accentuation of UA. 663 I have
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dissolved the contraction of apsié antdr 4 in order to avoid the kampa,
which is permissable since there neither is a contraction in the chant.

Accentuation of UA. 663 Melodization of OhyG. 1, 2, 6
231.222.32 /121.122.21/
23.1.232.32) /12.1.121.21/
331.1.12.32.32.2 [221.1.11.21.21.1/
323.23.122)/ [212.12.112

stobha: [21.122.212.21.3,,,/

To follow the yasas-melody here means to base the melodization on the
accentuation with appliance of the accoustic metalepsis under the pre-
secribed condition, and further to use the same final sentence-stobha. The
foregoing is a strong proof for the thesis that for the saman-chanters to
follow the spoken accentuation meant a type of melodization.

Oldenberg p. 487. BL. V, 433, OhyG. 2, 1, 12, AG. 6, 1, 15. Text AS.
5, 2 = UA. 803 == RV. 10, 170, 1. 4 x 12 syll. The stobhas are omitted
in the following:

Accentuation Melodization of AG. 6, 1, 15
32.31.222.32.23. /21.21.122.21.11/ (sic corr.)
13.12.3123.1222/ /12.11.2112.1122/
1223.1.23123.12. /1122.1.12112.11/
31.222.231,1222// [21.122.221.1122/

OhyG. 2, 1, 12 has the same melody (mahadivakirtyam) as AG. 6, 1, 15,
but it lacks the final sentence-stobha abhrajij jyotir abhrajit.

Oldenberg’s examples from the Gramegeyagana.
Oldenberg p. 487, BI. T 420, GG. 193 = RV. 8, 46, 1.

Accentuation Melodization
122.2222, [112,/auhoi = 2.,2,,/1122,/hauhdi = 2,25,/
31.22.222./ 2112, — = — [112y — = —|
12.22.222. /) [11.22,) — = — [1124/

[hauhoi = 2.52;,p4,5/ . da = 5/

The strophe which should contain 3 x 8 syll. has by contraction got
3 x 17 syll., the same condition is met with in the melodization. The text
is broken up into parvans of 3 or 4 syll. The melodization certainly follows
Oldenberg’s rule, if we add to it the secundary rule that vocatives or
parts of vocative expressions which begin a parvan, receive the udatta on
the first two syll.

Oldenberg p. 487, BI. I 443, GG. 209, (not found in the RV.).

Accentuation Melodization

12.2.23.122. /55.5.55.555.0 = bje = 5/
312.23.122 /211.22.112,/hovahai = 12,42
12.23.1222.// [11.2,1,,/hovahai = 1242/111,325,4/

01 = ly545/.da = 5/
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Examples added to those collected by Oldenberg from the
UOhyagana (Aranyegeyagina).

Oldenberg has quoted (indirectly) from the Aranyegeyagina 4 examples.
I shall add to them 4 others. The stobhas are only given when they are
of interest. S

AG. 1, 2, 25, BL. II 414. Text UA. 578 = RV. 9, 76, 1.

Accentuation Melodization
32.31.223.23.23. [21.21.122.12.12/
12.812.2323.12/ /11.211,2212.12
12.232.23.1.123 /11.221.12.1.112
23.122.222.32.2// /12.112.222.211.2,]

Pada d ends in the accented form: nadisv @, in the melodized form
nadisuv G. The strophe theoretically and originally contains 4 x 12 syll
AG. 2, 1, 29, BI. II 430. Text UA. 30 = RV. 7, 32, 22.

Accentuation Melodization
31.2.22.223. /21.1.22.222 has - 1/
122.22.312/ /112.22.211 has = 1/
122.31.122.323. /112.21.112.211 has = 1/
122.22.312// /112.22.211 has = 1/

AG. 4, 1, 10, BI. II 468, Text AS. 3, 3 (BI. II 285) = RV. 1, 91, 2, the
text is a tristubh-strophe. In pada ¢ uri antdriksam has been contracted:
u)v, a)d and the accent became a kampa, which I have transcribed
by 2"; in two cases tone 3 between two udattas is raised to tone 1. The
final sentence-stobha in its accented form runs: jina divam amtdriksam
prihivim visvdabhojasam puririapd ajijanah.

Accentuation Melodization
2.31.122.23.23. /1.11.112.22.12/
2.31.2223.2.2./ /1.21.1222.1.1/
1.122.3.2"123. /1.113.31.1112/ (sic corr.)
1.123.1.12.222// /1.112.1.11.222/

stobha: [11.11.2112.221.
21122.2112.2222/

AG. 3, 2, 4, BL. II 462. Text UA 437 = RV. 1, 4, 1. The text is a regular
gayatri without any contraction. However in the melodization the text
is treated very irregularly and is therefore quoted fully.

suripakrinim utdye
sudigham iva godihe/
juhimdsi dydvi-dyavi/|
The first parvan of the chant-strophe contains the first pada and four

syllables of the second pada with the last syllable i changed into @
(iyai>a?). The 2d parvan contains the two syllables -va go-; the 3d
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parvan contains the two text-syllables -dihe plus the sound-stobha Guvi;
then there follows the sacral expression idd and svar as separate parvans.
The 6th parvan = the first four syllables of pada c; the 7th parvan con-
tains the last four syllables of this pada followed by the stobha Guva; the
last parvan consists of the stobhic expression jyotth. Melodization:

/22221.212;212.1/225/12.8uva = 24144/
[1da = 345,5/sTvah = 345,5/
[211552/1112 duvd = 24,1,5/jyotih = 343,45/

The influence of the accentuation is clearly traceable, although there
are many irregularities; the acoustic metalepsis is as a rule ignored, so in
the syllables (@-)tdye, (su-)dighdm, -dithe; in one case the tone 1 is extended
over the two following syllables dydvi-dyavi. In the verb juhumdsi the
2d syllable receives the udatta. The melody has a regular construction:
the first three parvans move on the higher tones, the 4th and 5th parvans
apply the sviarya twice. The 6th and 7th parvans move again on the
higher tones, whilst the last parvan contains again the svirya.

Examples from the Gramegeyagana added to those of Olden-
berg.

In the first place I want to consider a saman (GG. 429?) written in the
metre dvipada viraj (4 x 5 syllables), the first three quintiples of which
are quoted by the commentator N. on PS. 9, 30 as fit for using as stobhas.
The text of this saiman (= RV. 9, 109, 4) runs as follows:

phvasva soma mahdnt samudrdh
pitd devdnam visvabhi dhdma|

The melodization runs:

Jauhova = 55g5/auhova = 22,5/auhova auhova = 5133,5,. 5545/
[112.22/21.121/21 . 4-1,1,-15/121. 11,4,/
Jauhova = 55¢5/auhova — 22;2/auhova auhovd = 21334, . 555/

On the syllable de- of the third verse one would expect tone 2; is the
alteration due to the ornamental character of this parvan? Is the slight
deviation in the melodization of the introductory and final stobha-lines
caused by a typographical or traditional error?

The two following examples I came across in a cursory perusal of the
Griamegeyagana.

GG. 1444 BI. I 339. RV. 8, 16. 1.

prd samrdjam carsanindm
indram stot@ ndvyam girbhih/
ndram nrsdham mdmhistham|/|
a. [4.545.5554.
b1 45.55.4/
5. 545/



82 STUDIES ON THE SAMAVEDA

bIL [11.11.11.1,42,,/
c.  [44.545./4,54] ete.

The chant shows a very ornamental character and yet we can trace in
it the influence of the accentuation. In the first place the syllable-division
is very irregular. The first parvan consists of the eight syllables of pada a
plus five syllables of pada b; the next parvan contains the three last
syllable of this pada; then pada b is repeated in one parvan (b II); then
there follows pada ¢ divided into 5 + 3 syllables, whilst the chant-strophe
finishes with parvans containing repeated syllables and stobhas.

The first parvan has a melody-movement in agreement with the accen-
tuation; however there is no acoustic metalepsis, and the udattas are
replaced by tone 4 and the low tones by 5; in the second parvan bhik at
the end is lowered from 4 to 5 owing to an ornamental cadence; the 3d
parvan is monotonous on tone 1 with an ornamental descent in the last
two syllables. In parvan ca the syllables na- and -sd- have kept tone 4;
-ram shows acoustic metalepsis which is not applied in -ham since a high
syllable follows; the last syllable of parvan cf is raised, cf. the irregularity
at the end of the pada b I.

We see that influence of accentuation and sacral monotony are melodic
principles which guide but do not bind.

GG. 2513, BI. I 519, RV. 8, 3, 15.

ud u tyé mddhumattama
gira(h) stémasa irate
satrajito dhanasd dksitotayo
vajaydnto rdtha iva.
a.  [ham = 354,:/3.4.3.345/33,3,hédi = 5/
b. J115.115/3.25,5/343,5/
c.  [2214-1,.221.11223,5, /ham = 3,5,/
d1 |4443.45./33,, hai = 5/
dII [2212.12.2/1./auhova = 2,45/hdi = 4,/da = 5/

Here again the influence of the accentuation, although hidden, is
traceable. In the parvan consisting of the syllables ud u tye madhuma- the
udattas are represented by tone 3; the last parvan of pada @ is ornamental
and contains a descent from 3 to 5, which is a typical motive for the
chant. Parvan ba has a partial acoustic metalepsis by which the syllables
-ra(k) and -md- become 1, and 13. In pada ¢ -ji-, -sa and a- have kept
tone 1, the syllables -fo and -ksi- have received acoustic metalepsis. The
first parvan of d I goes against the spoken accentuation — read: 4433.45 ?
— and the second parvan of d I has the typical descent; on the other
hand parvan a of pada d II with seven syllables follows the spoken
accentuation without acoustic metalepsis; -va lengthened into -va has
received tone 1 as is often the case in such a parvan formed by one syll.

In my opinion the study of the Samaveda has to be accompanied by a
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detailed interpretation of the Pusgpasiitra. Now, at the close of this stage
of my investigation I want to express my admiration for Hermann
Oldenberg, whose vivid intuition has laid the basis for the musicological
study of the Samaveda.

POSTSCRIPT

The manuscript in handwriting being ready in October 1948, the copying
in type-writing took me owing to a serious illness nearly two years.












