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FOREWORD

These short commentanes of the Sangeet Granthas of the past ages form
a very valuable coptnbution to the music literature of modern times In
these the author has left behind 2 smooth path for a student of the past
history of our mussic through the labyninth of the ever changing system of
Rag-Raginis Indeed, had it not been for the late learned Prof Bhatkhande's
persistent application to the study of the old Iterature on the subject with
a definte aim at solving the diverse and therefore mysterious and bafiling
metheds of explanation of 2 common topic with which 1t 15 filled perhaps
the history of our music of the past centunies would have remained oblivions
to us today Ever since the time of the Sangeet Ratnakar our music had
been going through a process of refonnation 2s 1t were The old system of
Grama-Monrchhana-]a.ti was abandoned and gave place to the Rage-Ramn:
or the Janya-Janak (Thata-Raga) theory. In Northern India the Mahomedan
tulers proved to be great patrons of music and dancing  They brought with
them their own music which, as it always happens n this country, was as-
similated into the then Hindu music New melodies, new styles of inter-
pretation, new types of songs, new Talas were introduced Thus today we
have got what we know as Hindustan{ music which is a beautiful monument
of the fusion of Hindu and Tslamc Culture

In the mtdst of this reformation a few Granthas expoundmg the system
of music 1 vogue in their-respective times were wntten Two of these,
Ahobala’s Sangeet Parijat and Somnatha's Ragavibodh had already been
published when Prof Bhatkhande tock up the study of the Granthas This
does not however mean that they were understood by anybody In their
anxiety to link up the ancient system of music with that current 1n their own
days the authors of these Granthas have rendered themselves difficult to
understand E. G Somnath explains his music scale in terms of Shrutis as
the zncients did  As to what was Jus exact interval of the Shruti he is mum
He bases his theoty on a chromatic scale which 1s current today in the south
as Mukhari and descnibes his flats and sharps wath reference to this scale
In the north even perhaps at Somnatha's time a diatanic scale had already
been adopted as the standard scale Ragavibodh was therefore diffiqult for
the northerners to understand Similarly Ahobala dutifully accepts the
Shrutts and Moorchhanas of the ancrents and describes them 1n elaborate
detarls in the Swaradhyayz. When however he comes to the Ragzdhyaya he
quietly selects from the Swaradhyaya whatever had 2 practical bearing on
the masic current in his ttme and throws the rest of the bundle overboard



Even the facts that Somnatha's standard scale was like the Mukhari scale of
the Karnatak system of music and that Ahobala’s standard scale was like the
Kaphi of the Hindustani systemn of music were hardly discovered before
Professor Bhatkhande's commentaries on these Granthas, namely Raga-
vibodha-Praveshika and Parijata-Praveshika came out. At least there is no
record to prove it

Under such circumstances it was but natural that the literature of our
music of the past should have remained unattended to so long.

These articles deal with over a dozen Granthas and give enough
information which makes it quite casy to understand them. Some portion of
this book has already appeared in print in “Sangeeta” the Journal of the
Morris College of Hindustani Music, Lucknow. But unfortunately the
journal having ceased to appear after the fifth issue the rest of this book
remained unpoblished untit the late Mr. Bhalchandra Sitaram Sukthankar the
editor and publisher of the Kramik Pustak Malika thought of bringing the
whole scries out into a book form. This volume was half way through the
press when unfortunately Mr. Sukhthankar fell ill and died in April 1940.
The printing was taken up again a few months ago. Coming, as it is, from
the pen of the foremost authority on the subject, it need hardly be added
“that this book: will prove a very interesting and enlightening study.

S. N. Ratanjankar
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But how are we going to systematise it? What systems are we going
tfa adopt? We know that our music in the past was highly systema-
tised and that the system adopted was the best for its needs. " I would
even go further and say that the system adopted by some of our old -
Shastra writers would be found suitable even for the classification or
systematisation of our own music.- The putting on a different suit of
clothes does not change the individual clothed, and similarly, though
there may be, and are changes in the music as it is now, from what it
was then, there is no such fundamental alteration in it as to make the
modern music an essentially different thing. It is, therefore, necessary,
in my opinion, to consider the system or systems adopted by our old
Shastra-writers in order to construct a good workable system for our
present music. Though the external appearcmce of our music has
lo some extent changed, yet, the frame work, to my mind, appecrs
the same. This is apart from the pride one feels for what is one's patri-
mony. Then again by studying the ancient texis, we can also restore
some of the Ragas, which were formerly popular, but have ceased to
be in vogue and can correct the method of singing some melodies
which are at present incorrectly sung. The principal changes which
have taken place, are either as regards the names of the Ragas, or the
notes used in them, or as to the Thatas to which they are to be assign-
ed; or perhaps some of the ancient graces and "Gamaks” have lost
their ancien{ forms and so forth but in the main the substraium of our
music is undoubtedly the music of the past, and that being so, a study
of the past music, in my opinion, is essential. All art, as we know from
experience, is progressive, cnd the Music of today will be the music of
the past in o few years more. But the study of any art is incomplete
without the study of the progress which it has made, which again is
of material assistcmce in the study of the art as it exists, It is rightly
observed that in order that a body of artists who represent any parti-
cular art should really be proficient in it, they must be well-versed in
the fundamental principles of it. In the present moment, unfortunctely,
most of our professional artists are not learned in the science of music
end the theorists are not well-versed in the art. I am only specking of
my part of the country. This state, however, is happily passing away,
and the Indian nation is now taking a great interest in the subject. It
is to be expected that at no distant future we shall have people who
combine in themselves both the art and the science of Music and then
the progress we make will be both rapid end stable.

Having so far tried to show the importance of the study of the
omcient sanskrit books, I shall now come to the second question, name-
ly, the subject matter of the study. Belore taking up the consideration
of this question, I may here point out that the Senskrit works I have
selected for consideration almost all belong to the period when the






35 Go an =foH
36 de WWmER4l
37 gaaEIAAm
38 do UHHIgH
39 #o IyMTER

40 ¥
41 o wmdgsigT
42 Fo TR
43 wiE

14 FFPmRareay

4hH TR 2F (FEA )
The following Sanskrit waorks® will be available in the Govern- -

ment Oriental Library, Mysore.

1 iy=ggydy
2 SEIgE
3 ARTIUEER
4 AE a@W

5 g &g

6 |@an .

7 i@ ﬁmﬁr

8 &g aFig
9 Sfimrgem
10 e

. 11 g9la a8

12 @haewrEr -
13 FiaserRifgs
14 AR

15 w[WETSIFY
The following Music granthcs will be found in the Palace Library -

at Trivendrum.

1 SfrgRE 8 @miagarRy
2 Ay 9 G@ feam
3 AEEgREY 10 ,, FEwl
4 I - 11 &g gar

b ST/ 12, gae

6 qRYEg 13 guEEay

7 RFIWT 14 @raeiieay

The following will be found in the Central Library at Baroda:

1 & EEsl 3 gIaSEFSINY
9 & WHI 4w JHE

] am informed there are some more lately acquired by the:

Baroda Government.

The following are the ireatises available in the Library of Hxs

Highness the Maharaja of Kashi.

] & @A

2 Hiffd 1gAGH

3 do {FIEH! @I
4 &fig qrEs!

5 afig qutsm

b GmTERES

7 WAt 2 (fe 2o
8 s 7 ¥ )

O Fgap AraEr (957)
10 ArRRIGT






35 @o ar TR 40 efﬁfér Zq0
‘30 de WRETELY 41 Ho Mg
37 @smiam 42 o gqu-f&

38 do milgw 43 wmara
30 de IqRATAER 14 GFergaieany
45 THR I (FRA)

The following Sonskrit works will be available in the Govern- .
ment Criental Library, Mysare.

1 fvredy 8 @ita wwiz

2 afETgEe 9 sfirTgE
3 AIgHEan . 10 "@rEEgEgl

4 oulE aw ‘ 11 @A g

b dfiw <do 12 ddlimRIER -
6 w@an . 13 dilmso et
7 wim gzl 14 w@ean

15 wisssiE
The following Music grcmthas will be found in the Palace Library -
af Trivandrum.

I SIgREE 8 wWoaguR
9 apEgHT 9 & feamon -
3 apmagRgly 10, I
4 TICATH - 11 gia gar
D qETRAA 12, @EmER
¢ aEFax 13 sgaw@an
7 ANy 14 @@
The following will be found in the Central Library at Barod«:
1 &g &AES! 3 wawsTsAn
2 g @Al 4 & wFE

1 am informed there are some more lately acquired by the -

Baroda Government,

The foliowmg are the treatises avdilable in the berary of Hxs

Highness the Maharaja of Kashi.

] @ig A
2 gifra rgAsa

3 do [EF TUGMA

4 &fiq qrEs!
5 &g QIReT

6 wrEmEe!

7 A I (e e
8 s’ aw-( a3 )

G FHR I/ {98T)

10 arEiqs






35 o @ Fhowm 40 &4 o

306 de gigERa 41 do AT
37 ggwemirar 42 do iR
38 do [MHTF 43 uaawE

39 #o IYATAR 14 S

45 TR 2w (FLEIT)
The following Sanskrit works" will be avdilable in the Govern- -
ment Oriental Library, Mysore.

I afiraede 8 i aw
2 ATIYFe 9 sfiFmagsor
3 AATTAEIR . 10 7l
4 A At ' 11 &g s
5 &g gqo 12 dvimanaan -
6 AEaR . 13 diliasgusifas
7 @i el 14 e
15 BwsTaiEE

The following Music granthc:s will be found in the Pcdace Library -
at Trivandrum.

] ATgREgT 8 wmagar
9 AT 9 & famai -
3 AEEREAliy 10 ,, JS@
4 FAIH . 11 @i ga
5 qrsuaand 12, gaEEt
6 AR 13 wge@a
7 qiggEE 1 @EveIREa
The following will be found in the Central Library at Bareda:
1 &fm wEsl 3 EessIma
2 i@ @WHa " 4 i awg

1 am informed there are some more lately acquired by the-
Baroda Government.

The following are the treatises available in the Library of His
Highness the Maharaja of Kashi. .

1 @ @R 6 TERES!

2 giffa vgaq : 7 e 4% oo
3 do IH UMY 8 s/ aﬂrrj(crq?-«r)

4 4fig qrEst : 0 FeaAR AGH (9%97)

5 dfta Qe 10 79T
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With these important cautions in mind, we shall now - approach
1:he subject of Bharata's Shrutis and Sweras.

To begin with, says the author: “EEET AYTFY: G BH: |
9N GENAIEHIEIE AiGTETaE agaa g In fact, in this small
sentence he lays down the definition or rather the measurement of his
Shruti. He takes it for gramted that his leamed readers are proctical
musicians, who know the difference between the Panchama of his
Shadja Grama and that of the Madhyama Grama. With that assump-
tion, he further expldains his method of fixing the Shrutis of his scale.
The Sanskrit passage may be translated thus: "In the Madhyoma-
Grama, the 'Panchama’ is lowered one shruti. This lowering of the
Panchama to obtain the Madhyama Grama' ‘Panchama’ or the raising
ol the Madhyama Grama 'panchama’ by one shrufi to obldin the
Shadja Grama ‘panchama’ is the measure of a shruti.”

frgaty qraTairareaRam: |

Tremslation.—''The following examples will clearly indicate the
position of the shrutis.”

| 791 ¥ 1% FRINITYIIRATYI g5 A Y |

Tremslation.—"First let the vinas having wires, ‘instruments of
playing, wooden frame, and murchhanas be made of identical quality
and let them both be tuned to the Shadja Grama scale.” (Evidently

he expects readers 1o know how to do it).

Now,
TARFREt AqRAMH] Fa1 AT Fhaq |

Translation.—"Set one of the two Vinas to Madhyama Grama
by lowering its 'panchama’ one shruti only.” (The reader as a practi-
cal musician is expected to know the lowered ‘panchama’).

1 G WS AR T

Translation.—"The next siep is to make this Madhyama-grama-
vina a Shadja-grama-vina, not by restoring the lowered ‘pmchcuﬁcx:
to its original pitch, but by taking it as a real Shadja-grama ‘pemchama
of four srutis.” (In other words the author wishes the reader to lower
all the other swaras of the scale, namely &1, I, ¥, ¥, 9, &,

Thus, o (@1 4mm) Fhwg 1 990 |

Transiation—"The whole Madhyama-grama-vind uﬁc?r‘ this
would be lower than the other uniouched shadjo-grama-vina by

one sruti.”



gy gEgaeEr] |
Translation —"By repecting the scane operation (1e by lowenng

the new madhyama-grama-vina ‘panchama’ one srutt and cecepting
the same os shadja grama '‘penmchama’] the result would be

rhrrTET S Grert Srehit sfwa: Ryaiear )

- Tremslation —"The swaras 'Gandhara’ emd 'Mishada would
coincide with the 'Ruishabha’ end ‘dhaivata’ of the Shadja-grama-wina
beccruse they are only iwo srutis higher in pitch than the ‘nshabha’
and 'Dhoawvata”

TRERIEEAAL A eat TN araAl Ty fryeiea |

Tremslation —"Ancother similar operation and the ‘dhaivata’ end
‘nshabha’ of the 'Chala Ving' will enter, that 1s, will coinmde with the
‘pemichama’ and ‘Shadja’ of the untouched vinag the distance between
them bewng only three srubis  (We know that according to dall encient
writers the ‘dhaivata’ and ‘rishabha' are only three srutis higher them

the panchama and ‘Shadia” respectively})  gxgavayemt awql q9aw
warsAl gt AR an FEgTa: st 93 gl |

Translation —"Cne more repelition, cd the ‘pemchemna’ "Magh-
yama' and ‘shadia’ of the chala-vina will coincmde with ‘madhyema’
‘gandhara’ and ‘mishada’ of the ‘achala-ving,’ the distanes between
the two sets of swaras being only four srubis ™

qrAAe A D) aAeR: 4au: S |
Tramslation —"This illustration will clexzly show the twenty two
stutis of the two gramas the quthor expecis the reader to locate the
srutis and Swaras 1n the hght of this explanation.}

If we assume our interpretation of the text to be correct it will
appear that Bharata's reasoning 15 quite lucid end at the same time
suthmently simple The {ollowing cbservations will make Bharata's
view more clear. To begin with, Bharata says, that the two vinas are
first to be tuned io the shad)a gramma scale We will say there are only
seven wires to represent the seven notes of the scale on each of the
two vinas Evidently then, seven wires are to be tuned {o the seven
correct notes of the shadja grema scale I have already scaid that
Bharata pre-supposes in his reader a perfect knowledge of the pen-
chamas’ of the two Gramas and an ability to tune the vinas geeording
to the directions he proposes to give When cne of the vinas Is to be
made Madhyeame gramic, all that he means is that the wire regresenlt-
ing the ‘penchama’ in the shadia grama is {o be slightly loosened so as
to make 1t produce the ‘panchama’ of the madhyama, all other notes re-
maining in their original pesitions The secend direchizn of the quther
is most importemt He directs the madhyama gramic vina to be



| A

verted again into a shadja gramic vina, but he wants this 1o be dope
not by restoring the ‘panchama’ to its original pitch, but by accepting
the c.hcmged ‘panchame’ as a proper 'panchama’ for the new shadja
- gramic vina. Now we know that this can be accomplished only by
lowering all the other notes of the vina by one sruti dnd that is what
Bharata says will be the result. He says :

_ “ @ & At yewer @aR | )
Translation —When the Chdla-vina is thus made shadja gramic
the pitch of "Sa’ will be three srutis, that of i’ will be six srutis, of 'ga’
eight sruti and so forth. By repeating this process cnother series of
srutis namely, two, live, seven, eleven, fifteen, eighteen, twenty will be
discovered. But the ‘ga’ and 'Ni’ of the Chala vina will now coincide
with the 'ri’ and 'dha’ of the achdla vina. On another repetition of the
same process, the swaras 'sa’, 'ma’, ‘pa’ of the chala vina will coincide
with the 'ni’, 'ga’ and 'ma’ of the Dhruva or achala vina.

. It will be readily conceded, I suppose that the process so ela-
borately described by Bharaia will be possible only if the Sruti interval
remained the same all through the octave. According to Bharata then,
the sruti was a real unit of measurement in determining the ratio bet-
ween the several Swaras. In other words, the ratio 'of ‘the. first to the-
second sruti was equal to the ratio between any two consecutive srutis.
There are twenty two srutis in all and if we take the starting point to be
the sruti of 'ni’ in the lower octave, and as equal to 1, then the tweniy-
second sruti, that is of the higher 'ni’ would be 2. There being twenty-
two equal intervals between the higher end the lower 'ni’ each interval
would be eqgual to the iwenty-second root of 2. :

I do not claim any origindlity for this explanation of Bharata's -
srutis, The view was submitted before the first All-India Music Con-
ference by a learned scholar of my part of the country, namely the late
Mr. V. V. Phadke, retired firsf class subordinate judge, in the year 1916.
The view appeals to me, and I have therefore, thought it proper to place
it before my readers. The late Pandit Abraham of Tanjore also read a
paper before the first All-India Music Conference at Baroda on the srutis
of Sharangdeva Pandit, and showed that no scale in which the srutis
were taken as unequal could under any circumstances be accepted
as Sharangdeva’s shuddha scale. The Pandit's paper is now printed
end published, and [ shall not write about it here.

The chief object of these articles is to place before the readers a
comparative analysis of the different Scanskrit works on Indian Mus_ic
written at’ different times, in order that such comparison should h‘elp._m
the determination of « suitable system for our present Hindustani Musie.
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them. Hrdaya Narayena Deva, the author of Hrdaya Prakasa and
Hrdaya Koutuka quotes from the Tarangini, These two last named
treatises, were written about the year 1650 A.D.

We shall now go into the subject matter of the Tarangini.
Lochanga, after giving the divisions of Gita as Nibaddha and Anibaddha
at once takes up the question of the Srutis. In common with all his
predecessors, he recognises twenty two srutis, to the scale, with their
well-known names Tivra, Kumudvati, ete. The distribution of srutis
among the seven shuddha swaras, as SENFNGNT GATIRTAL | To
is also accepted by him. The swara becomes manifest on its last sruti.
The cccompanying chart will show at o glance how he places his
swaras on his {wenty two srutis. :

Chart Showing che Shuddha and Vikrita Swaras of the Raga Tarangini.

Shrutis Shuddha  Vikrits Shrutis. Shuddha Vikritsa
SWardas. SWardas. swardas. sSwaras.

> &0 oGl ... ( §rraR AT
2 FYEHT 13 AT Tg REIE AR afAaw atur
EQR Al vy fiydr _ '
¥ Tl 0E 93 1y T AT

W XA 2E TG

§ Tl FHS T te FEBINAT 9 498

o [EH IR TR te wEHI

¢ T 18 R ‘

¢ ST g% 4R o T FE HAG  FAS 4AT
2o FISF ceo T WHER) 3y A i

1y gEfel ... @EGL AR R FW FE R

v & e (d ) 2 FEEET ... QHEAURSFTI

3 W o (ditFER WK )

(For detailed explanation, the reader is requested to refer to the

translation which follows).
wTaifiell EeEa S | .
| R M & T aEdr |
Ty e gaca di fEr 7l il

—\When the notes 1’ or ‘dha’ are played or sung

Tramslation. ive up their last srutis,

on their penultimate srutis, literally when they @
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they coe suppesed by experts to have beceme komal 1§ end Kemal dha,
ot 5 end flot “dhay,

Observatien~—Shuddha ri and thuddha dha are the sounds of
the seventh and twentieth srutis respectively in the erdinary twenty two
sruti scale. Komal n and komal dha therefore, will be the sounds of
the sixih ond, the nineteenth srubis  The Orthedox wiew hos clways
been that & shuddha swara mamfests itsell en its Jast srub

' vl A stor ot gfe)
T A FAE AW TaldR |

Tremslation —When Gandhara stemds on the first srut of Mad-
dhyama it is said by the experls to become ‘ivie’ or tharp

Observation.—The srutis between shuddha ‘ga’ end shuddha
ma’ are lour, the fourth bemg the sound of the shuddha ‘ma’  The
gandhara therefore could move up four srutis, nght uple the ploce
occupied by the shuddha 'ma’. It will be corefully noted that the note
i’ only became komal but net tivra.  The note gandhara agan, only
moved up end hecamne tivro, bul was not allowed to ge batk and
recome komal.

fdumiy 98¢ o9 afaav am)
A SEaEa: W)
IPimd  SREREEEaE e )

Translation —When gandhana stands on the secend srutt of mad-
dhyoma, 1t begomse tivratora "qa” and when it stemds on the thard srut
of that nole it becomes liviatama 'ga’. When again i rises up to the
fourth or last stuti of 'ma’ it becomes ah-hivratoma 'ga’.

Qbservation —A glance af the sruli swora chart will show that
ati-ivatema 'ga’ and shuddha ‘ma’ cre idenbeally the same sound
The chject of giving two different names to the same note will be clear
when we examune the difmitions of the ragos loter on.

Taey 9 froeeg oRi maRt g
A el s otRreiedEd
&fmmit %za a& g e
Tmfy %2 a0 sEsw ol
Tramslation —When nishoda fakes the fst sruti of shod,o. i be-
comes tivra nishada, agecording to those who ofe ]e-::rne-:‘i in mu{:i:?:
When nishadd takes the second srut of shadia, it becontes tivrotara i
and when it takes the third srli of shad,a, it becomes, bvrotama nl,

P
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Observation.—It .will be observed that although the distanice of
.:he shuddha shadja above the nishada is four stulis, thé rise of nishdda
is only through three srutis. Shadja and panchama do not under any
cxrcn}msicxnces, lake the nomes of their respective preceeding notes.
It will be remembered’ that gandhara could rise up to the fourth srufi
ol maddhayama, and become ati-tivratama ‘ga’. There are four srutls
%:'e!‘ween ma’ and 'pa’, but ma could rise only upto the third smuti of
pa’ and become tivra ‘ma’ tivratara ‘ma’ and tivratama. 'ma’. There -
is no dli-tivratama ‘ma’. L
YT &yt 7% e Fes wg: )
AEa Py LR Reg: o
Translation.—When nishads takes two srutis of shadja, it is also

called Kakali nishada. It should ke sung in the place of tivratama
nishada. -

Observation—Kakali is a well-known swara name in the
soulhern music system. Kakali nhishada corresponds with thé tivra
nishada of the Hindusthani system. Sadharana ‘ga’ Antar 'gd’, Kaishika
‘ni’, and Kakali ‘ni’, are now universally undérstood to medn komadl ‘ga’
tivra ‘ga’, komal 'ni’, and tivra ‘ni’, of the Hindusthani system. The
important question before us will now be what was the shuddha Thata
of the Raga Tarangini? The answer will be it was no other than the Kaii
_Thata of our current Hindusthoni music system. The shuddha ‘ga” and
cnd shuddha ‘ni' of Lochana Pandita are the Hindusthani komdl ‘ga’
and komal 'ni. The conclusive evidence, however, on this point will
be seen when we come to discuss the Thata definitions. The shuddha
Thata of the Tatongini could never be our modern Bilavdala Thata, be- -
cause, the fivra 'ga’ and tivra ‘ni’ necessary in the Bilawala scale are
vikrita notes according to the Tarangini. Then again it will be noled
that the notes 'ri* end ‘dha’ become komal 'ri’ and komal ‘dha’.

Lochana Pandita lays down the following twelve Thitas and
then classifies his ‘jonya’ ragas under them :— :
(1) FE (%) ¥TW () gard
() &= (§) 389 (o) gl

(3) il (y@ier | () ISR
(¥) FEIz () T (W) 9T
T};&se Thalas are described by the author os follows =—
(1) BHAIRAVL
| wEn: SEEU I gRAAn sge6a: | ..

39 qEAEET W@ SEd el
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Tramslation —The seven shuddha swaras should be carelully

sung or played and the moment that is done the Thata called Bhairayi
will be . produced -

Okservation —This dehnition of the Bhaireen Thata will no doubt
ccse surprise, The Bheiravi Thata known 1o the student of Hindusthemi
Music takes komal 'n’ end komal ‘dho’ that of Lochema is the ¥Faf
Thata The Bhairavi mela of the scuthemn system takes 'ri' tivra and
'dha’ komal of the Hindusthani system. Lochana evidently knew the
southern practice as well, Because in the next verse he says —

oy g A UM HIg FwEm g
q7g9% At A umsyE: ||

Tremslation ~Others use a komal dhaivata in the Bhairavi rega
I know, but that 13 incorrect . Bhairavi with a komal dheaivata wall not
be pleasing

{2) TODY

I FEET: T A9 RY T S
qi guider ¥ adl aerEmE

Translation —Take the seven shuddha swares agam Moke '’
cnd dha komal and the resulting Thata will be Tod: It should be
sung as such by the singer

Observation —The Tod: Thata of oll anzient Semsknt wrters
tomresponds with our modem Bhairavi Thata of the Hindusthomi aystem
Any of our southern friends will confirm this statement The Todi Thata
of the southern system is even now the same as cur modern Bhenravi
Thate This verse proves that the shuddha seale of Lochana was our
modemn kah Thata, because the Kah Thata could easily be converted
inte the Tod: Thata, cur modern Bhadrervi by making 'ri’ end 'dhet’, komal

{3y GCURI
e afl il ¥ ydl qomer ¥ |
., Teifa weEr froemaa T sdaE

Tremslaton —If In the lgst mentioned Tod: Thata, the note
gandhara takes twoe sruts of maddhyama, end the note nishada be-
* tomes Kakal:, the resulting Thata will be Goun

Observation —The Gouri Thata of the cnclent writers is uni-
versally admitted to correspond with our modern Bhairava Thata,
Here agenn we have further proof to show that the Shuddha Thata of
Locheaner was our Kali



{(4) KARNAT.

TE: A8 @AWY Wi Reraer=a |
TRifd & gd W@ FE @ qa il
Tramslation.—~If you take the shuddha swara scale of seven notes

and raise gandhara therein by two srutis, th i i
ond ra . the resulting Thata will be

Observation.—The Karnat Thata will be the modern Khamaj
Thata of our Hindusthani system in which oll notes except the
nishada are shuddha,

(5) KEDARA.

T Ay oy Fwd waldege |
dinat syiwagT FERERaigeasy |
. Translation.—If in the Karnat scale, the nishada becomes Kakali
the vina will produce the Thata known as Kedara.

Observation.—The Kedara Thata of the Tarangemi will corres-
pond with our modern Bilawal scale.

.(6) IMAN.

U afg T e Aera: gEner 94 |
et & Zdr v AW AQAg ad@

Translation~If in the last mentioned Kedara Thata the mad-
dhyama takes two srutis of panchama, the resulting Thata will be Iman.

Observation.—This is exactly our modern Yamen Thata of the
Hindusthani system. The only difference is that the modern Hindu-
sthoni musicitm uses the swara names livra ‘ga’ tivia ‘ni” and tivra
‘ma’ in place of Lochana's Tivratara ‘ga’ tivratara 'ni’ end tivratara ‘'ma’.

(7) SARANG. (A)

wd Q[ T A gERaRal F9q
ug gg (e g R s &l
Translation.~If in the Iman Thata just described, the Ga coin-

cides with the shuddha maddhyama end the dhaivata takes the place
of the shuddha, nishada the scale produced would be the Sarangc:t Thata.

Observation—The Gandhara which stands in the place of
shuddha 'ma’ would be called ati tivratama ‘ga’ and the dhaivata
standing in the -place of shuddha nishada would be called tivratara
‘dhe’. Tn ancient music, two notes of the same denomination were not
allowed 1o appear in the some scale. Hence the use of the atitivratama
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‘dha’ by Lochana. No such scale appears to be in use in the music
system of Western Indicr af present. But there is one like if in the
Southern system and is known there by the name of Chitrambari,

(1) MUKHARL,

TGk AEETMRT  waE: FASr i |
Tt Sy 9@ gadt Sfeafee o

Translation—If in the shuddha swara scale the dhaivata be-
comes komal, the resulting scale will be called shuddha Mukhari, or
Mukhari. .

Observation~This secale will correspond with the modem Hin-
dusthani Asawari Thata or accarding to some the Jaunpuri Thata. The
Southern scale answering this description would be Nata Bhairavi.
There is a Mukhari scale in the Southern system also but it materially
diflers from Lochema's Mukhari. -

(12) DEEPAKA..

The author gives no definition of this Thata. He simply says :—
gafifaar Som: |
This shows that the Raga Deepaka had already gone out of use.
Lochana says, if the Raga has to be revived, its features should be
seitled by the best living experts, evidently in a Conference.

Quaere.~What becomes of the usually told story that the raga
decpaka was sung by Miya Tansen with disastrous results fo himself

in Akbar's Court.
The twelve thatas of Lochana with their swaras may be written
in terms of the Hindusthani swara names thus.
(+) FEi~a1, 1 9E, T NS, ¥ 9%, 9 9%, 9 39, M $10s |
() @R—~—a1, & $s, 7 NG, ¥ TE, T I3, 4 H4e, [ F5a
(1) Vif—a1, 4 five, 7 T%, 0 9, 995, 9 FWs, 7 g8 |
(¥) FWz—w, § 98, 1 9%, ¥ 9%, ¢ TE, 9 IE, [ 76 |
(4) FR—a1, {0 T8, ¥ 92, ¥ T% 9 TE, 9 5%, [ g2
(¢) gga—ar, { 78, 1.9%, ¥ ¥, 1 9%, ¥ T8, [ &
(o) wia—a, { Ga,Xq 5%, & aH, T 9%, X, [ :m‘m'zs & 7% |
(¢) Tu—al, {L.3%, 738, ¥ T& T I X, {7 wtas & 7 |
(3) w@—a { 38, 7 g3, ¥ @, 1 T x.,ﬁrm‘ma&f’gml
(L0} u(Ht—a1, O Fns, T IL, 7 T, T I8, 9 a:?na frga
(17 gafi—at, & gz, 7 39S, ¥ 9L, T 9&, 9 ar@_, ﬁ‘ Fia |

(2>) egs—Nil. '



The wuthor classihes iz seventy-five ‘lanya’ ragas under these
Thatas oz [ollows "=

{ v} weE—3e, dtetad |

{2) di—dd | .

{3} Mr—wmer, B, JdRQ, opde 40, & . Zord, oy,
Gar, gAY wANl) 4674, ¥, Ram, tevd, 744, a5, in,
Wit «r, Sesdaw, @¥adl, @wnall, Eatar, B e,
el

{ ¥ ). woliz—amiz, apfinds, a¥ws, /2, O, W5, A, 574,
w14l%, 370, BleatiTs, faiE, guud, oW, moesan, Ko7

{4) $TH—~3Igars, e, g, e, fgan, {8, ra,

BITAE, qiE, dadel, TUAE, MG |

( §) wT—5aq, TxFem, R, Iy |

(o) @i, gt fizosl, emaant, w{a, |

(¢) wa~—~Bamzn, Nswrn, wee, ogm, 9xen, &, ggan

(v ) aanfi—aand;, eR3 1

(!n] {ﬁ#{ﬁf

(t1) gel—yar |

{23} ghrr—Nil,

Il will be observed that cll these janya ragos of the Taremgad
ae kmown to the Hindusthani musiciems of the present doy. The
gratha therefore should be of the greatest hustorieal impertcnice 1o
themy It is inferesting 1o nole how many of these janya reges have
changed their swares during the Mchamedsm reagime. Scme of the
ragas seem to have retained their original Tholss even to this day
The author does not give cny detailed definition of the Jenya regex
becouse [ believe the work Taramgini is essenticlly a bock on prosody

and net on Musie, As o the tmes cssigned for the singuing of these
rgas the cuther says os follows ==

A WAL
®& qTA A " e |
yrEmaiemt T e o Y
sEdeErrdr Iy [Nk ERRT T
K Wy e rdEls wApE B
ST W T Ry wreanE
RiciEcxdi ol e ISl
ST ROyREay 4] ¥ i )
IxER A EETY MY AT

-



o
o

SUREIIT 91 arE afy i a7y
BUIFIEE FE] T R yas )
g g weqe: F2neg wifah
Bdmafe wdt woiz: sfdwa g
TAITR. UTHRFISTY ¥ g |
ARWEE BT 9w AR 7 )
GH haERi A 9RedE |
These times of singing throw a good deal of light on the modern
classifications of the Hindusthani ragas. The following times for in-
stance will altract particular attention of the Hindusthani Musicien.
BHAIRAVA & RAMAKALL—To be sung in the early moming.
GOURI—To be sung in the evening.
BILAWALL—To be sung in the first quarter of the day.
KALYAN.—To be sung in the first quarter of the night.
TOD! and SUHA.—To be sung in the férenoon.
SARANG.—To be sung at midday.
KANADA.—To he sung at midnight.
ADANA.—To be sung in the third quarter of the night.
MEGHA —~To be sung in the rainy season.
Lochana has also included in the Tarangini a small chapter on
Raga mixtures, '

( wFegy maRw gRm givg wk: )
which also deserves attention.

HRDAYA KOUTUKA AND HRDAYA PRAKASHA

These are two small but interesting treatises. The name of the
cuthor is Hrdaya Naraindeva. He describes himself as follows :-—

gy TRREWE A TRl BEd gk figeg

No date is given in the book by the author, but we can fix an
approximate date for the author with the help of some other works. In
the Hrdaya Kouiuka, the swara prakarana we find is borrowed bodily
from the Raga Tarangini. That means that the work was written some
time after the fifteenth century. Dr. Sukthonkar, late of the Archaeo-
logical Survey, India, at my request tried to ascertain the date of Hrdaya
Narain and found that the last named ruler, ruled in Gada desha about
the Samvat vear 1724, ie. AD. 1660. The great importance of Hrdaye-
sha's works lies in the way he fixes the exact places of his shuddha
and vikrita swaras. He describes these in terms of the lengths of the
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sounding string ol his Vina The relative pitiches of those notes there-
fore could be easily fixed with mathematical accuraey,  Ahobala Pan-
dita the cuther of the Scngeeta Patyata has also done it, but we are
neot sure whether he copied rom Hydaya's book or viee versa

We shall now proceed ‘o the swara prakcrana of Hrdaya
Koutuka thus.

MANTRE AT A2 TG )

ity oy e & $ad vl
IRWIS ARTAIR Al quat 23 |
T A ST A7 e )
fefun® Fex A0 diqan A
gimmfy ¥g3 axr dman. w0
Ay Ygeelgdmen.  om. )
sAdiaasl g @iy qRfry |
wERYT q [ANEHT GRWMY At 99
ael it amt dx e
@Ml S 9w dee e
qamaly W am dew: wac )
qIR &yt pEny . aedi . |
fady faiks W oW o9 fEyd )

these slokas have been loken by the author from the Raga
Tarangini of Lochana ond as they have already been tromslated, it
is not necesseowy to further discuss them here Hrdayesha invenls o
new raga and calls it Hrdoya-rama He uses two new swéras in it
namely, trt sruti "ma’ and tri-sruti ‘i’ and lays down a new Thata for
the raga conimning these new notes  He says —

ot geAwA @ ggaulfiar |
gwr gy Rawg 03 o

Tremslation —Hrdaya having ntroduced an altogether new
raga under the nome of Hrdaya-rama hes also added a new Thata
o the oncient twelve

The ancent twelve Thataz he takes from the Raga Torangind
We have already gone through them and shall not repeat them  About
the Deepaka Thata, the quthor says zm@g¥9  &9F  @yd ¢#4q)
This shows that Deepaka Raga was nst sung olso in his ume [T
fellows a fanaful division of Ragas wnto lour eloezes
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TG TFST UM A3 AgFw: |
AL RN I YRR g |
. qgﬂn EIRLIE HI&‘I« BRI cCHE T
Siga: whaar S ETR AL FAM ]
The janya ragas are fully described in the Hrdcxycx koutuka. The

sloka deﬁn.ing @ raga, gives not only the ° varjyavarjya’ swaras of it,
but dlso gives its Swara-swarupa.

Thus.

T8 o adt AR afrar Raas 98}

aN @i afge ad) qa-Tm RE) )

@amoe: gon whEr g8 )

THaal aaen RO Reaw =97 -

R Rafadm qw@  widiedr

TAl gt @dEar ad aR@mg q |

Gl T A T aEy: |

A aAl qafFEr Q@ gorEr REY |

98 78} T dut S JerEdr 39 |

This is really a very useful method of describing a raga. I have
made use of it in one of my publications on the Hnidusthemi ragas.

HRDAYA—PRAKASHA.

This is another work by the scmme author, It is much more in-
teresting than the Koutuka. In this book the cquthor describes the posi-
fion of the shuddha and vikrita swaras in terms of the lengths of the
sounding strings of the Vina. The classification of the ragas also is
instructive- and more scientific. Ahobala in his Sangeet Parijata also,
describes his swaras in terms of the lengths of the sounding string as
we shall see hereafier. But we do not know whether he got that idea
from Hrdaya's book. Some scholars on the contrary suspect that
Hrdaya took the idea from Ahobala. There is no reliable evidence on
the point but there are two facts which may lend some ¢olour to the
last mentioned suspicion. Hrdaya in his Koutuka omits to fix the posi-
tions of his shuddha end vikrita swaras in terms of the lengths of the
strings. And secondly, Sangeeta Parfjata is a much more elaborate
work than the Hrdayd Prokasha. All will depend therefore upon the
quesuon whether or not the Parijat was written before the Prakasha.

We shall now consider some of the leading features of the
Prakasha. The author begins by saying :(—
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gARTEATERIaRAT 1
Sl TAEIEE SR werd )
AT AFAET RHZITA: |
q%- TATY: VIR IR EAr |
Tremslation —The secrets of the sclence of musie being intel-
Iigible only to the speaally gilted, Hrdaya proposes to explain them
with the help of the Vine There are innumerable melas or Thatas,

des:gribed m the Oceen of Music but only twelve of these are useful
here A Thata 1s a collection of notes capable of producing ragas

‘ Observahon -—Ahobala Pandita has mentioned thousands of
Thatas i s Sangeeta Pamjata We wonder whether the word
Yakara 15 cunningly used Yo hint at those

@\t g |
T TIREAA; afadl qeTReay )
994 WaTeT fywe 3 AR i
fegfifitmre 2wz fuat fai |
- YiATAGH- ITHAT: Ay |
wiagifera gz v AL @ ||
All this represents the universally occepted view, and we need
_ hardly discuss 1t
WA g o T AR, |
digsdAateiEanT aafd & FRe ol
gotayfisd g Fms: oty |
Translahion —The viknta sworas are produced when the shuddha
swaras rnise through ene, two, three or lour srupis When the shuddha
note nses one sruty, 1t becomes, livra, when it nses two srutis 1t be-

comes hvratara, when it nises three srutis 1t becomes tivrotama, when
1t 15 lowered one srul, 1t becomes Komal

Observation ~~The process is the same as described in the |
Koutuka It 1s this process which distinguishes the northern music
system from the southern In the southem system the shuddha swara
15 the lowest position of the note and the vikritas are 1ts higher pesitions
In the northern system, we have the wiknias on both sides of the
shuddha note In other words the shuddha note cecupies the
central posihion

fremamRey  srrdiE|m Fw

. goI geeabAafaa: wRiAa)
L GTIE G O1G I e UL REE



Translation.—The - note flVI‘leC[I’CI nishada is cdso ccxIIed Kakali:
when the notes 'ni’ and ° ma’ take the three.srufis of ‘sa’ and pa’ res- .
pectively, they are ca]led mridu 'sa’ and mridu "pa’. : ‘

The Lkl zr,r{ur prachcaIIy ends here. The author next ex-
plains the terms vadi, samvadi, anuvadi, and vivadi.

T agAl A @ enEE A |

TIMAg:  ¥a0  EemerEral 1)

Rra: dqifell @i <ar v afrqary |

FaE sl agger: @ Aifdq: )

qFAR qzed] ¥ fEFehe: @e)

91 Rt qerag) Ay daREy i ) .

Translation~The note inost frequently used in « raga, which it
like the king of the ragaq, is called 'Vadi’. Samvadi stands at « distance
of eight or twelve srutis from, the vadi. It is like a minister to the raja
of the raga. Vivadi destroys the beauty of the raga and is therefore
called the enemy. Anuvadi is neutral, and is compared to the servant.-
The following pairs of notes are samvadis to each other. Sa, po; i, -

dha; ga, ni; and ma, sq;
Then we come to dn important point and it is this:

& T AT FeAR: TG TRE: |
YT O § e qahniga: )
oY T WIS T O @ [l

Translation.—Combinations of two or three or four notes, will be .
only pleasing ‘tan's, but no ragas. The ragas must have five six or
seven'notes. A raga with five ndtes, is ‘odava’, one with six is shcxdc:va

and one with seven is 'sampurna’,

Observation.—It is an accepted rule of Indian music that a raga
should have at least five notes GEEYT: GO I8 | BT | gaa |
A tana may have any number of swaras. . '

Then follows: the most important -portion of the work, namely
the location of swaras on the sounding wire of the vina. It will be
useful to have the sruti swara chart before you in order to {ollow the -

delails of the next few slokas.
eI RTRAIREY  anFEad: |
sffgaerranEid a4 99ay i
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. Translafion —Exacfly in the centre of the wire {thal portion of
the wire which 15 capable of producing sound)} will stond the tara
shadja [ the whole wire is divided intg three equal parts, the pem-
chama of the middle octave will stand at the end of the first part

Observation —~Supposing the whole length of the specking wire
of the vina to be thirty-six inches, then the Tara "sa” will be e1ghteen
inches Irom either end, the pancham will be 12 1ns from the mer, cnd
24 ins from the 'ghodi” (bridge) The whole length will produce the
fundomeniad note or mamdre “se

TOTY GTHUAY HYAFOIRT |
AT giaerengiand QU i

Tremslation —The maddhyoma of the middle octove will be
exactly between the two shadjas  The shuddha gc:ndhcn'c: will stand
exacily between 'sa’ emd ‘pa’ 1t the distamee between 's¢ and pa
be dinded into three equal parts, then the shuddha rishabah, vl stand
at the end ol the hrst pert,

Ohservation —In the vino wite of thitty-six inches, therelare, the
1 poddhyama of the middle octave will be ot a distance of rune inches
, rom the meru, end twenty-seven inches from the lower bnidge or ghodh
'I'he shuddha gandhara will stond exactly between 'sa’ and pa’, tha
s 1o say, it will be six inches from the meru and thirty-inches from the
Yqhodi, 1f the distomee between 'sa” emd ‘pa’, {which 1s twelve inches)
be divided into three perts, the shuddha nsbobha wall be at the end
of the first part 1t will, therefore, be {our inches distant frem the meru
and thirty-twe inches from the “ghodi”

7 ¥9d Y1 oW ey |
qx WA ot e @Ry

Tremsladon —The shuddha dhavata cught to be placed in the
interval between ‘pa’ and lara ‘s’ 11 the distamee between the pa’
and tara 'sa’, be dinded into three parts, the shuddha nishad will come

ot the end of the second part

Observation —The description of the place of the dhawvata, has
led to some hot controversy omong the scholars  No doubt the des-
chption at hirst sight appetrs somewhat loose, but the quthor furmshes
the reader later on wath the key to the difhculty He says.

BT wd (EeD /pisy andAr W |
FHATEAT B R il
FTATIMNTY CEREN. T i .



Translation.—The note tivratara nishada is also called Kakali;

when the notes 'ni’ and ma’ take the three srutis of 'sa and ‘pa’ res- .

pectively, they are called mridu 's¢’ and mridu pa’,

‘ The ¢ a5 2% practically ends here. The author next ex-
plains the terms vadi, samvadi, anuvadi, and vivadi.

AN AGA T W ORI FaH: |
ERICEL D GOTIACu R e
fra: G Q1 & v sfaEE |
Gy WEA=eR aggen o sifa:
¥ qeed] 7 fEwaian: o)
291 Rt womd [{ay daifzsy fig: )

Translation.—The nole most frequently used in a raga, which it
like the king of the ragq, is called 'Vadi’. Samvadi stands at a distance
of eight or twelve srutis from the vadi. It is like a minister to the raja
of the raga. Vivadi destroys the beauty of the raga and is therefore
called the enemy. Anuvadi is neutral, and is compared to the servant.

The following pairs of notes are samvadis to each other.. Sa, po; i, -

dha; ga, ni; and niq, sq;
Then we comeé lo an imporionf point and it is this:

& 9% any SEn W EEE: |
gERd am § g d9hnga: )
aEfiy: X A TETA: A2 W |

’ Translalion.~—Combinations of iwo or three or four notes, will be |

only pleasing ‘tan's, but no ragas. The ragas must have five six'or
seven'notes. A raga with five notes, is 'odava’, one with six is ‘shadava

cand one with seven is 'sampurna’

Observation.—It is an accepted rule of Indian music that a raga .

* should have at least five notes g TETE 9T | &Y | {901
A tona may have any number of swaras, ) -

Then follows- the most importemt ‘portion of the work, namely
the location of swaras on the soundihg wire of the vina. It will be
usetul to have the sruti swara chart before you in order to follow the

details of the next few slokas. ,
weaReadinrinel  qUFSRAA: |
SIREEIRRI] Aeiwe ¥ q9aq |l

et
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. Translation ~Exacily in the centre of the wire [that portion of

the wire which is capable of producing sound) will stemd the tara

shadia If the whele wire is divided intq three equal parts, the pom-
chama ol the middle octave will stand ot the end ol the first part

Observation —Supposing the whole length of the specking wire
of the vina to be thirty-six inches, then the Tara *sa’ will be exghleen
inches from either end, the pancham will be 12 ins Irom the meru, and

+ 24 ins from the 'ghedi’ (bridge} The whole length will preduce the
fundamental note or mandra ‘sa’.

HOTR qIAAMg AvAeTHTae |
IRWEY  ANFEIgIIEy a9Eag |

Tromslation —The maddhyama of the middle octave will be
exactly between the two shadjas The shuddha gandhara will stand
exactly between ‘sa’ and ‘pa’ If the distance between ‘sa’ and ‘pa’
be divided into three equal parts, then the shuddha nishabah, will stand
at the end of the first part.

Observation —In the vina wire of thirty-six inches, therelore, the
1 paddhyama of the middle octave will be at a disfance of mne inches
{]mm the meru, and twenty-seven inches from the lower bndge or ghodi
.y The shuddha gandhara will stand exactly between ‘sa’ and 'pa’, thai
."15 to say, 1t will be s1x inches from the meru and thirty-inches from the
Yghodi If the distemce between 'sa’ and 'pa’, {(which is twelve mnches)
be divided into three parts, the shuddha risbabha will be at the end
of the first part It will, therefore, be four inches distant from the meru
and thirty-twe inches from the “ghod: ™

quT Mgd ev7 aod:  wweiagd: |
g wmEd AFar et A

Tremsladon —The shuddha dhawvata ought to be placed 1n the
interval between 'pa’ and tara ‘sa’. If the distance between the ‘pa’
cand tara ‘sa’, be divided into three parts, the shuddha nishad will ceme
at the end of the second part

Observation —The deseription of the place of the dhauveta, has
.led to some hot coniroversy among the scholars  No doubt the des-
¢ription at first sight appears somewhat loose, but the author furmshes
the reader later on with the key to the difficulty He says,

| W ARl amist snddrn s |
FHANTG T FqENgIEHony 1l _
QAT AMIT TLIARAL. TULA: ] .



Translation —1 have adopted this simple method of locating the
swaras in the interests of those who have not o good swara-dnyana.
The exact places of the swaras, have to be fixed with the help of gy
Al mF, It must always be remembered that the swaras in my
shadja grama (shuddha scale) must stand in semvadi relationship. He
means to say that the swaras in the “uttarang’ of the ‘scale must be the
samvadis or the fifths of those in the purvanga.)

Observation~This -explanation of the author easily solves the
difliculty. The shuddha dhaivata which is to be placed between pomn-
chama and tara ‘sa’ will have to be so placed that it will stemd as a
proper samvadi or the f{ifth to the shuddha rishabha. The shuddha
rishabha has already been definitely fixed and so there will be no
difficulty in fixing the position of the shuddha dhaivata. The reason
why the author could not fix the exact length of the wire for the dhai-
vata appears to be that he could not obidin a convenient division of the
string for that swara. We see that he has adopted the simplest way
of dividing the wire into two or three parts. Such a division would not
have given him the right place of the shuddha dhaivata. He knew
that his reader could easily determine the position of the dhaivata with
the help of the shuddha rishabha, dhaivaia being the samvadi of the

rishabha.

The shuddha scale of Lochana and Hrdaya may be correctly
expressed in lerms of the lengths of the speaking wire and in the num-
ber of comparative vibrations as follows.

Note Lengih of the wire. Comparative vibrations.
sa 36 240

ri 32 270

ga 30 288

ma 27 320

pa 24 360

dha 211/ 405

ni 20 432

sat 18 ' 480

This is exactly the modern Kdafi Thata of the Hindusthomi musi-
cians. The auther of Koutuka and Prakasha has laid the vf_rhole of the
Indian Music loving world under obligation to him for ih}s clear ex-
position of the scale. As I said, however, the great question rema;{lsf
whether he copied all this from the Songeet Parijata of Ahobala Pandit.

The Parijata is a much more elaborate treatise and strikes the reader

n ihe Prakasha. But uniil, some conclusive

tise tha .
as an older treat: our ;udgemenf-

evidence is lorthcoming on the point, we may reserve
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Like all other Sansknt writers preceding him, Ahoboly asvspits
the division of the scale mto twenty«two Srutia, to whithi he gfven the
wellknown ancient names, alm gred)l el The ptlneiple of
lecating the Shuddha Swaras on the srutiz 13 the same ar that ballaeedd

_by the ancient wniters 1t is this:

TEATTIAITE ATARARL AN |
gx Przataill i o

' The Shuddha sweara was represeniod] alyays by e Tt Linti
In other words, the usual rule g3 gzipa: nn epaf anlafin | v
fnthfully followed by him It wall ba'eran precerntdy ﬁ;f,:[ b Lo
dha scale of the Sangqita Pamyata 15 identiost 'l fhent of 4 s Hid 1pn
Prakasha It corresponds with our modemn Kaft pols Llarss aes
enbes his Viknta Swaras n the lollowving verses
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Tremslation.  When a note rises one srufi, it becomes tivra; when
It rises two Srutis, it becomes tivra-tara; when it goes up three Srutis,
it is called tivra-tama, and when it goes up four Srutis, it is called Ati-
tivia-tama.  When a note goes back (is lowered by one sruti) it be-
comes komala. When it is lowered two srutis, it becomes ‘purva’,

Observation. This was also the process, described in the three
trealises we discussed. Lochana emd Hrdaya say nothing about the
‘purva’ note.

Some of the ancient Sanskrit writers, give fanciful distinctions
between the Sruti and the swara. But the distinction between them
pointed out by Pandit Ahobala is by far the most reasonable. Ahobala

SAys i—

AT T |UHE: HETEA G )
FiRFoeHaas WRIRG: qadaar |
BT FITEIENT Sl |
wnEgE varet 2y T8y dwar

Translation. There is no essential difference between the Sruti
and the Swara. Both are sounds capable of being heard. According
so the Shastras, the distinction between them is something like that
which exists between the snake and its coil, or between gold and the
ornamenis made out of it. .All Srutis are copable of being used as
swaras in the various Ragas. Sounds actually used in the Raga be-
come swaras for that Raga. Those not so used remain srutis only.

Observation. He means to say that the swaros of one raga will
again become srutis only when the Raga is changed, and « different

set of Srutis is selected as Swaras for the new raga. ?‘he selection ?s
‘always to be made from the twenty-iwo srutis into which the scale 1?
divided. The following chart will show the places ¢and ﬂ.le_ noanf-::; 0
the different Shuddha cand Vikrita swaras of the Sangita Parijata.
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it muy be pointed out here that although Ahobala Pandit used
twenty-nine swarda names in s music system, in the deseriptions of
his ragas, he never used mote thon twelve swaras A reference io
the chatt will show that many of his vikntas are only diferent nores
for the some scunds  He does not make ony secret of it He tells his
readers what notes he would not use in his tagas  Thus.
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TI‘CII:ISIC[ﬁOIL—In giving the 'laksanas’ (definitions) of the Ragas
I have omitted the use of the following ten swaras:

1

e(z) W QT @) dEaea () e O () T ¥ (5) dFad |
(9) 97 9 (&) dF 9 (3) TR 7 (o) izrad fi |

About the remaining twelve vikritas, he further points out.

FI: YE @A §F TR =7 |
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Translation—Shuddha ‘ri’ is the same as Purva gemdhara Shud-
dha gandhara is no other tham tivra-tara 'ri’; ati-tivra-tama ‘ga’ is shud-
dha maddhyama itself. Shuddha dhaivat is purva nishada.  Shuddha
nishada and tivra-tara-dhaivata are one omd the same. :

Observation.—He means to say that these ten swara names
disclose only five Swaras. Thus we have only seven vikritas left out
of the twenty-two. Out of these seven again, Komal ‘ga’ emd Komal
‘ni’ will have to go out. " They correspond with tivra i’ end tivra “dha’
respectively which sounds are not to be used in any of the ragas at
all. This leaves only five real vikritas. Ahobala thus uses twelve

notes only in his raga descriptions.

The method of placing the shuddha and vikrita notes on the
sounding wire of the Ving, or in other words the method of expressing
the positions of the shuddha and Vikrita Swaras in terms of the lengths
of the speaking wire of the vina is exacily the same as that used by
Hrdaya in his Hrdaya Prakasha. We con therefore, safely say that
the shuddha and vikrita swaras of Ahobala, are identically the scme
as those of Hrdaya with this exception that Hrdaya uses tivara-tara
‘g, tivra-tara 'ni’ instead of Ahobald’s tivra ‘ga’ and tivra 'ni". The
verses in which Ahobdala describes the placing of his shuddha and

vikrita notes are as under :—
ARSI B¢ GRET A |
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Then follow verses descnibing the Viknta Swaras We need
not go into those here  All this is found in the Hrdaya Prakasha, which
we have already considered The shuddha and Viknta Swoaras of the
Sangita Parjjata may be expressed 1n comparative vibrational values
thus

'sa’ 240, 'ri' 270, ‘g’ 288, 'md’ 320, pa 360, ‘dha’ 405
'ny’ 432, ‘ga’ 480, Komal 'n’ 254 2{17, uvra ‘ga’ 301 17§43, Tivra
) ‘ma’ 337Y;, komal ‘dha’ 381 3,7, tivra 'mu' {301 17]43 X 3]2)

Ahobala does not clasaify his ragas under any particular Thatas,
but his reference to some Thate names here and there 15 enough to
prove that 1n his time, the method cf classifying Ragas under Thatas
was common He descmbes about 122 Ragas in the Pamjata  In the
raga description he menhons 1n each case the note used in the raga,
the aroha cnd avoroha the Graha and Nyasa and also the Murchana
The Murchana 1n the Panjata 15 nothing mote than the first 'tona’ of the
‘swara-karema' given under each Raga  We shall speak of the Mur-
chana when we examine Snnivesa Pendita's wotk Raga Tatwa Viko-
tha Sri Nivasa was a laithiul follawer of Ahobala

The following Shlekas will give the reader a clear ldea as to
how Ahobala defines his Rogas in the Sangit Panjala,
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ii\_re .it is called ‘ouduva’. The ‘mela’ has ’thﬁs three varieties, or forms,
Vikrita swaras also enter the consiruction of the Mela.

TEAIHGTT Ug UF IEIEH: |
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q9ifaseEa [ TEaAnag: |
Translation.—Shuddha sempurna mela has only one form. With

one note omitted the ‘mela’ assumes six forms. With two.notes omitted,
it has fifteen varieties or forms. '

Observation —By dropping ni, dha, pa, ma, ga, re, one at a
time, we get six ‘shadava’ varieties, ond by dropping ni, dha; ni, pa;
ni, ma; ni, go; ni, re; dha, pa; dha, ma; dha, ga; dha, 1i: pa, ma; ete,
two at a time, we get filteen ‘ouduva’ varieties.

A Raga is derived from the ‘Mela® but has ‘aroha’ and 'avarcha'.
Melas become Ragas themselves, as scon as you give them ‘aroha’ and
‘avaroha’. By applying the principle of ‘odavashadava-sampurna’ to
these arohas and Avarohas we can obtain 484 ragas from each Sam-
purna Mela. This is in fact the principle on which the Raga system of
the Karnatic music is based.

We shall now briefly consider the function of the "Murchhana’
which seems to have played cn important part in the production of the
Raga. Ancient writers define Murchhana as follows :—

FHIREUN GRAAEIENY |
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In the time of Ahobala and Sri Nivasa, however, the definition

seems 1o have undergone a slight modification. These authors define
‘Murchhana’ thus :—
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MEITETAR T A GG TF: |
AGAIINETTE0T 77 995 0
el a7 B eveaTRRe: |
- HA g § GRT: e iR AR: |
37 Uney RAif: am@dian {9
| Every Raga had four parts, namely 'udgraha’ ‘sthayi’ ‘sanchari,
and ‘muktayi’. ‘Udgraha’ was the first part with which the raga ‘alapa’
was commenced. We shall now examine one or two raga defini-
tions :— E ‘ )

SRS T S |
- AT RIS SUEFTEIams: ||
Translation.—lhe raga *Saindhava” 1s produced from the shuc‘i-

dha thata, Its murchhana is Dhaivata and it drops the notes gandhara
and nishada in the Aroha. : . -

Observation.—What is {he function 6! the Murchhana Bere, we
ask ? The answer will be found in the swara-karana given under the
. definition of the raga. It runs as follows :— -

Aqq TR fa9d | 3EER: |
AR §o Fo -

(This is really thé ‘murchhana’ of dhaivata)
FARAATIIT T AR aTRIRRAR
qiTe g% | &g T4 |

Then comes the third portion of the ‘alapa® called ‘semchari’,
and last comes the 'muktayi’. This shows that in singing a raga prac-
tically the murchhana was nothing more than the first member of the

Raga alapa. We shall take another example.
.- o~ e e =
SRR RUgHT TR gEEadai I
STEEya] SNEATAweTaras ||

Translation.—The Raga “Dhanasri” is produced from the shud«ﬂ
dha swara thata. It drops 'ri" and ‘dha’ in the ‘aroha’ its murchhema ™
is “gondharadika”. The 'nyasa’ or ending note is maddhyama.

Mustration TaeFaiRagealagaqgaRa|aaaqy
FaRag@daqu | :rqcr:rqqnawﬁa'lmrquﬁqﬁqrram

: To sum up then, the Mela first laid down the right swaras with
the right *varjya-avarjya’ rule for the raga intended to be sung. The
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ARITEYEd 390 AARAZHTE:
ARTIANTIAEART 9 TG4y |
Pl a9 8 A sweavah

. A9 g € R eredRAR:
LERIUITBEPIIRE Hmmmaﬁ &

Every Raga had four parts, ncxmely ‘udgraha’ ‘sthayi’ sancham
and ‘muktayi’. '‘Udgraha’ was the first part with which the raga ‘alapa’
was commenced. We shall now examine one or two rctgc: defini-
tions :(—

IEAGIEA: T “?mirmr(éw |
- ARR TAI: SR GATAE: |
Translation.—1he i"ctg& “Saindhava’ is‘.produced from the shuci—
dha thata, Its murchhona is Dhaivata crnd it drops the notes.gandhara
and nishada in the Aroha. : .

Observation—What is the function of the Murchhana ﬁere, we
ask ? The answer will be found in the swara-karana given under the
. definition of the raga. It runs as follows :—-

fg R Faad | TR |
"gE go Fo
(This is really thé ‘murchhana’ of dhaivata)
gaRAEINITaTRE graiRaR
qiAe oa | g e | | |
Then comes the .’ghird portion of the 'alapa called ‘sanchari’, _
and last comes the ‘muktayi’. This shows that in singing a raga prac-

tically the murchhana was nothing more than the first member of the
Raga alapa. We shall take another example.

SRR REgA IR0 TEERA |
AIRERTAl TNFALFATATF ||
Translation—The Raga “Dhemasri” is produced. from the shud-

dha swara thata. It drops 'ri’ and 'dha’ in the ‘aroha’ its murchhana
is “gandharadika”. The ‘nyasa’ or ending note is maddhyama.

llustration @ a |IRaMEqA|ARTAARFIATIAT
FaRgEIGgq | aAgRIAAAARFIOAFIRIFITTAI

To sum up then, the Mela first laid down the right swaras with
the right 'varjya-avarjya’ rule for the raga intended to be sung. The
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‘Murchhana” added the necessary arocha end avaroha, and thus pro-
duced the actual raga.  The ‘olapa’ invanably started with the ‘murch-
hana’ determining the name of the Raga

. Later on 1t dgppears, the distinchon between the mela and the
Murchhana gradually disappeared ond there was no restriction obsery-
ed as to the ‘udgraha’ or the start Murchhena then merely mecmt
pethaps the Aroha and Avarcha of the raga and it always started from
fre shadia In the Southern music system, even now, murchhana
merely means the aroha end avarcha and nothing mere  lis starting
point 1s ‘always the same as that of the gz Mela, which there-
fore coinaides wnth it In the northem or Hindusthem: system of the
present day, the term murchhana has lost all {ts ancient sigmbconce
The murchhana comcding with the mela become indistnguishable
from it , The mela directly produces the raga by the process of archa
emd avarcha, strangely enough some of our modem Mahomedan pro-
fessional artists are known to use the term in the sense of « kind of
‘gamaka’ toe It will not be necessary o go into the raga-adhyaya
of the Raga Tatva Vibodh, because there the quther borrows the whole
of hus material ‘from the Sangita Pamyata It 1s noteworthy that in the
ime of all these three or four cuthors that we discussed all music was
based on the well-known twelve notes only 5Sn Nivas emphatically
disallows the use of the remmning ten srutis 1 the composition of the
melas He says —

JTAA ERFIF ERAFATNRAT )

TEITARET. o AR »

T giarrE{qaIANIRRE A |

TETRYR! (pea+qag Hread- ||

There were 1n his time it appears some Pandits, who talked &

admitting twenty-four srutis into the scale, end with reference to tham
he says:— .

|fAT &1 S 191 FTeTterErRET |

a3 auw g @yl U

*tea By FAT gfariang: |
TASAAREI aEdmegaTg )l -,
U SMIIGAAGAT R |
I AT M FITEERRTEA: 1
He has no gquarrel with these thecnes, bt = 3wz $IXNT

he never allowed more thon twelve srutis m the Tormosiim = &S
melas as Swaras He probably cllowed the cfher prmtz = X5 =
octasionally o5 groces oF ornamental Sweees T smas oo
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SADRAGA — CHANDRODAYA

We shall now take up cnother group of Sanskrit treatises on
Music. This group contains four works and the nomes of them are
(1} Sadraga-Chandrodaya, (2) Raga Maly, (3) Raga Manjari and
(4) Nartena-Nirnaya, We shall not discuss the last here, because the
swara and raga chapters of that treatise, are the same as in the Raga
Mala which we shall consider. The rest of the Narioma-Nimaya dedls
with the art of dancing and falls beyond the scope of this paper. The
author of the four treatises is Pundarikea Vithala, He originally came
from that part of India which is known as the Karnatik. It appears he
came to the north ond first settled in Khandesh. He describes
his country and parentage in the concluding verse of the Sadraga
Chandrodaya as follows :—

FONE WA qragarea a7 |
FAEARSEITRG AR ETEERsiada: |)
a7 AR § a5~
ARl WIS SRy T qor et geseg |
When the Pondit actually wrote his,Sadraga-Chandrodaya he,
was in the service of Faruqui rulers of Xhandesh. This appears from

the opening verses of the work.
8 FRIFIUY: TR PIIRE: |
HiAq, FEafERATSERIISTEIN ).
fream g 1% SerEs: geEdiE: |
Frd gt Baafed & auaediiaad |
g5 HEREAEE Fg8 FAEGHRI T |
FmRFsmiEaE: REeAT: |
SR e T4 goEl gagar: F |
A R ReFaRil 1
Ameinieyaer o FaiEy ov |
R EEE digadl A1 gqani: |
AR7 WA TEAN WEGEE 4 |
a% AIEREITER A9 SRR |
' Prom these verses it oppears that Pundarik Vithala wos in the

i hon Khan was the son
ervice of King Burhan Khan of Khandesh. Bur :
ii Taj Khan, the son of Muhammad Khon. Mr. Stanley Lane-Poole, in

his work “The Muhommadan Dynasties” at pp. 315 says as follows

“Akbar took Burhompur, the capital of Khondesh and receiv.ed
the homage of its king in 1562 AD: but Khandesh was not fully in-
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corporated in the Moghul empire unt) 1593 AD when Ashurgsth fell
dn o sx menths' siege

This enables us to hx the date of Pundant  Pundartka does nat
leave us in doubt ¢z lo his date at all  In hus Raga Monjon he says,

AR ey IR FRTTUATINTIA 12 |

A gran gAYy o1 fm ot g
gRrignTaiRaARt dmfadiine
drinrzadsal Iy guTereTe 4
e & g wafiAay g wernddat |
FAl ERERAT TS € 5
B mporRrdagtl SUMIETnT ¢

CE UG e G A EL G I )
SENTaAl TEAEREa |
SRR F HeFEE: |
TETIRATIRZAT T3 &1 )

S ARy el |

From this 1t appears that Pundonk was, when he wrole hus Rago
Maman, in the service of the two brother princez Man Singh and
Madhava Singh who ware the feudatonies of the Emperor Akbor
Pundank was the conlemporory of Akbar (1556-1808) It 1s possible
when Khandesh was annexed about the year 1593, Pundank iost his
appointment and took service at the capitad of Mudhava Singh

Here o question will arise  Weas Pundarik « southern or g nor-
them musician® There is no doubt he came enginaly from a peet of
the country where the prevaling music system wos the Hamolk
system It s also true that in all the four books he wrote on Music,
the shuddho socle o which he bused his system wos the Southern
Mukhari or Kenakangi scale  But @ careful study of his books will
shaw that the rmus:ic which he octeally wrote upon was undeubledly
tha varthary masiz, I e Sodeons Chandmdoye, we 3o frd he
authar dealing with Rogas, common 1o beth the systems, but in the
Raga Mala ond the Raga Maniari, he dearly expounds the music of
Upper Indiz  We may salely, therelore, count Pundanka ameong our
Northern gutherities,  His works are moest clearly wntten,  His poely
ls charmung  The shuddha seale he adepls in his books may be written
thus mf ¢ (catied shudhe 1) v g9 (called shudhe &) #tHi

o
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_ We shall now go into the subject matter of- Pundarik Vi":hcxl’s
izrst. book Sadraga Chandrodaya, The author begins by stating his
srutis and swaras as ‘follows : ‘ : '

iR Ha |
M g aEg, fQat a1ty
Faedsry Ay |
SIRf: T AaTEaas ||
U AT wEi ¥ g
qEHIET: TG TAEHRAT |
JfqggRag el |
qgiftay orgEia: o
TEAIIMEITEdd: S |
TGRS Ferdaal 7 (|
aa: 9t Yaadr fare: |
gfr @ aw W@ g
The Pandit in these verses accepts the ancient view that there
are twenty-two sounds, rising one above’the other, availab}e in music
cand known-as srutis. Mandra maddhaya and tara are the three seats
of sound. Each of these has twenty two srutis.  The distribution of the

twenty-two srutis among the seven swaras is the same as that in the
case of the ancient writers. The names of the swaras are:

5SS, FA, AR, ¥, 499 I9q, Fg

Their places comong the srutis are not disputed because he accepts the
usual rule “that . — ’

AT ATHT TIATARTIAI: |.

P N P o <

% 2 Arraiat Brel) FowsEal i
The shuddha swara stends as before on the last sruti. We know that
all these facts were admiited by Lochana, Hrdaya, Ahobala, and Sri-
nivasa too. - But it must be remembered that the system adopted by
Pundarik has never to be confounded with that of the other four Pan-
dits. The shuddha scale of Pundarik being the. Southern, his system

will have to be studied independently. The swara names and some
of the technical terms will differ from those of the northern system. Thus:

gy ©q 7 g wafd @y |
a=F B 5aeIW 89 |



iiPasy afuafka: eng)
FIHRET ST i
QF AT B} STy |
LTt a1 sgRulee- |
-weg il st &
YIIEIE TR )
ayy Rty faan |
Froafadt sfesnsdy: |
BTN 7 A7 Her
Ay ey Reay gdiz: o

Tremstation —Thera are fust of all the saven shudha sworas |
shall explain next the seven niknta swaras  When shodja stonds en ils
penuitimate or the thued srut, it 12 called ‘laghu-shadia’  Sunilarly ‘ma’
end.'pa’ standing on ther penulumate srutis would be called loghu-
ma md loghu-pa’ When ‘ga’ slands on the first srutt of ‘ma’, it s
called ‘sadharana-ga” emd when it stemds on the secend sruh of ‘ma’,
it is called ‘entar-ga”; when nishada stends on the Lirst srut of s’ It
Is “kaishiki-ni”, and when it stonds on the second srut ¢f ‘5@, it 15
called “kakah-ni”. When the sworns siomd on thewr proper ploces or
sruts, they are supposed to be shuddha swares only

From these verses it will clearly oppear that in the musie system
expounded in the Sadraga Chandrodayc, there wall be seven shuddha
gwares and seven vikrite swaras  The names of the seven witrita
swaras are o3 disclesed in the verses, cre

(ryayg ax@ (2) &7 AR (X)) &F QIR (%) qraper nhd 1= ) 3017 whan
(%) Wirer (o) wrrdfr,
Their places conong the srutis, will enable us 1o see that they wall cor-

respond with our present Hmdusthoni sweras bearing the followng
nUmes -

A fx, fizan n, doq1w o, ¥ag 7, M 0, 20 &, dx A
Cur modem komal ‘go and komal ‘of’, o3 we saw, were the shuddha
‘ga’ cnd shuddhe 'nd’ of Lochonoe, Hrdayo, Ahchala, end Snmivesa,
and our shuddha ‘ga’ and shuddha ', {which we ogll tivra ‘g and
tvre ‘nb’} were the tivraotara 'ga’ 'nt’ of those wniters

I have clready sad thot the shuddha scode of the Sodrema
Chandredaya is the some os the shuddha soole of the southern system
We may conventently compare it with our modermn Hindustoni ehuddha
scales and olso with the shuddha seale of Lachana, end Ahobala

fellows e



46
SHUDDHA SWARAS

Pundarika R Hindustani l | Lochana European -
() % vz HEEEC] { I% 9GH . C
() T& TaA . NS U Fi5 T )
() g% MR GIEE LY | g F D
(¥) IT7 g TG ALY A Lt K |
(%) ¥€ d9¢§ ¥ 999 T8 999 .G
(6) 9% Yaq PG TG I F0S 999 . AS
() 9% faame dfmarm | 3z g A

VIKRITA SWARAS
(Y ®sgagg |  glaas o ; dian foe |
(k) &7 "oqm AEET AR | dEew g |
(3) &9 997 RiFaT T diAas a9 F
(¥) QAN AfE FIS AR T% MK B
(4) I TIR GiERIEI Eﬁﬂ‘a% Tt E
(5) 0w faE T IS 9% feE | Bs
(©) FFS! [FaE ERCEIEY dierar A B

_ N. B—The positions of these swaras will explain themselves
better when we examine their places on the vina frets.

The Vina of Pundarika was almost the same as our modern Ving,
the wires and frets on both being placed and tuned dlike. In the fol-
lowing verses, Pundarika describes the way he tuned the wires of his

vina and placed his frets under them :(—

Seaaiaw Faart |
gaifrErmganr 359 ||
deuAqEIST § OF qr ¢
g7 e fa| gar fee |
quemEgaRieaaEt |
FEATRAA T |
oSS [AGTIRYEREd |
Bdad=TmyEay 7
AR TS |
FEIASImY e ||
BERFEmagaHa |
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SHUDDHA SWARAS

Pundarika Hindustani Lochana " European -
() 3% 934 REALEE] % 95d C
(R) 7% T S i w Ds .-
() IZ IaR e FET TG A D
(¥) 73 w9q qZ A % AH T
(%) IF 99§ T 990 g% 997 G
(8) T% daq TS U7 Frie d1g AS
(o) 7% faure e g% Jaq A
VIKRITA SWARAS
(2) &7 agd dgn faR | diFaw fog | |
(R) &Y 410 aEan iR | EGRIRCTT |
() &g 994 qEGR TH GlERCE T T
(¥) TR A FE AR fe:s's‘ TR i
() Fag T GIEEUIEI %fmai ter E
(€) 30T B Fe Fg SCRELicy Be
(9) FFES] [FnE GIERTEICY g g B

. N. B—The positions of these swaras will explain themselves
better when we examine their places on the vina frets,

The Vina of Pundarika was almost the same as our modern Ving,
the wires and frets on both being placed and tuned alike. In the fol-
lowing verses, Pundarika describes the way he tuned the wires of his

vina and placed his frets under them :—

FegsaToe {efianEr |

IR 9541 i
S Igae)sy 9 T 7 |

sHT gigor fqw gar fasge ||

guigamgarieaarTi |
ciecaPrveree il
NS [ALEARGHAET ¢
fdra=amaasd ¥ ||
FaTIa=aAI ARG |
FIAIAWYT FEET J)
FafmemmaaiaE |






TRA, TG T |
EUAA! ERAEATY |}
SUGEERENE G-l I
FANSA FIHORT 5 1)
AT FFSHISAET | -
9l 87T AR @ & &
A GETE |
IIRASE) 9 57 999 & ]
A SIS 7 |
T HEE[HEH(HIE'HISET T 0
aW Wﬁﬁ' HT’JH |
i ’13355537 ?UHEF” Il
GEE] “-ﬁﬁ_’-TmﬂTﬁ'U A H
fhaT gamafagEa: )
FHEIE § BIAIH T |
CRGER Rl
"He says he deliberately omits these two frets because these frets
coming foo close to those of 'laghu-sa’ and ‘'laghu-ma’ would make.
play inconvenient. If, however; there are any ragas which require
those two notes, those well versed in the shastra of music would allow
these two notes to be represented by the “higher notes laghu-sa and
laghu-ma. The difference of one sruti will not make much of a diffe-
rence in the general effect of the raga.

Observation.—This also shows that Pundarika was aware of the
northern practice of expressing ragas in terms only of twelve notes.

’

We shall now -proceed to the mnineteen thcrtas under which
'Pundcmka classifies his ragas. :

aenzrr{arg g@mﬁmr |
qa1 AameTERs: ||
ARFAGEIETa T |
FIYEAERAF e i
a;"rﬂ&ﬁi’ﬂ entr ¥&%H: €I )
FUTENEET 3G gee: |
FERFIETE] A3 gua: |

- fraaaaIsH gaiws: |l
FIAIGINTIET 43¢ |
gd: gagATRIsd 4s: |l
am"rﬁmr g #@a: |
EIREDY g@amzmr N
PIRTE UAFAREET 1@ |
LAY qad Jo: |l
FrHGTEAal g |
FeqIuEEeg aa: 9 TR )
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a5 |
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& |
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finitions of these Janya Ragas here.

find this classification very interest-
many of his own 1agas in the list. Some of these
e retained their original swaras to this day. The
ed to be of great historical importance.
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isin:ddl'uz swara., Ec.xc‘h “gati”, will be ﬁecsure& by a sruti. For
nstance, gancflhcfm r.mmg one sruti will be called “trigerika” w.hen it
nises two srutis, it will be supposed to_have gone up two “gc':rﬁs” and

so forth. The shuddha place of the :
- CIn .
above the shuddha rishabha. gemdhara,is os v_»re know, two srutis

| Sl WA TGN |
. PRI TA% TR 7 =g9a: |
b ol Trcz;slczﬁo;m——ﬂll swaras ‘x‘viih' tjle exception of sa and pa, will
> allowe to.nse up to three “gatis” or srutis. The gandhara alone
will be permitted to go up to the-fourth sruti of the next note
maddyama. .
TERFNA: SRRy |
TR fEA SIEEERAT @A |
fIRIRRT 95 au iR |
FAE: GATHA TG 1)
A ALEAT G2 HTT: I )
FIRIAEFAGH ARG 13 |
CROHECTECER G Tt ol
Tramslation—The use of the “gatis” will naturally depend upon
the nature of the raga proposed o be sung or played. The second
“gatis” of gandhara and nishada have special names, namely “antar-
gandhara” eand “kakali-nishada”. These names will be used when-
ever the ga and ni rise two srutis. The srutis fifth, sixth, eighteenth and -
nineteenth will never be used in any raga at all. * Barring these four,
the remaining eighteen will be allowed 1o be so used. The rise or fall
by one sruti only in the mandra and tara octaves, could safely ke .
neglected. It will not desiroy the general effect of a raga. In the
maddhya octave, however, it will be proper to use the prescribed
stuli-swara. : - :
Observation—The srutis five, six, eighteen, and nineteen are
barred because in the southern scale, the shuddha ri and shuddha
dha are supposed o be the lowest sounds of those notes. Ri and dha
when shuddha, are always three sruii notes. No swaras therefore, are”

allowed between sa and shuddha ri and pa and shuddha dha. The
provision in the last verse is intended to avoid the difficulty of having

a four sruti note and a three sruti note standing on the some fret of the
vina in samvadi relationship.  We find a similar provision in the Raga
Vibodha of Somnath: _ - :
Pundarika being « southern Pandit may have read the Swara
Mala Kalanidhi of Ramamatya and the Raga Vibodha of Somnath.
The lollowing chart will show at o glance the places ond the
names of the shuddha vikrita swaras of the Raga Mdla. -

L]
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Alter explaining the shuddha ond vikriter sﬁrqras, the author

defines the following technical terms, gy, ALY, AT, B 7, o
and =qig as follows:— y A%

TG € A Ga? 7 Farafy |
AT a1 99 95 @ |
A AT 991 WhAGaEEE: |
At MO TARGENTW: ||
foa: daiRAl 1 & TRz |
TENAANEE Syl Fmg |
We have already discussed these terms cnd need say nothing
further about them.
MakFaqa: &4 ag sdiRka: |
T agelsT: T diamiEg )
Translation—The note which begins a song is called “graha”;
the one thdt ends it is called “nyasa”, and the note which is most fre-
quently used in the gita is called “"ansha”, which is synonimous with
the ‘vadi' or ‘sthayi'. ggel:  @aYW ¥ H#g:| Sais the ‘grakia’ of
every raga. The terms ‘grahda’, ansha, and 'nyasa’ had apparently lost
their ancient significance in the modern “deshi” semgeeta. Pundarika
says in the Chandrodaya :—
qETERT T giari |
AR 491 9T gAY 1|
qqT QAR |
Aaaga 99 9 a7 )
RAGA-ADHYAYA |
In the Raga-adhyaya of the Raga Mdla, Pundarika, first lays
down his six ‘purusha’ ragas, and then gives each of them five

'‘bharyas’, ‘end five ‘puiras’.

W M WAL NEIE
L gEiE |2 o, R Wl 3 de, w| @ Wfl, R gEla, R9eR, ¥
o gReT, « eEEl) 9, & FUS
eS| qurel, R FEd, @ A9, v 999 @ 99T, } g% Ame, 1 um, ¥
qAQ, W IR qTd, 4 S
7 ZmER | 2 WAl ) e, 2 &, v JqA,) @ @y, : fAem, A, ¥
LR T T, & FEm
v WA {2 L R O, @ 9, ¥ gec| & &, A %W i, e ¥
TR, & ISl TG, § ST
u FEAlz | g WA, } amefl, 1 AW, ¥| ¢ NSOEH, R aré“vzal?r, g FAIR,
N qgarEy, & o ¥ OMIAE, & BT
& AEARE | @ FOES, R FA, 3 @R, ¢ AN, ? A, 3 F ¥ A
-y gadl, 4 8 a4, BRRET
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It will be seen that all theze roga names are to be lound 1n the
modern Hindustemi system Nay, many of the ragas, will be found
to have preserved as nearly as possible their old forms  The new tune
theory of the Hindustaru musicans naturally breught in some charac
tenstic chamges and mode the arrangement of the ragae ebll more
attractive. In desenbing the thala of ecch rags n the Acga Mala
Pundanta occomphshes two wonderful things He furt qives the
swaras of the ragas and then gives the devotatmaka’ appearance of
picture of the raga as also the tme for its singqing  For instance,

goRIdIRaASd et afrEc: evdl
rETTaE! fragerEa Rernias. o
£2 A Ty aAmyaEAt §RE Y |
AR waiy ey g e ol
Explonotion —Here the hrst ine tells us tuet snpdana -Bamravg

drops pa'end n and 115 gy qEATE et st takes the pome g3 amd
komal ni. The rest of the slokn describes the Mauooevs woc o the
presiding deity of the raga

I shall not go into &l the siokas desonbmg <. tne 127> fLere
but sholl write down the first rogy Shuddno-Phorxry wis s pwemes
2% oiven in the book The Rogy M=o s o prnted botk now wrypr
2 be bhad Ior g few aomes,

¥ ®W ;Wﬁ,mﬁn,mﬂ,mv,mwwﬁﬁ Explacacory Xow
1 oA} lg, R, T, 4, . QR SRR -
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yEwf |3, . o " om w e o =
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sxEAf | . » SEEEE . ., TEEH
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£ £
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RAGA MANJARI

. 'I.'he third treatise of Pundarika which we consider is the Raga
Manjari. In this treatise also the writer sticks to his shuddha scqle
tI‘he names of shuddha end vikrita swaras, and the method of describ-'
ing these are thg same as those of the Raga Mala.” We thus tind in
the treatise the following verses of the Raga Mala repeated :

TS yIyTiEAl 70 aq: |
el § Rt 7 @fet 7 4d) s )
qewdit Raf: e goar warn |
AN TIITERR, FI{GTUA: |)
PieFIdRT A0 Al s wgane |
TGEHTIN: STRafg=amiidad |,
These verses have dlready been discussed, and we shall not

repeat the discussion here. Pundarika adds an explanation in which
he compares some of his vikrit swaras with those of the southern

system. He says:—

AR FRIFT FAHFTEAT 77 |

TR FEE E) HaEAfteEa: |

Translation.—The notes ‘sadharanc’, ‘kaishika',_ ‘antara’ and

‘kakali’, are only the first and the second gatis of gemdhar and nishada. -
What he means is that sadharana and kaishika are the prathama gatis
of gandhar and nishad respectively, and the antara and kakali are the
second gatis of the same two notes, Sadharana ga corresponding with

the prathama gati of ga and kaishika ni being the prathama gati of ni.
Antar ga end kakali ni are the second gatis of ga and ni respectively.

FHEs MR AqRERERTT: |
wey PrfaigrT wg: agilesr 29 |
Translation—When the note gc:ndhm; rises to its last gati it

coincides with the shuddha maddyama. The shuddha maddyama rises
through three gatis or shrutis and bears the three names ¥ #¥AH,

gifgs #e@, and J9 HH, respectively.
" These gatis would practically be the sounds of the fourteenth
fifteenth and sixteenth srutis.
P S <\ [ ~” D
Wy FETEAr G SAge! EEw |
= ry ~ S\ T
=S, @I FAAE R | _
Translation—When 1i and dha rise only orie sruti EGC}:I, th.c‘ey
become ‘kaishika’ ri and ‘kaishika dha' respectively. 'When they rise
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two sralis, théy become &viges R,7xfas 9. when they nse three
srutis, they Will be called ymdag t w  respectively

A glance at the Sruh Sward chart of the Raga Mala will show
clearly the positions of the swaras of the Raga Maonjan also  The
defimitions of the terms Ry, af), ete. are in no way different to
those given 1n the Raga Mala® All ragas are founded on the shadja-
grama alone

agARmiEaR TR 87 At s |
HIRFETAAR: SN g3 7 Il )

On the gueston of the murchhanas, aqoftg and 3% Pun-

darika simply quotes the verses of Sharangdeva Pandit the author of
the Sangeeta Ratnakara It 13 to be remarked that none of the wnters
of the last three or lour centunes, say enything useful about the jals
of Sharangdeva and Bharata, which evidently had gone out of use
“in their tme All music was conhned o cne groma, namely the
shadja-grama, with 1ts” own shuddha and viknta swaras all complete
Thatas were constructed out of these swaras, and these thatas pro-
duced therr own “janyaragas”™ All ragas were based on a system of
twelve shuddha and wiknta swaras os a general’rule  There were two
leading shuddha scales in the countty The northem scale corres-
ponided with our modern kah scale, bnd the southem shuddha scale
was the modern Kanckang of the Karnahik system

. Querry —When did the Bilawal secle come to be adepted as the
shuddha scale of the Hindustharm muste system? To this question there
is no answer m any of the old Sonsknt treatises

In the Raga-adhyaya Pundonka begins by laying down twenty
thatas for the clossiication of his Jonya-roges  These thaics are

gerh Gy 2 A aufe
R WRAATTT LI EfirenE |
a{ms fFmremay fEfe: |
ARURER DR T e ||
AAT TSR ARITREEART I
The following chart will give the twenty thatas wath their shud-

dta and viknta notes The Hinduston equivalents vall moke the poest
tions ol the notes cleor to the modem students.

-
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. Towards the end ¢f the book, Pundarika takes nole of a féw
Persion ragas which he parhaps found mtroduced into the Hindustani:
syotem by the Mohamedan musicians. '

WAy qrAvEm var: qrEEmEn |
fqqal: FAAE: FEdafr qe i
WP AT S fam |

BT WG AT FIBIST GweE )
TR AW A0 AR |
wEIsf A e varent = @il 0l
frarment 1 20T e ges:
FET AR AT m?ﬂf‘«i faEme
qﬁm A AT R |
afmt gawret erersy g |

Fundarika haos no doubt dene a great service to the music scholar

by qiving these Persian melodies with their Indion equivalents. Pos-
r, the letalive case terminatian of the Indion rdga name is intended |
1o show thet the Persian melody is not exactly the same as the Indian

but that the two are {sunded on the same icale.



RASA-KAUMUDI

The author descnbes his place of residence and patron as
follows :

Tl Reagesuramia s ave: |
AgeEnATIne  aawdnaa: |
$15] STURSIRIMETS: HTEvaami ¢4

. Fis¢ AT Rgw. afiqaizo: |
TIFA: THY AT R gdqm |
F 10y FESAARANAT: qogaid. ||
iFgtaamrt FRwanfadoy fgad: o

" ¥ sFnyfreemt ogy wEday o
from this it would appear that the cquthor’s name was Sri Kentha,

and the book was written while he was 1n the service of the Jam Saheb
of Nawa Nagar, a town near the well-knovm sacred city of Dwara

The General Arrmgement of the Work.

The book is firsi diwvided mnto iwo khandas or parls Eoch of these
again contaans hive adhyayas or chapters The first khanda with which
we are concemed 18 called the Sangeet khonda, and the second deals
with Sahitya or thetoric The contents of the fist chapter of the first
Yhanda are desenbed in the following slokas

wiTd Aa% geRr gidy e |
qRk@ga €3 FIEeT R /I M
avrEsiRipifaaT: asedAivasy |
Rt ciRtech REFEEINECB]
seqry: s gafilia aTmed qof)
gy QA aopTaar mEeEmEy |l

Hvqry SR @7 9l ST
A ¥AT: YT . 89 ez

»
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qrnicazmeean A agagea: |
FERIFMIEFAT: RARAZHETAL ||
FEIRY ngram amssen §ug: |
Jeii wankd awmgaE: |

This is the usual qziysAg of the Swaradhyaya of all ancient
Senskrit writers,

Tho author then deals with the different subjects mentioned in
the last slokas in their order. We need not go into these details because
there he borrows everything from older quthors but puts the thing in his
own way. The descriplion of the sruti for instance is nothing more thom
a paraphrase of the Naradi Shiksha definition. The placing of the
swaras again on the srutis is the same as that of the ancient writers.

Thus ;

dlatmyfiitoe  agaaeragTar |
maR gz warn |
gpenfvel 5 sy ak |
siguaat adr wfy Feafiditea: |
REREV AT AT A |
gt ol wsd 8 fraad il
auw (isa: of wpde Adfd a )

A coya g gl dmat asiEt |
qui sl Byt aur gomar 4 )

The only wonder is that the quthor does not find any difficulty in
reconciling the definition of the sruti with the description of the swaras.
Sri Kantha. evidently recognises seven shuddha and seven vikrita
swaras which he describes in the above slokas. His swaras may be
compared with the modern Hindusthomi swaras as Iollows:

Shri Kantha's Hindusthani
swaras swaras
’. mm et > [ER) ! m H'-
AgE U ... v R 3E@ES .
ITE T e P i (¢
¥ RGN T e ¥ WS T
W AT T eee N g
§ 3Igfg or qad e § dFAGE T
L X U ﬁqi

w ST Q sre XN ]



O3
¢ 3T or yzq e € AIAA.
CIT T ... e % BT
te SCY .. s ts FIES 4,
k.. e U AIX A
0w EREf .. v 1R OETES .
vy FEEI A ... . 43 dix 3.
'y 39t ar-qaal . ¢ 7AT (.

The ancient gramas are disposed olf thus

TIAXAYHT TZAT GHIAT A3 |
AR agadtgargE: |

ggFAsyRaRt gEAAt Qg |
FRRIaRsagrng &fas: 32 1l

geam afq ad woqn gad) A9 |)

Whatever his reason we see that he recognises only one grama
ncmely the shadja grama On the subject of murchhana, tana, alankara

end prastara, he has hardly anything new {o tell us  There 15 no
evidence to show that he understood clecrly the funcuons of the encient

grames and murchhanas. Then comes the Raga Adhyaya Al music
wes based on twelve notes, as in the case of the other wnters

Ng nnfidTred &AW geg A |
onRgireg frnan: wwsl ggRaw |
wuet vOyA 4T R AEAAHA: |

33ray wret Ay sy |

In the Raga Adhyaya, he descaibes the Vina in full detail The
wires were tuned as {ollows:

Fiaiy a iR aevt amgAwEy |
qaRwigazey &t fFEegqt
rRTTE ghamt 9ge SxaerRy |

This arrangement exacily talles with that of Rama-Amaotya and
Somnath as will be scen later on  But Pundanka, tuned his wires in
the some way The placing of the frels is desembed in the following

verses  (Vide Pundanka’s Vina Chart).

\
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NG X Fnd: gRIqeri |
agnzad=nat 981 Reenaar aw g
fieon gum o, qa gt Bt |
M ol »
aFEalmfavay, agr d=ar gaifier |
HIGHEPPTINE ST |
TN gaify Aoy )
sEneafny aifiar g9 qar |
g5 qar gA: T8 qA9IAEGY )
LALHN asfifysemilon 7 @ |
Yol & sRuS gEen I gdiEa: ()
T RAGARS 77 @1 aguia |
g1 fZ4trn am=a A gaTa: ||
8a: Ao Rug: whas ga: )
YT 9d: LA FREIAEI: [ |
WUEN: & 934 igqr: &3 |
A g g gl 4 | &1
et Ja At dl gaeEea gae
A &) g gal dieRdiRE ||
QASTARRI: HITl: Fq ARSI FA
g1 T aeeaw aliy areafy )
qlg 1g: HMEA w1 FAAAEa: |
a7 araqn a=q1 fgenvrar dag |l
qagAT: NIl 14 @ |
qaia Tatasat agenivig f[Aoa: |
FEOAY QA= AEAIAGAAL |
qgg qreald |ilig wag: HAE: @ ||
qaq: qud: gEIIATIIATL |
Gz gE: qElEarg:Te ad: ||
q=H: qAIEied S AEEAA] AT |
qiiizarg @ig aXimg Iggin: |
SRERTI dan Aiferd @9 330
SrEeqamt Siar: 9mvg g9 g )



TR ¥ ity gt gasfyay |

o CTFad ¥ 9 i |l
Fafh) i) 4ol i S

wey airdAaivsiy DA gurEayg |)
AT w57 @l Ry @t

aleq WqY ACAMTE waa: |
ot Ro ot (EERACIETIRE (LT

Al g gafxesgaeq: |
vk gadn: mmaesuiialial |

AL FITE ¥nat adnanfad T &

These verses clearly show that Sn Kemtha had reed the southemn
autherities Swara Mela Kalemidhi end Raga Vibodha

The =afyfufy theory by which "antar” and ‘‘kakali'’ notes
were represented by «gg or g7 ma and g+ or g7 33, was known

to Sri Kantha, and he mentions 1t in lus work. In the southern
music system of the present day, the notes antar and kakah repre-
sent G ma and Jq s2,

The shuddha thala of Sn Kentha is Mukhari which celncdes
with the southern shuddha scale. The aquther says:

X YT 06 ATYHTTEE]: |
o e oS A AR |

He finds the shuddha scale, f¥wwas  but the Mukhen rega from
it, he did not find so easy apparently.

=gt ol O A wE
efAfgnsden swarvar gyEi: ||

The imporicmce of remembering the ZxaraE &g or picture of the
raga, is mentioned o3 under.

Wi 1A IIU’T{{&H [ .
I ERNECRHEC A
UG RN G A TSR (A
wen: ATveRa wXifT JT Q)
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Chart showing the nine thatas of Shrikentha with their Swares:—
Wi A ww Remi® e
s S _
par 1 aq {
LA 9 9 H
Ty 3%, 948, 98, 339, 389, 98 | @daagafrat
i - N = -
> LR EmaeTL g, 35, g aRe $eR | srdanaafrat
&A% A | M, (raias, 9as, gam, gag, Rykf, gam | @aaaefnFaf
¥ SRS |, g5, ean, qan, ged, gain, ek | edraqafrat
Y ZN l, §&4,  9@w, 984, g9, g5M, qam | OATRq@at
& et fl, GE,  SaW, gad, ged, fosilr ggar | @GaAgffat
vaaei |8, Dufan, qaw, gea, gz9, gE@,  gqw | MATRIg M At
§ .
¢ TEAM B, g8, WNRTE, 939, 539, g&i¥, gqm | ATATAAE
. - |
. Bty aifiaqqfqfaat
v i ol 9, { TR, Ted, F1F, qadl AT
ad. AgeIasANaRI
aqr ForYIH
 qardiy gal (@ ?)
I
L ) | g SRR A :
s JY JqE (A7 YTyl
1 m#w -n.. Lo oaE WT R n\n'z y TR v aFIH « 9gG3 & €Y o m%'m
; ¢ T & TANE G ({o) ST (22) aid). This is the ¥@ uae
of Hindustani Music.
3 o] v 47 2 mead) 3 Al ¢ WRdr « &gl This is the Nor-
thern Kaphi Thata.
m o ! FﬂZ
3 T wi :F‘{
¥ 1;[; e y oz g, This Thata will correspond with the Nor-
! " | thern Khamaj. . _
v T . fsme] 2 AzAmI ¥ gwuawe. This Is the Hindustam
Bllawal Thata.
3 UER ’ Tﬂ" AR 2 _qua:
w el RE-L11 1 8
¢ S ? HIHIE 2 EATIL
] & » EHL
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Explanatory Notes
srhi&gru Northern £iaz i & fius «

kgt " dali&daa

a1 & <R p ¥R & ss R

qaar, 998 & 939 dmgn fr, dman 1 & dmanu
Auf a0 & Agd & Xins 1 & Fma

Alter decling with the Raga the author proceeds to some matters
of general interest.

R faf3dan: Sy gEeSTgSTRa:
g qux d9t =ew sfeed
w4 UNTTERE am: gReaddan
BB T3 A: GRURgE g 0t
wil Ukgar 3 g aviore ElaEn

The author does not say which Rogas come under each of these
classes and why.

The Qualifications of male and female Singers are mentioned
os {ollows:—

TATANESIEHIgEYS! faminteaan |
miifisfaafraya@ymas it om ay
11 FFFEITXSATRRN: NEIL W |
sy FmRafug: sxfEar: gt o @i o
SRR LS aat L Lh i TR
NNETITOITERENR: TOARA |
NGRS R AT SR ARG |
siaatatifaafangu oR @t ofgy )
ATAIETE] TREEgEawIgTI RS |
et EliE: qEsAARANTT: orard: |
TEECMIBNK: WAUTAAT: SIETRGES: |
el wyw: gyl AaRE ayeEt v |

The different classes of Singers cre described in the fcllowing

CShlokas j—

CRIBECER G REE LRt R A
¢t @ g asug Rmvn: 4 IvRd i
guTt MIaEey g1 HIgEEITAA: |
RSyl vhe as: v
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AE B A (i W |
o ARG A1 WA 7 AgF:
g (d sfE Pixan sgoang |
i +frd fasw A aFw: gisbndmg |
7Y FETANT T 2AET T
) ?'1:! amig Femamy werasdl e
w{ avy dien e azafd @75 |
grr e fAanE: 99% § 99 ||
marfzy fowefi i A |
arsigrT: Ayt [y ataalEi |l
sy A waRiaadigd |
TR SIATAAE: HIST SAFIAME: N
v 1FaT 7 o ey 997a |
fing: o A AaEaTEs: |
1 uaiarezmt fangrmEd: |
GAlREd W gany egiga: 1l
TTEEE |
EFEgeae g R RETEar |
argifraeey sdagagEar i
GfagsiFaz:
et T T G |
el 91 TR al g @eent s |
71 e (e uneent g al fag: |
o v T e il
JERraRngE A SwEgen |
aSTTENEIT ga<el 4 A
SRR RT AT TIdl T9: |
Yqrepyifuan U RESTI 36
Shrikantha then describes the old zeuiT wguy of the ancient
writers and adds i— g
a&ﬁm’amtnﬁmfﬁﬁmﬁ l
apafy: @ foan At faan at@t ad i
et e I g Arad ad: |

qaremIenga Sgawedr ad: |
e that Shrikantha like Pundarika Vithala came

It is quite possibl
dency and then settled in Kathiawar :—

from the Southern Presi



69

The Works of Bhava Ehatla Pandit

We shall now proceed to censider the three werks of Pandit
Bhavabhatia, namely Anupa Sangita Viles, Anupa Ratnokera, ond
Anupantusha. Bhavebhatia vras in the zervice of the Rathod Raput
King Anupa Singh, the son of Karan Singh of Bikemer, Anupa Singh
was a contemporary of the Emperor Auragzeb Bhavabhatia’s {ather,
Jemorden Bhatta was m the sernice ©f the Emperer Sheh Jehen, the
great Mogul-Emperor of Delln 1t 15 quute possible that dunng the reign
of Aurangzeb, who was not over fond of music, the Court musicians
of Shah Jehan, got scattered and Jenordan Bhatta er his sen Bhava
Bhatta took =service ot Bikaner Bhava Bhaila in his Anupa Vileeaq,
mentions his family emd residence os follows —

AFETE [ AuEra fIEeRe)
BREREATLY werfda: wRhn i)
gd: 9T § U AwiayeR 91
g Reg gd A} W AR |
ENXNAEEA FRRAETAT (
qaralmgrg: Al nRwge: ||
Fett s BIyTEAART (AN |
R WA AW AAGT W@ ]
Rwil /@A wr: qgdr qEdf |
z: {3 WA $10 SIgmiEns |
aax wrrazfr iffd oy |
A% g @i adel ow svad |1
PEERICER oo A CL T el KA el
HanaghePaesam |
AEnEar{yzy v4eg aa: |
WmmAraflauerggRsad |l
of TR T fmeelEnt av |

1t weuld thus appear that the poet was bom in Dhavalpur in the
Abhir distnct, (Matwa), He wes @ Brehmin by coste end his getra waos
Knshneotra. His mother's nome was Swoapnebhava and his {ather's
name wos Janarden Bhatta  Janardan Bhatta was given by the Em.
percr Shah Jehan, the title ¢! Sangeeta Ra). Accerding o resecrch
echolary, Anupa Singh ruled In Bikoner frem 1674A D to 1703 A.D.
Bhava Bhaita's own title was “Anushtupo-Chekrovert:.Sengeeta-Rad.”
The whole motenal of the Swerasdhyaya of Anupa Viles hes been
horrowed trom the Sangeeta Ratnokara of Sharong Dova The cuther
does not give us the imprezsicn that Le clearly Icllowed the thecries cf
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the Rainakara. He quotes from several other ireatises both cmierior
cnd subsequent to the Ratnakar. It is said by some of our modern
scholars that Pandit Bhave is more of o compiler them on original
author. To some extent, I think they are right. In the Anupa Vilas,
the author, after describing "Nada'" and "Sangeeta” in the usual way,
copies the whole of the {¥Sigfinain from the Rainakara, under the
name  H{EIETEET, Next he deals with the theory of the preductions
of 'Nada'. Then comes the description of the 22 srutis and the swaras
based on them. He brings in « lot of unnecessary detail from the com-
mentary of Kallinath too, on the sruti-swara, Prakarang. Srutis are
divided into two classes “gatraja”, and “yaniraja”.

SETTE AR g sRER g )
gead qEeEe  IXAEy aqr |l

The usual dr, Fggd, ual, 5¢q) | and others are the ‘s’
Shrutis; the Shrutis are,

fama) (AT CFEdAgsn | Al
el S _ | e
aFSt g i s
gy ABFHIRN GRS
sl it Q|
THE giaar g
SN ELIT! B
qe1

The distinction between the sruti and the swara is attempted to
be explained by quotations from Parijata, Ratnakar, Sringcxrq-har, ond
Raga Kutuhala. It is not necessary to go into these quotalions ’hr:*re.
Fach of the seven swaras is then described with its picture, presiding
deity, "dwipa,” in o wedlth of detail, of herdly any practical us:3.| The
definitions of ‘gramd’, ‘murchhand’, Yjoti’, *varna’, ‘shuddha tane’, huta
tana’, end ‘alankara’, are all iaken from the Sangeeta Rafnal:.arf:t
and the Parijcta. Sharangdeva Pendit in the description of his vikrit
swaras has used the term ‘chyule’ and with reference 1o i, Bhava

Bhatta says i—
AWE AT JIARNE F9 TG4: |
<gqenfy #4 qEqegae qraaa |
U AFEET Mt |
qESH GOIEET gEEeAd T A ||
fraam gk saam 9 w99 |
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This only shows that Bhava Bhatla was unable fo follow the
music system expounded by Sharangdeva. There is reason to belbeve
that the suddha thata of Bhava Bhatta was the same as that of Pun-
derikea. It is no doubt extremely difficult o find cut what was really
the cuthor's own system. | admit, he adds in some places the expres-

sion fing to the quotation But the question what wes his own system
of music still remens.

f |
On the question of the vikrita swaras, Bhova Bhalla says —

prefiTar @ Tz} a3 gun s alAg: )
g7 &ghtn aga qRA sawaaa: || R |

giley @ dia s wread: |

All these lorty-two wnkntas, are based on the twenty-iwo srulis
which form the basis of the system  We have already seen that Aho-
bala had twenty-nine swara nemes Bhava Bhalta goes o step further,
cand adopts forty-two swora names Strangely enough, he omits to say
cnything about these wikritas in his raga descnphions

In the Raga Adhyaya, the Pandit begins by mentioning the 234
ragas of the Sangeeta Ratnakara by name end then tumns to those of
the Sangeeta Parijate. The “upenga ragas” of Bilawal, Kedar, Goun,
Punya, ecnd so forth deserve notice On the different verieties of
Kanada, he gives us two excellent Hindi, “sawas”, which are —

A @ G g% By NIAER1TE AWE I[
el awRiE e Refs § e s |
{7 At (S wvgea ¥ g safedgrar )
A MBS HIR AT AR GIHERAME] |
gRsgaRETsiEiT fgsema T 1
fnfE A aaafidl W3 sreRgAmaE !
WAl A FAICAE KGT gl sum § |
queR1 sy AR b Remfiamy i |

These two verses throw o good deal of light on the Hindustheni
varieties of the Kemada Raga

In the Anupa Viles, the Pondit deals with about 70 regas, In
definlng each raga, he quotes the opinion of the following treatises :—

(1) sfaamst () el oftam () &did o () a¥manmers
(%) TTRARY () IIFT (o) A (o) wrrafiiy (8) sxmemEy
{ve) UNfATN,

1



He leaves his readers to fi Th
3 s oI5 ind out the 5 .
of the Ragas for themselves,  the Thates and the Swaras

We have already discussed some iti
i ‘ ssed s of the authorities of Bhava-
bhaita, The Ragas described by Bhavabhatta in the Anupa Vilas cn'e:-

;f:r;fr g:i::ﬁam i :;cnaﬁ i:amm

: B ECo A
TG LT T é WY W ECIE R
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{_;?.8 | ; AT AT I 1% e
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At s b fgee ETIES
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e oA SEal gad1
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Setdl famTsd R

V/itht tha exception of
the quthoritics quoted by th
and it will therefore not be ve

the forms of their Ragas.

In the swara adhyaya of
n the question of srull,

nothing criginal o
He copies almost every

{iong, vamag, cnd
geeta Ratnakara.

under.

alankara.
“Alapti”, “dhrupada”

e author hav

Anupa Sangita Ratnakara

qiETRETRI ARFEIEAI |

TRy aesagArasTagar |
3y FaqE &I l

TR PTATIE RO |

fragaIEad RAGFA 1

the Rafnakara and Sangeeta Darpona all
o been discussed in this paper
ry difficult to determine the Thatas and

this work again, Bhava Bhatta gives us
swara, grama, murchhona,
thing from the Som-
and “quada” are defined as



SIS AANT PMEYIIRAT |
qRiaE AEYE EEgIE T Al
sRTT 77 T oA
FEITAET AL HATE TAN
oY 3T IEY |
HPEIRE L ELTUL GG
gRmAEnaeT 479 gRAge il
Fgarsrent T a3 ASEq e |
xqasRikegamat #s7 fau: |
enwglamia gars: anafdd: 4

These delinitions may be found somewhat interesting cnd in-
struchve. In the Roga Adhyaya the varieties of some of the popular
ragas are enumerated as follows —

AyFIZARRTNGTT: PRYASYAL |
SERIZISY FISTAILEAIRATLT. ||

EIMNEFAIZT T SAMAILF: |
AYRAEAREY FUNATFEIT ||

Jd: ARATIET qd: FAGTEF: |
FaATTY fTRTEAET §HAans: ||

SEAAEE: [RIAMT: FOEAES: |

PwonTR ST t A )
IEEdrmy w9 e aa |

TR F4iLs saEisggds. |
TGS YRAREaLa )

qdt qREEEIE muUTATEEd: ||
PRI T EEEa: )

HETESE: eTRaiETaa: ||
§9: TN IO | FRTER 9AET |

Then follow the varieties of Kalyana, gwqm, fendh, dist, a4,

e, W, s, ¥, Ao, @b, T, g, T, Sed ae It will be
useful for the music scholars to make an attempt to collect and

preserve in a central place old songs of these varietes from
the hving artists in the country,



All this will show that Hindusthomi music was going through
wonderful changes and that there were great artists in those Maho-
medan times. I only wish Bhava Bhatta had taken the trouble to care-
fully define or describe all these “upanga ragas”. His omission has left
us, no doubt, in a very unfortunate position. It appears he was « great
admirer of Pundarika. In the Raga-Adhyaya of Ratnckara, he has
practically adopted the raga classification of the Raga Manjeri of that
vrriter. He says:—

deiniflaueiat FIRGZAZAL: |
-

ARAERETEr AR qa: 9u |

gAREAFE Bl iReRE: |

JITET T FE: § FAET RIS ||

TRUERRES gall @i |

gagt  asdsgoTal T garay ||

JG 9§94 19g EFIFARE: )|
Then these thatas with their proper swaras end their jomya ragas
are faithfully copied from the Manjari. Be it stated here that Bhava
Bhatta does not conceal the fact that he has copied these dll from the
Manjari. He then gives the definitions of some of our popular ragas,
end while giving them, he cites as authorities the opinion of other
gromthas. All the three works of Bhava Bhatta are printed and pub-
lished now, and so we shdll not go into the details of his ragas. We
have fully discussed almost all his authorities and so the swara and
other details of these ragas will be easily followed by the reader.
Bhava Bhatta has added hundreds of old dhrupadas under the different
ragas. But as they are not set to any notation, I have not thought it fit
to include cny of them here. Many of these no doubt can be fitted to

music by some of our eminent artists.

Anupa-Ankusha
This is comparatively o small work. In the sruti-swara prakorome

the author saysi—
aftarar: qu =ify sRawn: g9 7 9 |
qfemar: ot A TR S 1l
quw guF dF Red a9d Way |
gatd aned @rRd WEAT waq i
dmiEy g Wl SFRSAT qREEey |
TEE R EIFR waaeE
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affrR=ads den @Ralda

The sruti 1s defined thus'—

VR UAMRRISOA (31 |
Ry Tereasn i afdat |

The ancient vmiters are fond of dehnng the sruti a3 a sound
devold of "anurenan”. When a shruti has the "anureman”™ added to 1,
it becomes a swara I do not think they had any clear notion of thus
hne distinction This leads to the cquestion what 18 "anuranen” Some
of cur modem scholars, read the modem "harmeonics” inte that anment
term. I do not think, of course their view 13 nght The ancients so {ar
as could be judged from their wntings had no knowledge of cur modemn
harmonics, "Anurenan” accerding to them was nothing mere than a
prolenged ©or sustamed nele Pondit Kalbinotha I think, in one ploce
calls 1t “prahdhwani”. In the vadyadhyaya while desanibing the dil-
ferent “'guna’s or qualties of gz ugiq in the g Sharangdeva

SCrys —

e gwar e ag@l |9 |
FNES FMed § A an ||
froamd wEEA qigd |EEEID
mzdfy Ton: Ao geEk gl )

Kallinath explains the “anuranan” relerred to here in his com-
mentary on the Ratnakara, at page 251 A 'nada’ aocompamed by its
“emuremen’”, he calls y¥ymaiz. And says -

Bruey deuRd, ufex) rRass: | W |

This evidently is not what we understand by the modern Har-
menics.

In the Raga Adhyaya of the Sangeeta Anupankusha, Bhava
Bhaita adepls the clasaiication of the rages qiven in the Sangeeta
Darpana end without taking the least troukle to golve these rogas ac-
cording to the delimtion quiven in that book, ales under each rega, the
opinions of Sangeeta Pamata, Hridaya Prakasha emd Rega Monjort.
This is no doubt unpardenable and even misleading But we do not
know what the molive of the cuthor really wes in rezcrling to this
procedure ond so can glve no further explamation. To iHustrate —



AMSAARH qea1 EHATOFEIE |

A WEAFST  GsgTHad 1)
FAia: FFAT RS SaFeadr |

AR 9 Wry gy gEar: @A |
FequifdTEi= et T aule |

dadt g9 i e a<iEn )
St gamEd M g FFET ad |

MERNAFRHEr Fi0a: 47 FHare |

% % %
a1y ¥ |
NRAT—RE g RO T AR e |
quisl g 11 WAl Fiver S ara: |
EEIsI—uqul Wa: Sl MARRE gee
AR —NEAT A a: SR gaR: |

NT JIAI < |

NRAT—A AR W A< FSAT AGATRH
% @O S RATEr g |
Iy giatE g foare weqandE ||

CEAAFRI~—W ARG A T5dt AAGH ||

This procedure is most ridiculous. It certainly is not such as
would enhance the reputation of a scholar, who adds 1o his name the
title of “Anushtupa-Chakravarti-Sangeeta-Rai”.

Many of these definitions will be confradictory and leave the
reader at seq.
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SWARA -MELA-KALANIDHI

Having hnished the leading cncient authonties on the Heorthern
system of Music, we shall now tum our atlenton o those of the
Scuthemn systermn. So for as I can judge, there are only five ol them
which deserve special attention and these are —

W wenAf, gafidia, aiiamugd, 9gEase and gnegny

It 1s nghtly cleamed by the southern musicans that theirr music has
kept a faathful touch wath therr anaent works [ do not think they clam
that they sing the music of Sharangdeva now But I do beleve they
will be in o posiion 1o show that their music has a long tradiion of
three or four centuries behind 1t Some of their ragas, | am told, have
lately got mixed up with cur northern cnes But these do not alfect the
great system which they have inhented from their ancient wnters The
first southern work which we shall take up for discussion will be the
Swara-Mela-Kalanidhi. This bock was wntten by Rama Amatya in
shaka year 1472 corresponding with 1550 AD The date of the work
as given by the cuthor is as follows —

% axgugulagelmeisy ao |
2 wigmaif fidzat o geat fray |

According to this the actual date comes to be Shravan Shuddha
10th, of the year named SADHARANA The work, therefore, is more
thonm 350 years old Barnng the commentary of Kallnatha on the
Sangeela Ralnakara, no other complete work s at present available {o
show the development of music between the Ratnakara and the Swara
Mela Kalanidhy, end we are therelcre not in a positicn to say enything
delinite about the music of that peniod There is, hoawever, some
enidence in the commentary of Kallinath to show that he was a southemn
musician and that his music system was not different from that of Rama
Amatya, and the other subsequent wnters We shall come fo that point
aller we firush with the Swara Mela Kalanidhi  Rama Amatya divides
the book into hve chaplers, namely:

{ ) IGTTE KB (R ) TFT BT () AT IGF () RS TFOT (%) UTIFLL,
In the swara-prakarana, the cuthor afier dividing music into the two
divisions “"gemdherev” emd “gona”, dehnes these technical names thus:



ARITHIGP A6 97997 |

g el Rgest 9 a9ed |
7Y aFEFRY (HT sgonfaay |
QafiumiEy A agiH ad@T |

Translation—"Gandharva” music is the music that has come
down to us from times immemorial. Its only object is the sclvation of
maon. It is sung and played by the Gandharvas (celestial Musiciems)
only. The music which is composed by our learned men cnd which
has modern rules and which is expressed in deshi ragas is called
“"gana”. It is intended to please men. -

Observation.—The suggestion is that all the ragas which we
now sing will be "deshi” music only and not "margi”. The rules of
“"gendharva” music were most rigid and could never be violated. Not

so the rules of “gana” music.

a9 BEGUET TIT FILT |
99 SRR g9l 9 Fad |
TEAFEIIIT a9y SEATITH |
IS B&aEg (S| J9 ST N
qERIZETITAT WA A% 7998 1)
The author has evidently taken this distinction between Gon-

dharva and gena from the Ratnakara. Sharemgdeva in the Vadyo-
dhyaya of his Ratnakara says — _

A SEYIAAT TeEoga q=aq |
qEIBRATE, A9 T34 ||
The author then proceeds to the twenty two srutis and the seven
shuddha swaras. He does not name the srutis. The distribution between
the srutis end the swaras is the old one.

a5 gaydl gss: agegiged aas )
aay ag+qf nlanadiEal § a9a: ||
dua: agazlg dadr Eirgd |
gifizal g FmE: T glftde @i |
Ty GSARY: GEEE: YEN TFfar: |
Hoaisy agaad a9 9gaw |l
Rama Amatya recognises seven shuddha ond seven *:rikrita
swearas. The importance of this work to the music scholar lies in the
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fact that Rama Amatya tnies to connect some of his 1deas with thoso
of Sharangdeva About his wnikntas, Rama Amatya says as follows
He enticipates a question emd answers it thus . —

T GATRY WEALET Rran o
ERAAT ¥y § g 885 Flwareaq il

Translation —Sharangdeva Pandit in lus Ratnakara lays down
twelve wvikrita notes How do you say they are only seven? Answer —

g SYIFT 15 TEWAMRITAG |
TEIYEIT W BEAAT Sl 1)

Tramslation —True, technically specking there will be twelve
wvikrita swaras, but there e as a matter of lact only seven wnkritas
really distinct from the shuddha swaras

Observation —He means to say that the remmning five are only
different names for the shuddha sweoras.

The test of a viknlg, laid dewn by the quthor is—

aan i Raamrafrazg: avifa:

He then shows, how some of the viknta swaras Iail {o satsfy the test,
and need not be recognised os separate vikritas

TIITRARACT YA 77 ey |
a1 Avw: grragAm fizt 937 1
AT At figdr 7 gumig |
Predr Yaar g waamfinead
HRR YA NTd: d9a5g T |
ATAET gy i KA 599 0

It will not be permussible to go here into the reasoning of Rooa Femd,

becquse we have omilted the Sangeeta Ratnakara from our present
discussion,

The following chart will clearly show the positions of tha adude™e
and viknta swaras of Rama Amatya.
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r

With the help of this chont, the following descriptions of the
wvikrila sworos could be easily Iellowed,

agmt framt g 8ike s wag
Gk et VRIS cHEN R ETTTH D!
Ty gl nGsAwiag 9% 9

o alurtmdienrt ol e |

These wre, says the cuther, the real seven wkntg swares cf
Ratnakera. His own wikntas, corresponding with these would be the
following \—

R Eer] evdl (ATRds wifda
<gagzaimmiond soe fiding o
AO] KRN AtEE e )
sgaaeiRAtarewsen fgng ag i
HIAAARY T KOIRA {
R FWE A WAIAR:

Roama reloins the remaning four Vikrit nomes  grgpm wiaw,

s nhary, Afuw B & s fooe

Following the modemn practice, he gives some parallel names
for seme of his viknitas,

axsy gl gralenamRiugg )
LR CRACER R G L ol
o mareniestA Azl 5
TATIIANA: SFTEET: QTUE R )

The some recsoning is to apply to the nete dhaevete Thus lour

new names come in  tlamely — (1) q3ul ¥ () 57} w10, (V93
a1 & (v) wraiy Gsa.
It will, however, be seen thot these new sworg nomes do not reslly
increacso the number of the vikntas, because they are cnly athet nomes
for the old swaran The fourleen swaren of Rama Amatya, tharelzre,
ore - ~

-
A



WS FRY T Rgenl e Buropean
(1) 527 w7 Te 92" C
(R) 9% Fuq TS YN hD
() 3Z 9K or dayR Fuy ek D
(¥) |rarw aitar or wrafy wow FiA® T bE
(W) =¥ aifan g aitar E
(8) ~Td agqw s Not necessary
(©) 9% 7egq TS, HeqH F
(¢} =ga 497 qeqy IRt I#
(2) IF 99% 9% 999 G
(o) 9% 8qa P §aq bA
() 7% fUig ov Y94 A7 i Haq A
(22) ¥ A or 9zHRA frar Fas 1391 bB
(12) FFH frar di fag B
(X¥) <ga 937 [9R Not necessary

I have dlready suggested that the music system which Kallinath,
the commentator on the Scngeeta Ratnakara followed was very necrly
the same which Roma Amatya and his successors followed laier on.
In proof of this siatement, I would cite the commentary of Kallinath
on the Shri Raga of Sharangdeva. There Kallinath says :—

sgAingaEREuatndal o5} salamt sgafaEt oRgrmeyen: FFE )
87 FATEAIIEREE | IMEIErnalsaieaamael 1t asraReeey
AEAAAAIRT AOYSARATHI AT WEART ey, womsnaiaa asanddie
pIial T qeASTHRY [ET AU OF o{Hl SEeYulaEy: | a9 #FEid-
SOERmAE: | FEgEReEd guaaderd dIneelaad  seauatail
at grveegar | RealwmBaEt agaey  qeagiigmeg, SERahehg f
YficaEmarkiaRegeRaim  Bgha  sEiEresh TSR RATAEA R
ERRCEIUT FusaRaaay | au sﬁqmaazxmxmtmmﬁnmwa 4%
aqsaid a7 Sraftay | aideyr s 9aey Sghada g9 gwR fEash
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X7 Ao gadT Adla: || sNTe eud qyangladl evy AT Syl d |
gy Ao WS TENGiR mr endigal uig e
at g0l | ARFTTasIaT 7g, @i MAginizga:

The rest of the commentary 15 unnecessary for our purpese The
portion cited here shows that only one grema was practeally recog-
nised In the hme of Kalinath Al the murchhenas were started from
the madhya shadja The dilference of the two panchamas 1 the two
gramas was ignored In the definiton of Shn raga, altheugh shuddha
ga and shuddha ni moved cne sruli higher, the next lollowvang notes
ma and ni remained stationery and thereby violated the shastra rule
which says that in such a case they must become chyuta In the cose
the ri and dha remain i{ﬁ:gﬁﬁ} but move one srutt up All this indicotes
o o careful student the fact that Kallinath followed o system not unbke
the one followed by Hama Amatya end Somnath  (Quaere —Woas the
music of the Sangeeta Ratnakara actually practised 1n Kalhnath's tme?
Did he fully understemd 11? He wrote his commentary nearly two
hundred years later, We all ¥now that Kalhnath was i the senace
of Raja Deva, Raja of Vijayanagar, about 1412-1425 AD and wrote
his commentary at the request of his patron )

In the second chapter or prakaranca, Roma Amatya desenbes his
ving with his shuddha and wviknta sworas  The fellowing chart will
clearly show how the four wires of the vina were tuned end how the
frets were placed under them .~

T8 B, &1 T q q¥ Al asor Bridge
*JA94% 8§ 2. & T 9 ‘ o | maed
g9 a.4 w3 q.9 fraly etl}

o /LT T ERTE | amory ghT Ay

g.f |vanqwa |weegg @ qgameman | <l

T q% & g W g q q3x aill
qarsa A | wgadaw | 7. {i 1 "GAGIH | T o

Xaad) | sxerddhi o w9 ey | wguzErddl
{x) v (2} Q) —

The tuning of the wires is described in the lcllow,ﬁg'm- C

L



STt IR GIANIRANR AT |
waun: ey et Hagi g
gainet dfwat dxagd v )
TR 257 §et Sget Agavyay )

The Swaras produced by the six frefs are described thus —

NMUITAZTZIER AN AAT 741 |

AU GIRT TarEn qqnid Raifar )

du=at gralaufas waens aillar |

qaims MR s g3gsgl a1 e |

A Framatait & |l g
wgseralaR: gEEsTt aun wag |

arasalien gl AR g |

fHaen 9qd=17T am enegd @Rt ||

qYi A @Y SgRdHARew: | g §. %

The notes produced by the different wires on the six frets are
clearly seen in the dicgram, and so it is not necessary to cite the re-
maining verses here. Nor is any translation of the above cited

VOTSOS NOcessary.

In the mola prakarana, Pandit Rama Amalya lays down al-
together twenty thatas for the classification of his janya-ragas. The
twaonty thatas with their shuddha and vikrita swaras are as lollows :—

L

ATRAGNATTASH, 989 FRW
adq gawey gafias sl 0
gaBTNEEY U ARG |
qi{TARTSY fs! RsFd 9 {l
FEUAH TS TARINSFISIH: |
Yo FuilieRy QEAG d3F:
MENBTHT AAFHTIIH |

5 QeI (Rawe W@
FEaAETEET ASweg TFaa: |
Fosied JaEiReeaa: ||
W@: arEFUE aged 39%: |
grgvaiey stAMmsstd:
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The author then mentions an interesting difference of opinion
as to the number of yrsms Thatas. He says:

efagy frofade ik wgfifar = |
qag g vt 3 2eEaan |
nigEatEEl: @vEd g gu |
qEls AawET §e: eyiafdda ||
AR T FEELTE TR FRA |
rggRsganiaREgaTsaenEE: |l
o f2di: qEisT Rl qI5TEAL |
A% gAMRY: 9 gafivs @ ||
Friiaierdr dSt gugy wga il
qaRsifraent #Rd siggfion §
sEqag: 447 FFEl Alavee: |)

Tremslation —Thus | have descnbed the twenty Thatas of the
Vecal musicians Now I shall state the two opimons of the Vainikas
These who belong to the Lirst qiy (peaxty) say that the notes gt & FIFH
should be recognized as independent Swaras & the number of Thatas
should accordingly be accepled as twenty These who belong to the
second gy say that the notes *gg nww alar & g s3@lAaER
should be recognized as good representatives or substitutes for the
notes &3y & &1, ond the number of Thatas should be hiteen only
According to these last the list of Thatas given in the book sheould stop
at &mn‘?&s, which is the fiteenth Thatae They go further & argue
that even Sharemgadeva, the author of the Sangeet Ratnakara, meant

the same thing when he smd that the notes 31 & %1%t should always
be used spanngly.

Observetion ——It must in faimess be stated that Sharangadeva
pandit though he does give that adwvice, does not expressly say that
WA W & wq@ W should be used as substitutes for the 3@y & Fre
notes In his own Raga defimtions he says nothing about the g

Swaras but freely uses =xat & ¥1¥d). Rama Amatya says nothing
in explanation of that in his Swaramelakalanidhi.



RAGA-VIBODHA

The author of this Semskrit work is Pandit Somnath of the Andhra
country. The date of the work as given by the author is the shaka
year 1531, corresponding with 1610 A.D. It is considered to be a work
of great interest in the Southern presidency. There are several features
of the work however, which will make its study no less interesting io
the Northern Musician. A careful perusal of the book will lead the
reader to conclude that the aquthor at some period of his life had come
into contact with the music and musiciems of northern India. A mere
glonce at the table indicating the shuddha ond vikrita sworas of
somnatha, will be enough to show it. The nomes emd descriptions of
the ragas again will further support the view. In the Raga Vibodha,
the reader will find some distinctly Persion Raga names, such as
Husseini, Navroj, Zeeluf, Erakh, end so forth, referred to.

The important points in connection with this work for considera-
fion will be:—

(1) How mamy out of the 22 srutis did Somnath use as swaras
in his ragas.

(2) How did he place his shuddha and vikrita swaras on the
srutis.

(3) How many thatas did he use for the classification of his ragas.
(4) What was his classification of the jomya ragas.

(5) Will amy of his raga definitions be useful for the Northern
musician.

I may state at the very outset that Somnath like all his pre-

decessors whether southern or northern recognised the wellknown

twenty two srutis, which again were the same as those of the older
writers. The orthodox rule for the location of swaras on the srutis,

was dalso accepted by him. He scays i —

reSIAATAR FTadaReTd R |
segfirerea gt @ ® T @ g 9 4 fy gassa: |
Jutaa: HAGI A0 VAT €A aATIT: |

fram ggan: gen oF aiEai: &l

These verses speak for themselves, and we need not discuss
them cny further. The placing of the shuddha swaras is described thus:



galat e aig ageat wdl Tt |
agzd) fdFeiy 5 @ w3 wad 4

Evidenily, 4, 7, 9, 13, 17, 20, 22, were also the "adhara-srubs” of
the shuddha swares of Somnath, The methed adopted by Somnath for
plecing the twenty twa srutis on the key board of the ving, differed trom
that of Sharangdeva pandit.” The latter put twenty-two seporale wires
each representing & srufy, on hus vina Samnath put twenty two frets
under the wires of his vina emd made them produce the intended twenty
two srutis  The ptinciple of determining the srut was the scene in both
cases. The whole length of the wire produced the fundamental note
‘mandra-shadje’, and the frets below the wire preduced the remaining
grutis when the wire wos pressed agamst them

wRTRERnar 59 wHwoR (697 )

qeqy: gear: argisy S vlngewaen:
4%} gkgpdieaus 6/l o |wegy
maddrge: yav: o w vgaanat 8 )
FINTraniy € ¢ ¢

“gRmrEaRs, M At Reoa 9ar 7 onaan

These points of Bharata ond Sharangdeva were stnctly followed by
Somnath also We cannot say for ceriain whether or not he understood
thelr real sigruficance. Perhops he did not. The verses may be irans-
lated thus :~The first wire should be tuned 1o the lowes! possible pitch,
and it will be the hirst sruti  The next three should be se tuned that each
will be a httle higher than the next preceding one, {Thus there would
be four wires on the key board) Next place twenty twosmall frets under
the fourth wire in such a way that each will produce a sound a Little
higher them that of the preceding one, care being taken to see that
betwéen any two consecutive sruti sounds, no dissimilar “dhwani”, or
sound is permitied to appear. (The cuthor meoms to say that the ratio
between emy iwo consecuiive sruli sounds should be the same off
through ) The fourth wire will produce the sound of shadia Amonq
the krets, the third will produce rishabha, the hith will preduce gandhora
and so forth  Compare the stotemen) of Shorangdeve —

Yy dxAnsar Fareeiagare )
Aty EreaddRee Ty |

The tecder cam ecsily seo from this that these emcient wniters censidered
their srutis to be based upon a stendard srufi ratio In other words,
they understood the srutis, to rise in pitch in gecmetrical progression

Lo
A



Pemdit Somnaih then proceeds 1o locate his vikrita swaras thus

tR adE: 980 Bwar a8g aka agam |
grandias g gt ey A qeq |
Translation—Having described the seven shuddha swaras in this
way, 1 shall now mention the seven vikriia swaras in this way by their
names. When shuddha gandhara takes the first sruti of ‘ma’ it becomes
sadharana ‘ga’, and when it takes the second srufi of ‘'ma’, it becomes
antara ‘ga’.
M 7 TRy goys! aew 9l ¥ & |
A g gaane gaagdaRaan |
Translation—When nishada takes the first sruti of shadja it be-
comes kaishika 'ni’, and when it stands on the second sruti of shadja,
it becomes kakali 'ni". When the swaras 'ni’, 'ga’ and 'ma’ rise to the -
third sruti of the next 'sa’, 'ma’, and 'pa’, they become “mrdu sa”,
"mrud ma” and "mrdu pa’’ respectively.

Observation.—The term "mrdu”, it will be seen, corresponds with
the term “chyuta” of Sharongdeva ond Rama Amatya. Pundarika

Villala used the word “laghu” instead.

Somnath then discusses the iwelve vikritas of Sharangdeva and
tries to proves that in spite of the use of twelve separate swara names
for the vikrita, Sharangdeva really used only seven vikrita swaras,
which were the saime as those he himself used. There were some more
vikrita names in use in his time, and the cuthor referring to them says:

Rl geafamadad g5 99 92 quaa: |
2y sfdtetd T 9z qar aadn |

Translation.—In the modern or deshi music we sometimes come
across 'ri' and ‘dha’ swaras with four five or six srutis, And these are

known as Tq:4RF, 4T3k, wwald T & 999
These notes are the result of 'ri’ and ‘dha’ rising through the srutis
of the next following notes wfaR & [HAIR.

Observation.— 7g:37ia® R, (987F { & 724f0F ® would naturally
enter the intervals of gandhara and maddhyama. The reader will here
ask “Are these new vikritas added to the seven already referred to

by the author,?” The answer is
gfa g Gty TS O frsan GFEan |
TR T, SraReTa qzgfa:
ﬁﬁqqam qrerdll ¥ FATEAA qzifadl ag |
s Raaui s7agad gaar: @E |
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Translation —No doubt three more viknta swares will result from
this arremgement, but it will be cbserved that pancha sruh 'nn’ end shat-
srutl-ri are in no way different to shuddha 'ga’ and sadharana ‘ga’
already noticed The same chservation will be maode i the ocme
of 4ugf% v & wyyf% v which are no cther then the sounds of
shuddhe 'ni’ emd kashuka ‘ny’  Although this 13 so, it is conventont to
tetenn these new swarg names in prachice Somnath then compares
these Just named wiknlas with these of the other music schools which
use the wakrita terminations 'tivra’, hivratorg’, and tivrotaema’ He says

dimrgiid waaiira or dmat:
a2iawd draR A 9t @ iy )

Translabon—Tivra 'ri' 15 qgfs {, tivratara ‘n’ 13 g3y R
and tivratama ‘r1’ is the same as qiy@% ft The same reasoning
applies to the case of dhaivata; but the author adds qt ar quripy
that is, these vikritas cannot be used indiscriminately.

Observation—The commentary on these lines 1is rather
interesting; qf @1 qurdigy | @ 4@ § IRE dmw dr QT Em, e
there will be no ggafi v & 994 1 or ¥ %q 9f 71s the same as
T a & Qg misgyA.

These are independent names These notes take no other
f#w or names 1n practice. Then again g 4f « is the shuddha 'ma’
itsell and qgewfz 7 {s never heard ofin practice, LeatE R {3 no doubt
allowed but it will be called tivratara ma and not tivratama ‘ma,
which name would have heen more proper. The reader may
compare this reasoning with that of Lochana and Ahobala with
advantage. The author defends these new ur; by citing a text{rom
Ralnakara:—a ¥ wifv faml  awogfioddea fanaal $3:08gedis
QEATETAY wetat Rsey, According to Sharangdeva hzmseif —
TOEETERAT  WREIN ] WA CHIOIEEErIAR  SxtediNaAm 9T,
Somnath means to say that although the aoncent authonties did not
allow 'ni' 'ga’ cnd 'ma’ to nse upta the third srutis of their respective
succeeding notes, tho actual fact was that these vikntes were found
in practice That being so, their use must be Justhed by the  ITagwgy
process That is by saying that the old “mrdu” places had only taken
naew noames,

The quthor then further supports his ergument by showing what
other writers under sirular situctions did

A% & eyl ¢ wgs wir fanemey |
i e v et IER St LRl



randi Somnath then proceeds to locate his vikrita swaras thus

tf agm: 3@ fgar g ake agaE
grareriaes gfd gl wer 4 e )

Translation—Having described the seven shuddha swc;ras in this
way, I shall now mention the seven vikrita swaras in this way by their
names. When shuddha gandhara takes the first sruti of ‘md’ it becomes
sadharana ‘ga’, and when it takes the second srutj of ‘ma’, it becomes
aniara ‘ga’.

R T FeTy aeF 9 4t § 5 |
A a9t gRan: gRagdEgRRysr |

Translation.—When nishada takes the first sruti of shadja it be-
comes kaishika 'ni’, and when it stands on the second stuti of shadja,
it becomes kakali 'ni'. When the swaras 'ni’, 'ga’ and 'ma’ rise to the
third sruti of the next 'sa’, ‘ma’, and ‘po’, they become "mrdu sa”,
"mrud ma” and “"mrdu pa” respectively.

Observation.—The term “"mrdu”, it will be seen, corresponds with
the term “chyuta” of Sharongdeva cnd Rama Amatya. Pundarika

Villala used the word “laghu” instead.

Somnath then discusses the twelve vikritas of Sharangdeva and
tries to proves that in spite of the use of twelve separate swara names
for the vikrita, Sharangdeva really used only seven vikrita swaras,
which were the same as those he himself used. There were some more
vikrita names in use in his time, and the author referring to them says:

fioah: quafgaga g5 99 9% auigad: |
ey et 7 gz qgr 1ag: |l

Tramslation.—In the modern or deshi music we sometimes come
across 'ri’ and ‘dha’ swaras with four five or six srutis. And these are

known os F:%, (9URF, WEART T & .
These notes are the result of 'ri’ and ‘dha’ rising through the srutis
of the next following notes g & {915,

Observation.— ag;gﬁm R, d94fF it & gzgfas R would nqturally
enter the intervals of gandhara end maddhyama. The reader will here
ask “Are these new vikritas added to the seven already referred to

by the author,?” The cnswer is
2fi R GmaRT TS O g Al |
GG, SR 9ZAfaF: )
Rt gu aredr T ST GZEE |
(e Raaamt sgagad qaar: @8 |
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Tremslation —~No doubt three more viknila swaras will result from
this errangement, but 1t will be observed that pancha sruti ‘i’ and shat-
srutt-ri are in no way different to shuddha ‘ga’ and sadharana ‘ga’
already noticed The same observalion will be made m the ecase
of tﬁgfa!ﬁﬁ& q2gfiw ¥ which are no other than the sounds of
shuddha ‘nt’ and kaehike 'ny’ Although thus 1 s0, 1t 13 convernent to
retamn these new swara names wm practice  Somnath then compares
these last named vikritas wath those of the other music scheols which
use the wirita terminations ‘tivra’, hvratere’, and tiviatama’ He says

Aimug i qaufiFa qF disat |
TZAAFA diAan T 9 a1 quEra |

Translation—Tivra 'ri' 1s ggofie R, tvratara 1’ s a1 R
and tivratama ‘ri' is the same as qnd'%m R. The same reasoning
applies to the case of dhaivata; but the author adds gz ar gurirTy
that is, these vikritas cannot be used indiseriminately.

Observation—The commentary on these lLines 13 rather
interesting; qt &1 Ui | 7@ A& ¥ wARE dFaw ¢y g wwp e
there will be no g n & q9uil 1 or ’ :Mid 7 1s the same as
Hara & eul wisgg A,

These are mdependent names, These notes take no other
§m or names in practice. Then again 4q: Ui | is the shuddha 'ma‘
self and qaufy 7 is never heard of in practice. g2y 7 is no doubt
allowed but 1t will be called tivratara ma and not tivratama 'ma,
which name would have been more proper. The reader may
compare this reasoning with that of Lochana and Ahobala with
advantage, The author defends these new ggr by citing a textirom
Ratnakara:—¢ ¥ qala fanamt wawgdia¥ieewm RumsEb sgafeeds
YUATTEAT] wwlar [RsEq, According to Sharangdeva himself ;—

TREEIRAIAN WAEyAA ] NG GEnARarIal  seRaMAn 9.
Somnctth means to say that although the anaent quthorities did not

allow ‘'mi’ ‘ga’ and ‘'ma’ 1o nse upto the third srutis of their respective
succeedmg notes, the actual lact was that these vikntes were found
in practice That being so, their use must be jusiied by the ayzgwm
process That is by saying that the old "mrdu” places had chly tcken
new names

The author then further supports his arqument by showing what
other wrilers under similar situctons did.

A% 7 dEUT 7wy wft Raaney |
URIETTIETR XA 1
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Tramslation.~~The vikritas 5o
’ ritas yrafie, Tg:uRi. dualf, sqaed, g
have also been mentioned by Pandit Kol A1, SERY, Ty
< ¥ Pandit Kallinath in hi g
the Ratnakara, inath in his commentary on

. (?bservation.—uThe whole point of the discussion is this —
Music is a progressive science and art. It progresses with the taste
and needs of the communily, In deshi music, we cannot always pretend
tcP stick to the old orthodox theories and rules. New technical expres-
sions and new rules are bound to come in course of lime, cnd we must
be prepared to make room for them. The author poinis oul that even
Homunan vas of the same opinion i— y

~

nmsifaravgifaan e9) ggnar i |

Zafi ik pat wfgion? gz |

TR PRl |

%A ARy Huantguas: |

WU geATass: |

wfE w84 aEaEIdeal ggtmiE ST |

In all these matters, chonges are keund 16 hoppen and we shall have
o frea! them with respect.

Having discussed the first two questions out of the five raised by
us, we sholl now proceed lo give delinite answers to them. Pondit
Somnath uses fifleen vikrila swara-names, in all ond these are:

Y W Q E g7 A 1Y Al o
xodma o FiFgan 4 LER (B
3 diEan § ¢ HEAW | 13 FhE
¥ BREm A e ¥T q 1 FFWl A

b ST I 1o I Y w T a

Five of these will have to be rejected because they coincide with three
vikrita and two shuddha swaras already counted. In other words they
overlap these latter. Thus :—dmEai R, dEay R, ST, G, dEaT 9
are identical with a1z w1, grany &, 9% ¥, 5% 7, #70F [ respectively.
Real vikritas according to the Pandit are those notes which have in-
dependent sounds. The remcining ten being unobjectionable, it may
be said that the system of Roga Vibodho is based on sevenieen

huddhas and ten vikritas) only. The following chart

swaras, (seven s ;
d his swaras on the srutis,

will clearly show how Somnath vlace
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4w t, ¢ = §m3 1, £173 x

o3, 4.9, 7, @1 = accepted asdm n, v, A 7
EaEE ﬁ' = ﬂ;ﬁs ﬁ

TEEl fAa=alq

AR 9 = 3T 0

AR =g 7

For details refer to the chart of swaras.

% T

co Rt
t gatl v gaiil.
R W Y .
3 A U AMIMR, R 99390,
¥ dr?l ! e,
% TXTHF ¢ TR,
§ Wi W, R Q.
© 74T t 3md, R @, 1 Raa, v G,
cqHa {d | 2 75q W, 2 anw
« arTis |1 AwAls, 3 SaliE, 1 T, v O, Y gaatan, § A,
w HiEl ¢ wgEL ¢ yawr, e qUF, L AWEA{, 1R O99E%,
13 {13, 1y g, tu gAf, § WA, o gk,
o {fRdie Rttt
1 Al ¢ A,
1 R 1 ¥¥|, R figas, 3 350,
v} gEEl T g,
vy TRURE L 39T, 2 wlda, 1 Fal), v (AR, u 2.
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or §Ud.
= ¢ gunh v gundt,
R} gEAIE ¢ YA,
13} BAN ? miin.




It is not necessary to discuss the definitions of th ivati
Ragas here, Many of these Ragas will ‘be found 1o havssfei:;;c? t;;:
m.cx)or portions of their old forms to this day and thus the Raga Vibodha
will be of great importance, from the historical point of view, to the
Northern musician. Many of Somnath'’s Ragas are known to tiqe Nor-

.thern musician. The fifth question therefore may be safely answered
in the affirmative, '

CHATUR DAND! PRAEKASIEA

We shall now take up for discussion the Chaturdandi Prakasika
written by Pondit Vyankata Makhi. The work was written about
the shaka year 1568, that is to say about thirty years after Somnath's
Raga Vibodha, Vyankata Makhi is admittedly a Southern writer.
Chatur dandi prakasika is still respected as a great authority in
the southern presidency. Pandit Subrama Dixit of Etayyapuram,
who died only five or six vears ago was the last exponent of the
Chaturdemndi system. Vyomkata Makhi claims to have finally decided
the twelve note-system in the South. It is also his claim that he was
the first to lay down the seventy-two mela-kartas or melody-types for
Raga classification.  You are awrare that in the Swara Mela Kalemidhi
and in the Raga Vibodha, the vikrita swaras recognised were more
tham five. It is true that Rama Amatya knew of the school which was
ready fo accept "mrdu” or “chyuta” ma and "mrdu” or “chyuta” sa as
representing the antara ga and kakali ni, but the "mrdu” notes were

not definitely discarded.
Vyomkata Makhi definitely does it as follows :—
TgHTAGHT TSI SRITH: |
3 ¥ faratary el Rawdaal |
This is the usual rule which we have discussed more than once.

fraTeg € SYEMATIRY |
iy g frde Fe deead |l
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A7 $X7 §7: wEgiiaenm |
adRganEEy evmaigTa:

T 437 Ara xR falfda v )
a9 U gom fafisy smgasd |
sy A sluatanlige |

&t a1 7 avrmgwagar izt il 1
TUHIRIRUT! qFuTATT: |
AT SR mEendt |
qIHd @WU-97 (4541 € fiae )
MgeT YIALI: o xEw iffan: |

The five niknta swaras acknowledged by Vyankat Makhi therefcre, are

(2 mrane wian () AT TR () qUd R () staw 0 (x) wisel X
Of these live notes, FU21 ¥ is a new name and requires explanation
The Pondit says —

Ay JT el g dpalin
waAmt GAml 2 galami avgfg |
qeiaerm: Him: A gaantaa: |

This shows that the 3w @ of Vyanketa Mokhi wos the g1q of
Somnatha. It stocd on the third sruti of the panchama  The tivratama
‘ma’ of the Raga Vibodha wes one sruti lower There were some other
swara names in general use at Vyenkat Makhi's time, and these may

also be noted.

gt EEETEESTA: 47
friagdewidy alzeqssaar |

Tremslation —Shuddha *rn' and shuddha ‘dha’ cre never allowed
to chango the character of three srutl notes, emd henee never acsume
other names. They always reman shuddha 'd’ end shuddha 'dha’.

qz1 g TN At S |
am Bafan el gendeme aar |

Trenslation —=When the shuddha gandhara refains jta name
“gandhara” unchanged it is alwoays o “dwi-shrutic” or shuddha gom-
dhara, as in the cose of the Mukhard rogom



T&I § ¢ AAF Feg a1 ga: |
 GFYRIRE so1: Aesy frageg |

Translation—When the gandhara is described in terms of the
1i" as in Sri Raga, its two srutis are added to those of the preceding
rishabha, with the result that the gandhara is then called 9 ATgRYY
(3 plus 2 srulis rishabha), ”

W i faed g wg |
JaIfREafad @Iy gegT fedag |
9 AR aq daeg aar g |
G 7Y deaed 7 ||

The same reasoning applies to the shuddha nishada, when it remains
shuddha nishadq, it is of two srutis, and when it becomes a dhaivatq,
it is qad ¥qd as in the Shankarabharana raget.

Observation.—This change of names is made to avoid the neces-
sity of having two notes of the same denomination in the scme mela

or raga.

9T gEnaniaEr 21 i |
AITHONTY At TEwgEr 4t )
&1 Prgfasreedl qaeisT ey |
e geghiar FeRaEEdr 9
qeF ufa Fm ArAsy Fedar |
Tg} FIAGAIST &l Gl wag )

Translation—Then agcain the two notes shuddha ‘gd’ qnd
shuddha 'ni’ have some other characters assigned to them according
to their distomce or position in relation to the preceding notes. Thus
take the case of the sadharoma gondhara. This is th.e normal three
sruti gondhara above shuddha rishabha. It is used' in th_e Bhupalg
raga. If this sadharana gendhera is taken in connection with or use
after a g9a{ ft (the preceding note) then it is only an TRAR T CISf
in the Shri‘aRagq. But if this sadharana ‘ga’ is described in terms o
rishabha, then the three srutis of 'ri’ will be added to Ehe three srutis
of ‘ga’, and the resulting note will be called the FZHR FA.

Observation.—This process is very clear and 1‘1-eec.i; no ﬁ';’:::;
explamation. It is also applicable to shuddhczt ni and kaishika ni.



v9

lzst menticned notes will optionclly become dyyt 9 and U W
respectively.

Belore proceeding to the “mela” chapter of the Chaturdandi
Prakasika, I would like to draw your attention to the Pandit's desenp-
tion ol the vad: samvadi swaras He says —

qafiq ety 31 van s#eld |
gndiggnaRgmeEg gy )
Rardt Relaaz 4% figga: |
FRqugd 9T TR ||
egaaaaE MY Wteay |
g7 Renart $1%F qwaa |
EREARERIIR g ¥=9a |l

Observation-~The pandit obviously advises the use of the proper
vivadis in their proper places He says that this use will enhance the
aftractiveness of the raga. In thewr absence #idifydzd. This is some-
thing hke the Western “disscnances” theory.

I do not think I ought to take you through the labornious process
of the construction of the seventy two thatas of Vyankala Makhi. The
process is well known in the Southem presidency. I have fully ex-
plned it in my own works, the Laksya Sangeeta and the Hindusthem
Scngeeta Paddhati It may be noted that Vyankata Makh does not
use all the geventy two melas in classifying his janya ragas. He uses
only nineteen of them. These are:—

anfew: edwert yarlie s |
US: GRITATETIE: 98 Ag: |
af! redelsy YR R |
TRANT AE] WBRSTA: T |}
Juiaa st de: dumiias: |
w131 FIRISY A QEUALNET T 4]
RS LS Arghes: |
u%: TRV : 9¢ 73 |
T SEUUR YEARIEYIYE: )
#3: AEATEOEmgIes: |}
eeinsRAReREaR: ||
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23 SHTRR ar | " " i’ y | FIESL
23 QWG al | s » " y o | aE | w
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RV (1 ar )3 . ” o | TR W
L4 FEIULI ar| =g | TE | WS ” T T
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These are really interesting thatas. Nearly all the ten thatas of.the
Hindusthoni Paddhcti are to be found cmong them. g ¥ s C
new introduction by Vyankata Mckhi Pandit. He scys :—

-

T @5 U FeTEANBRTd
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This is o hew Raga introduced by the Pandit In” the Hindusthoni
Sangeeta, tivia ‘'ma’ does not come 1n swiably in a raga which takes
the 'ga’ and 'ni’ komala The Pandit had to invent one for the mela

Here there 13 an intereshng problem before the scholars f
Vyankata Makhi has invented the Sinharava Raga, end put it under the
58th mela, how 1s 1t that the raga appecrs in the Sangeet Panjat of
Ahobala Pandit? Ahobala puts 1t under hus Bhenraw thata, that is our
modemn Asavari Thata, Was Paryat wniten after the Chaturdandi? [t
Is quite true this raga does not appear 1n any of the other works of the
southern system. There was o very old raga called "Ghontarava” in
existence Even the Ramakara mentions the "Ghentarava” It is quite
possible that Ahobala took it from the Chaturdendl, end changed 1ts
thata in delerence to the northem rule of aveiding tivra ‘'ma’ in com-
bination with the komala ‘ga’ emd komala 'ni* Again, Chaturdandi has
ATNRFAANG TEEETd: | ARG zTEzefriizat) ond Parijata hos
IR aanRu: KA g | AfpFTsqeTagny: wweaar,

The idea is the same Has Ahobala taken lus idea from the Chatur-
dand: Prakasika? Ahobala made it a northern “Sinherava”, we shall
say by the emanaxf{mqy. It is clso possible that Ahobala saw
Somnath’'s Raga Vibedha That would exploin his calling tivrotara
‘ma’, tivratama ‘'ma’, also. But we need not go into a prolenged dis-
cussion of those points because that will be an unjusthaoble digression.

Vyankata Makhl classified his roges under his ninsteen thaics os
follows :—
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We shall not go into the special characteristics of these jomya
ragas because that is beyond the province of this paper.

SANGEETA SARAMRITA

This work was written by the Maharaja Tulajirao Bhonsle of

Tanjore.

You all know that Tanjore was formerly ruled by «

Mahratia belonging to the family of the Maharaja Shivaji. The date,
therelore, ol the Sangeeta Saramrita will not be difficult to determine.
It is said to be 1783 AD. or thereabouts. Sangeeta Scramrita deals
with the southern system of music, and its shuddha scdle, is therefore,
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the Mukheri seale, or the present Kanakengi. I have olready stated the
Hindusthem: nates corresponding to the shuddha notes of the Kaomnatik
system. In the Swaradhyaya, Tulmirao brings in many of the detmls
described by Pandit Sherangdeva in his Sangeeta Ratnakara, without
adding, which is unlfortunate, any reason or explanahon for the pro-
cedure. The sruli, swara, grama, murchhana, tena, alamkara, jaii,
chopters are ail brought in more or less 1n the lenguage of Sharang-
deva After that the cuthor abruptly begins as follows -—

garene ynmt d@ar) Ay
am: & fred IggeTERe N
wewrs (31 Asad Wy 7 wand |
AREAS YA AXAET 7502 |l
Alter that comes in the Rz
TTH WY IAn: wwe: @ |
FARICUACY vhrosaeng U
RITET A AR W A ({1
wrmaft atat Rdrqerdaer il
YAy WY ATCEESY |
BaiaX 13 9% qeghadiag |

{t will be ecsily seen that the cuthor here {cllows the peomemr o Zowes
by Pandit Vyankata Makhi for ohtaining his tevestysayr mmier S
lhe 12 swarem of the acale Tuldjirao has dloo L pome 70 2o = 2

scale That the quthor knew about the Cheturdam? iz Saeyr ey Zo

the following reference by him to that work —

STARIFRERRIT @ BITROGIUTIN Rlrsenirse zproyry, 0T
AQANRRAMACTARY WHFIAR AR 1§ Grpmmenry gy 517
QIR ¥ YRAMATIINAR | megmmmesgriy Awp i (i
THIIEHATY CARIR QX ARIRRYBTaiy sewptotfpormaty oo 113
GYRRRAT RY TEIYGET RACErT frprsunawer ore ares 7 f

Thiz was olso the argument of Vymrms Jov winh b 4 “:"i o
expression qUATAR,  The quline Ler oupwr Jy shondfho o' 0
notes a3 follows . —

AT eI 271t = 1A |

TENCEMA! G2 el A g

BN eherizy dlwy pef

drrrriindi| fornyanans )



SREPTIEIRTT FEeERTs: |
997 Far g2: w@igey Sfarn |)

Then come the optional names for some of the vikrifd notes.,

frgrr exerdar 7 a0 wNqdfg: |
dut safauers ARaEty aaa g

T8 TR g1 tr?mrgqua |
SEGUISUIEE qqﬂxgmaw- 0
aul GEMIEST TrgeEaay: |
A IRFERADST qur azE A |
SOIFIRATAT SIS REAITH ||

On the possible number of melas, and on the selection of only the useful
ones from among them, Tulajiraoc Mahargj says :—

aor agiaaraT fRagfafRfiegey )
freqall aZz FEARTERE «
eslafafi@T 399 aggiEarn
gc44 fafgn fer: ganafweg ||
AR a3fd @A s )

The author of the Saramrita enumerales the following thatas as useful
for the classification of his ragas.

ax AWTISISY FEAH §8F: |
qal MBINBEY FHATT NEF: ||
FUBHUAFNTAS! das 9T |
S APUTIET Wo: TqEgaaig |
Fliuae: TWAET Toneda: |
gEIONST FETET Joh: ||
fguubryas) IfasHinesead: |
NS: GRIUSTEIUIYIE: 9{ ¥ )
Fdqad el freasse 3o |
M UASIST SIIAIE WSF: |
AaAReY qiRiaaa: o |
FeqTASTAFgTararns i
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L o 1t FaniAl
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1 WA § W EIF:
¥ (@R ve
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Each mela is then duly defined thus-—

Hendy Ul dnpiter Brigd: )
magn §fd S uatafreed |
e gl asgtaamsgm: |
n1: WAy vy aEnalia: |
T €F: 4nql: deudrransdl |
TR eT: SivsrreRaze:

This is practically the ¥Xaphi Thata of the Hindusthant rmusicien. In
the southern presidency Shri Raga is shll sung with these netes. Our
¥aphi Thata, ez you have seen. corresponds with thelr, emfim
Thata, 1 shall net trouble you wath the Scomsknt descriptions ¢f the
remaining Thatas. Tulojirao Bhonsle was a {mthiul follower of
Vymkata Mathi and the Shrutl Swara chart given for the Chaturdands
prakasika will be a good guide to the Shrutis and Swoas of the
Sangeet Saramrit. The wsgym of Shri Thata will be ¢f same inteedt
1o the Hindusthani musicions qlso



The twenly-one thatas of Tulgjirao may be written with their
Swaras {hus —

UL mlanqufal | v qm@EREaL.,., wdaagafyat

RGEAZ . WA T G B RA | 22 Gguesi.. wdad g frat
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Janak melas, and the janya ragas.

) gaTms, 2 2aalar, 3 e, ¥ gasdl, « araaadigd,
§ qOTAAN, © Hd, < ghAl, § MR, Lo M, 12 -
RArRd, 12 [qad, 13 AT, vy AR, 4 gEeEl
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tt Rais,

1 g@i{i {This is the same a3 the Raga TEETRG

of sharangdeva, says Tulajirao, He doesz mot
give reasons though)

Tulapras explains the statement thus —
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granied €at Bis own Shuddia 1
Sharongdars, alss
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(About 106 Ragas in all.)

In my opinion a happy fusion between the two great music systems
of the country is most desirable. When it comes on the Hindusthani
system will be considerably enriched. Hundreds of beautiful Ragas
can be reintroduced here into our system by our leading living experts.
The Southern System again will have an opportunity of adopting our
northern graces in the Vadi, Samvadi, rules and thereby of making ils
music much more interesting. All this however, will be the province of
Bhavi Sangeet and thus beyond the province of this paper.

RAGA LAKSHANAM

I shall now make a few remarks on the last of the works referred
to in this paper. I am sorry I was unable to obtain a complete copy of
this work. I could get only the Raga Adhyaya. Raga Lakshana ap-
pears to me to be a very importemt work. Its importance lies in the
fact that it is the real authority for the current Southern system. The
"mela’ names and the swara names are exactly those found new in
the southern presidency. We went through Swara Mela Kalanidhi,



10

Raga Vibedha, Chaturd:mdl Frokosmes ond Sor=ans Tt W TRl

found the qq:¥ ufA ' ongd e e S miace oF O dodihg
gadhara. We clurﬂy:e. P eyl od qswix oo@dng wi wh
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names o! the current Xoononr syre— The jooyz 1o fes o 0
excctly those referred o i the Telxz bock Gorekx Lochm by Famdit
Singaracharya. As the Swomortyors i mimeime I notin g posiion
to tell you who the cuther is or when or where e Dotk wos whitten
1t 15 now o printed bock cmd the r=irooy Inlermmmion moy be chtimn
in course of ime. The tfe c! tta bock is t=tem oy —e fom the hecdng
the incomplete mamuseript had when T expfed it It may tum out when
the onginal manusengt is ckicized tn=t the £V iz somethmg diflerent

e e skt e . e,

1 give bnefly the contents lor what ey e worth

wefar Ay a3t g fraats:
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arcxfafuga SifF=Dgmnyg |
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{About 106 Ragas in dll.)

In my opinion a happy fusion between the two great music systems
of the country is most desirable. When it comes on the Hindusthani
system will be considerably enriched. Hundreds of beautiful Ragas
can be reintroduced here into our system by our leading living experts.
The Southern System again will have an opportunity ol adopting our
northern graces in the Vadi, Samvadi, rules and thereby of making ils
music much more interesting. All this however, will be the province of
Bhavi Sangeet and thus beyond the province of this paper.

RAGA LAEKSHANAM

I shall now make a few remarks on the last of the works referred
to in this paper. I am sorry I was unable to obtain a complete copy of
this work. I could get only the Raga Adhyaya. Raga Lakshana ap-
pears to me to be a very important work. Its importance lies in the
fact that it is the real autherity for the current Southern system. The
“mela” names and the swara names are exaclly those found new in
the southern presidency. We went through Swara Mela Kalanidhi,
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These are the present 72 Thatas
this day. The names of the 12 notes w

it qra qEadRRams |

AfedmmbEena gsaE adimar

afaeraRgFFOen A |

QI YT ST TBOTAT I |
R JIETUBIT FaatqEid Tz |l
watataifd fermn aaffafediia] |
qrgt SFEETE GeEfdRay Il
ﬂ#l‘jﬂﬁ(l&flﬂ” gefaraifio qgr |
gaupiiffaeara S {EravihT ||
vgtafifEegr amarmi qar |
Faadifam ualEidiag |
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I do not propose to give t
casion. There are more th
these 72 Thatas with their Aroh

think it necessary to go into the details.

1 propose now to complete th

he Swaras of the 72 Thcxta’s here on this oc-
an five hundred Janyaragas given under
as and Avarohas complete, but I do not

is long discourse, I have in the

joregoing portion touched in a succinct way the sruti, swara, raga,



i1l

end thota porlions of about 16 treatises My object in this hos been,
as | snd, to show that by a study of the emcient works, we will be in
o posihon 1o effect certain very benehoal results so for as our present
music is concemed [ have, therefore, explained which our old books
ore, which o them are avalcble, emd where, end what the system
shown in them is, ] now ptopose to show how the study of these is
of practien) use o us.

As the subject matter of our present music is o} the same nature
as that of the ancient music, the division emd classification of that sub-
ject matter as adopted in those texts will come in handy for system-
atiring our present music These cem be used as a basis for improve-
ment gecording to our present conditions

I think that in our present fext books, we con salely leave out
of consideration that portien of our encient text books which deals with
the physiclogqical theones of the production of sound  Bot we will tale
the division of the gomut mte 22 sruhis adopted by these works or aur
gamut, and fix on 1t our shuddha scale, same as has been done in those
works. 1t is well-known thet our shuddha soale 15 the Bilawal scale,
while that of some of the works is the Koh scale, ond thot of cthers s
the Muthon scale. 1 the sruti intervols of the oncient works are such
as do not sahsly the modermn princaples of acoustics, these com be
determined by modern scence, and stondardised by consensus of
opinion I this i3 done, then the basis of the structure of tor music will
be stondardised emd undorm. The process of descnbing swaras in
terms ol srutis, vikrila swaras with reference fo the shudda swaras,
thatas or genus modes 1in terms of the swaras emd ragos in terms of the
thatas ete which hos been used in the andlend works can be adopled
for our present syslem But the indelimie method of deseribing the
shuddha sweras used in the texts will have to be improved on by des-
crking the swaras in lerms of the length of the specking wire, of
vibrational values, when thers iz a consensus of opinion os 10 these
When the eworas hoave been standardised, (ore determined.) we
cem also fix on the number of parent modes under which the existing
ragas con be clossiied and grouped  This is to be done by deciding
mathematically the number of possible permutations emd combinations
a3 has been done by Vyontata Makhi, in his Chaturdondi Prakasika,
and then taking from them such o3 will best fit the present derivative
modes  When the number of the parent modes has been determined by
consensus of opinfon, we have to proceed to the dlassificstion of the
existing ragas under the parent modes, and in this we will be following
our ancrent tr?atises Only, we shall fix the dassilication boving regard
tc:hthe similarity of swares, vodi note, peculiarity of developmen! and
o'her fectures between the parent mode and the devivative Tooa g



not arbitrarily, or blindly following the ancient works. Still, the
follc?wed in the ancient texts that a derivative Raga must

having the same scale as the parent mode, the only difference bei
in the swaras deleted or added still remains. In the ancient texts,

see an absence of information which is necessary to enable one
make an accurate differential diagnosis of derivative ragas comi
under the same parent mode. There the differentiation is made in aro
avaroha, vadi, time, graha, amsha and nyasa. This differentiati
can be amplified by mentioning also the “pakads”, or catches,

similarity or dissimiliarity of any particular raga, as compored w
another derivative of the same thata, whether it is a “purvanga” or
"uttaranga” raga, (that is whether its development is in the upper
the lower tetrachord),what vivadi note can be used in it ond when

how, how it compares with a similar raga mentioned in the anci
texts, or in vogue in the Karnatik system, and so forth. We can also
our text books have illustrations of the “alapa’ developement of

raga, set to tala and notation according to modern methods of s
noting. As it is impossible to reduce to notation all the graces, meen
slurs, gamaks, and other alamkaras, the notation may be supplemen
by vocal records of practical experts, which records should be inde
and registered, and thrown open to the student studying with the h
of the notations. If research is able to determine the mecning of

pictorial descriptions of the ragas, (and I must mention that there

to be found works on the chromatics of sound, such as Field on t
Chromatics of Sound), then these pictorial representations can be
corporated in our text-books to be, as expounding the aesthetic

psychic possibilities of the raga. The ancient works do not throw

light on the principles of the compositions of tunes or songs, so that ev
one has to fall back on a limited stock of "ustadi” songs, the corre
ness of which no one can be sure of as they have never been not
and have only been handed down from generation to generation.
these principles are determined, and standardised, incorrect versions
“ustadi” compositions can be corrected, and also new compositio
made. By a study of the works relating to the southern system, we ¢
compose songs for the northern musicians in the ragas which are su
there but have not found « place in the northern system, and thus i
duce, at some date, how distont soever, a fusion of the two sist

systems of music.

In short, having by the study of the texis ascertained the grou
work of the system, constructive activity con improve on that grou
work and adapt it to the prevailing conditions of education. It is the
fore, of great use to study those texts and to obtain from them

thorough insight into our music as it was,
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