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FOREWORD

preting Sanskrit works on music, I have been led to follow

the traditional Hindu version of ancient Indian history,
for this alone makes possible a satisfactory classification of the
numerous Sanskrit treatises; also it explains particularities
which cannot be accounted for if we follow the usual modern
theory and dates. Some of the views presented here may,
therefore, appear to contradict what is generally held now-
adays as historical fact. But it should be remembered that
these views are not simply my own. While dealing with the
traditional Hindu musical system, we shall also consider its
history as it is traditionally understood.

The small numerals after quotations refer to the Sanskrit
sources given in Appendix Two.

IN attempting to solve the problems that arise in inter-

A. D.
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PART 1
THEORY

AYATZA NA(ATH TIET FIF4Q: |
UM TR TAA QIO TTAZATATIAA o

“Extracting the essence of the Scriptures, I shall tell the
origin of Intelligible Sound which is the only means of achiev-
ing the four aims of human life—righteousness, prosperity,
pleasure and liberation.”” (Sang. Darp. 1-29.)

forgaaaw: Fafafang:
ATMF=ITHATAT HI9ATH @E=ia (1. w2)

‘“He who knows the inner meaning of the sound of the lute,
who is expert in intervals and in modal scales and knows the
rhythms, travels without effort upon the way of liberation.”
(Yajiavalkyd Smriti III, 115.)






CHAPTER 1

THE THEORY

ag: fagw it iy avea afigeafs |
Rl T AT SACUF T 7K 1L

“Animals tamed or wild, even children, are charmed by sound.
Who can describe its marvels?”’ (Sang. Darp. 1-31.)

Origins

NDER the name of Gandharvi Vedd,* a general theory
l ' of sound with its metaphysics and physics appears to
have been known to the ancient Hindus. From such
summaries as have survived till modern times, it seems that
the Gandharvi Vedd studied every possible way of using
the properties of sound, not only in different musical forms
and systems but also in physics, medicine and magic. The
rise of Buddhism with its hostility towards tradition brought
about a sharp deviation in the ancient approach to the arts
and sciences, and their theory had often to go underground
in order to avoid destruction. It was at this time that the
Gandharvid Ved3, with all the other sacred sciences, dis-
appeared; though the full tradition is said to survive among
the mysterious sages who dwell in Himalayan caves.t
Buddhism reacted against the stiffness of the old order,
which it tried to “humanize”’. The Buddhist reformers
thought that by destroying the rigid frame of ancient society
they would be able not only to preserve its culture but to

* Transliteration—The Sanskrit alphabet represents a complete phonetic
system. This characteristic is not preserved in the generally accepted
methods of transliteration. But changing the usual system as little as
possible, we transliterate:

¥ as ch; @ as chh; ¥ as ch’h; the soft dental W as $h; the hard palatal
¥ assh; | asyi; ¥ aslri.

The final “dropping” short “a”, which in classical Sanskrit exactly
corresponds with the French mute “‘e”, bears a short accent. E.g. Shivi
should be pronounced almost like the English word shiver.

t A short account of the contents of the Gindharvi Ved4, said to have been
collected from such sources, has been published in Motilal Gaud’s Hindutvd
(in Hindi), Benares, 1938.
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NORTHERN INDIAN MUSIC

give it a new impulse. They imagined that a choice could be
made between values whose importance they recognized and
certain social rules and conceptions which they were not
ready to accept. Circumstances, however, did not always
justify this distinction and under Buddhism the old culture
very quickly declined. When the representatives of the old
order, who had been able to maintain their tradition under-
ground through the centuries of persecution, arose again,
their intellectual and cultural superiority was in many fields
so great that Buddhism was defeated. In hardly more than a
few decades, Buddhism, by the mere strength of intellectual
argument, was wiped out from the whole Indian continent
over which it had ruled for a thousand years. It was then
(during the sixth and seventh centuries) that an attempt was
made, under the leadership of Shankaricharyi, to restore
Hindu culture to its ancient basis. g

A number of eminent Brahmanis were entrusted with the
task of recovering or re-writing the fundamental treatises on
the traditional sciences. For this they followed the ancient
system which starts from a metaphysical theory whose prin-
ciples are common to all aspects of the universe, and works
out their application in a particular domain. In this way the
theory of music was reconstructed.

In certain cases the number of texts that had been pre-
served was sufficient and the task of reconstruction was com-
paratively easy; in other cases it proved almost impossible.
Musical theory and the theory of language had been considered
from the earliest times as two parallel branches of one general
science of sound. Both had often been codified by the.same
writers. The names of Vashishth3, Yajfiavalkyd, Naradi,
Kashyap3, Panini are mentioned among these early music-
ologist-grammarians. Nandikeshvard was celebrated at the
same time as the author of a work on the philosophy of
language and of a parallel work on music. His work on
language is believed to be far anterior to the Mahabhashyd of
Pataiijali (attributed to the second century B.c.)* into which

* The date of Patafijali may however be much earlier. The main modern
argument used to fix his date as late as the second century B.c. is based on
an example in his grammar (3,2,111) which reads:

“The Yavani (Ionian) was besieging Saketd (Ayodhya), the Yavani was
besieging Madhyamika.”! The Hindu historians, however, consider that the
term “Yavany” (Prakriti ‘“Yonas"), later used for “‘Greeks’, was a common
name for all the people living beyond the North West frontier.

16



THE THEORY

it is usually incorporated, though it is thought to be probably
posterior to Panini, who himself, according to modern gram-
marians, lived not later than the sixth century B.c. The
chronology of works on music would seem, however, to place
both Panini and Nandikeshvari at a much earlier date. The
work of Nandikeshvard on the philosophy of music is now
believed to be lost,* but fragments of it are undoubtedly
incorporated in later works. At the time of the Buddhist
ascendancy, when so much of the ancient lore had to be

* A small surviving part of an anonymous manuscript in the Bikaner
Library, called Rudrd-damaridbhavd-sitrd-vivaranam (published by Madhava
Krishnd Sarma in the New Antiquary, June, 1943), explains the formation
of musical sounds on the basis of the Mahe$hvard Siitris, which Nandi-
keshvarid also takes as the basis of the philosophy of the Sanskrit language.
This must either be a fragment of the work of Nandikeshvari or a study
directly based upon it. The first part of the manuscript is a fragment of
another work in no way connected with the second part. It deals with the
qualities and defects of singers in verses also found in the Sasgitd Ratnakard
of Shirngadevi.

A part of Nandike$hvari’s work on dancing, the Abkinayd Darpand, has
been printed (Calcutta 1934, with English translation by Manomohan
Ghosh). An earlier translation by Ananda K. Coomaraswamy appeared
under the title The Mirror of Gesture (Harvard University Press, 1917).

Further fragments of Nandikeéhvari’s technical work on dancing and
music, the Bharatd-arpavd in particular, lie, unpublished, in the Tanjore and
Madras libraries. .

'On the Eastern border of this land (India) live the Kirdti-s (aborigines)
and on the Western the Yavani-s.” (Markandeyd Purand, 57, 8.)2

Originally the term seems to have been used for peoples like the Cretans
and Myceneans who occupied Asia Minor and the Greek mainland and
islands long before the Achean and Dorian invasions. The fact that Western
history has kept practically no record of their advanced state of civilization
and of their contacts with the East is no proof that these did not exist. A
careful study of the Puranic texts referring to the Mediterranean civiliza-
tions anterior to Athens and Rome would yield very interesting documents.

By many ancient peoples the word Yavan3 was used for inhabitants of
Ionia, a country celebrated from very remote times for its twelve (later
thirteen) cities, and which apparently included the Greek coast and islands
and the Northern coast of Asia Minor. Genesis gives the name as Yovon

% 11 which is thought to refer mainly to the island of Cyprus, which

the Babylonians visited at a very early period {circa. B.C. 3750). The name
‘““Yovon”, in the Bible, often refers, also, to the lands later inhabited by the
Greeks.

The word Yavani or Ionian also occurs in the 'Tel-el-Amarna 'I:ablets
(fifteenth century B.C.) as Yivana, and in the cuneiform inscription of
Sargon (B.c. 709) as Javanu. In the latter case it refers to the island of
Cyprus, where it chiefly was that the Assyrians came in contact with the
Tonian power.,

B 17



NORTHERN INDIAN MUSIC

abandoned, grammatical works were considered more im-
portant than musical ones because the grammatical theory
was essential for the understanding of the Vedic texts and of
all the subsequent philosophical systems. From the earliest
times, this theory of grammar had been condensed into
aphorisms that could easily be memorized and, when the need
arose, transmitted orally. They could thus be kept intact for
centuries, in secret, escaping all possible investigation.

Every science could not, however, be easily condensed into
aphorisms, and the preservation of the theory of music, among
others, had apparently to depend on lengthy texts difficult
to memorize entirely; though, from the kind of differences
that appear between the various versions of some of them, it
seems that these too were transmitted orally over a long
period.

The material available for the reconstructive work of the
medieval authors consisted in a certain number of these older
books on music which they used as a base; but it appears that
these medieval scholars had but little knowledge of the
physical properties of sound or of the laws of acoustics. This
resulted in their attempt to explain, with the most unexpected
misconceptions and mistakes, basic principles laid down in the
ancient treatises with a rare knowledge of physical as well as
metaphysical reality—a knowledge that modern means for
the study of sound now allow us to appreciate more fully.

Very like the Chinese philosopher who, knowing that there
must be five elements, explains that they are water, air,
earth, silk and bamboo, so medieval Sanskrit writers make
doubtful assertions about microtonal intervals ($hrutis), basic
scales (gramis), the correspondences of the notes, and $o on.
Yet since their attitude was one of respect and faith towards
the ancient authors, the explanations alone are mistaken.
They did not usually attempt to reshape the theory, which
therefore remained in essentials as it was, and they reproduce
lengthy passages from the ancient books without alteration.
This is of course fortunate for us. Wherever we happen to
possess more light on the acoustic basis of these definitions, we
can reconstruct the right interpretation and see how accur-
fitely these principles were enunciated from the first.

As happens at every epoch, medieval writers tried to
and in the ancient books the confirmation of what they
believed they knew instead of a description of what they did

18



THE THEORY

not know. This attitude obviously limited their musical
theory and confused all the points that dealt with musical
forms unknown to them. It reduced the theory to little more
than a description of the musical system in use in the India
of their day, whereas its purpose was to provide a general
theory of sound. This may also explain the difficulties met
with by modern musicologists when they wish to bring back
within the frame of the medieval theory the musical system in
use in India at the present time, a system which in some of its
features is quite distinct from the medieval one.

The musical system upon which the Indian “classical music”
of to-day is based appears to be even more limited than the
medieval one and has also to some slight extent modified its
form under influences from outside. And thus, though it is
necessarily included in the definitions of the Gandharvi
Vedi—because these definitions refer to acoustic facts and
not to any particular system—it is not always in accordance
with the explanations of medieval scholars.

In this book, since we are dealing exclusively with the living
music of Northern India only such quotations will be given
from the classical books both pre- and post-Buddhistic as
refer to musical forms still in use. The author hopes to make
the general theory of music of the Hindus and the philosophy
of sound, as they are explained in the Gandharvd Vedd, the
subject of another study.

The Antiquity of Indian Music*

It has been said that there is a gap between the Indus
civilization (at present believed to date from the third or
second millennium B.c.) and the beginning of Buddhist times,
about the fifth century B.c.

We are sometimes led to believe that, except for the Vedic
texts, the language of which is quite distinct from classical
Sanskrit, no texts remain from that enormous period of time.
It should however not be forgotten that, according to Hindu
tradition, the Vedic texts, at first transmitted orally, had
already been written down at a much earlier date: Buddhism
(as three centuries earlier Jainism had done) reacted against
the use of Sanskrit as an already too ancient priestly language

* See Foreword.
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NORTHERN INDIAN MUSIC

no longer understood by the common people, a language
they wanted to replace by more common dialects such as Pali
or Magadhi, derived from classical Sanskrit through centuries
of popular misuse. There is therefore solid linguistic evidence
to suggest that a great number of Sanskrit works may be by
many centuries anterior to the reformation of Jainism by
Parshvanathid at the beginning of the eighth century B.c.*
Furthermore, the date given by Hindu tradition for the
Mahabharatid war is about 3,000 B.C., a date which seems to
be corroborated by the astronomical observations found in
many Sanskrit works. This corresponds with the period of
Mohenjodaro.

In fact the period extending from the Mahabharatd war to
the beginnings of Buddhism may well have been one of the
greatest the culture of India has known, and its influence
extended then (as indeed it still did much later) from the
Mediterranean to China.t Traces of its Mediterranean aspect
have been found in the Cretan and Mycenean remains as well
as in Egypt and the Middle East.

The Vedids, which until the beginning of this period had
been transmitted orally, were then written down, and, later
on, the Epics and Puranis. Most of the treatises on the ancient
sciences also belong to that age, though many may have been
to a certain extent re-shaped later on. Ananda K. Coomara-
swamy speaks of this “early Asiatic culture which once
extended from the Mediterranean to China and as far south
as Ceylon . . . in the second millennium B.c.”.}

* Jainism is considered to have begun from Rikhab Devi, an extremely
ancient figure whose life-story is told in the Bhagavatid Purani. The dates
of the two last reformers only of Jainism, Paréhvanathi (born in 817 B.C.)
and Mahavir (born in 599 B.C.), are historically known and it is through
them that Jainism is said to have been finally fixed in its present dual form.

+ The ancient Kinnari Vina or Kin, for example, became known in China
as the Khin, a stringed instrument said to have been played by the first
Emperor, Fu-Hi (circa 3000 B.c.). The Khin is further mentioned in ancient
Chinese chronicles such as the Chl Kif (second century B.C.) in reference to
events of the sixth or seventh century. According to the Li Ki, Confucius
(551-478 B.C.) always had his Khin with him at home, and carried it when
he went for a walk or on a journey.

In Genesis (iv, 21 and xxxi, 27) a stringed instrument of the same kind is

called Kinnor (149 3 pul ). David used to play the Kinnor as well as the
nebel (lute).

1 A. K. Coomaraswamy: Ar¢s and Crafis of India and Ceylon, Foulis, 1913.
20



THE THEORY

So far as music is concerned, there is every probability that
some of the texts quoted in later works were in existence many
centuries before Buddhism. The practice of naming as well as:
quoting older authorities can allow us to establish a chronology,.
the author quoted being necessarily more ancient. Whenever
we happen to know the date of one author we can thus gener-
ally know which authors came before him and which after. A
careful study of a number of works which still survive but
have not been published and are difficult of access would
however be needed to make this chronology complete.
~~The antiquity of Indian theatrical art and musical theory
was well known to the ancient world. According to Strabo
(Geography x, 11, 17) the Greeks considered that music “from
the triple point of view of melody, rhythm and instruments”
came to them originally from Thrace and Asia. ‘““‘Besides, the
poets, who make of the whole of Asia, including India, the
land or sacred territory of Dionysos,* claim that the origin of
music is almost entirely Asiatic. Thus, one of them, speaking
of the lyre, will say that he causes the strings of the Asiatic
cithara to vibrate.”

Megasthenest says that Dionysos ‘“‘taught the Indians to
worship the other Gods and himself by playing cymbals and
drums: he also taught them the satyr dance which the Greeks
call kordax’.

“This is because they are, of all peoples, the greatest lovers
of music and have practised dancing with great love since the
days when Bacchus and his companions led their bacchanalia
in the land of Ind.” (Arrian: Exp. Alex., VI, 3, 10.)

* Many ancient historians spoke of Dionysos (or Bacchos) as having lived
in India. Megasthenes, who came to India in 302 B.C., tells us that the
Indians counted 153 kings and 6,042 years between Dionysos and Alexander
(who entered the Punjab in 329 B.c.). Similar information is also given by
Pliny the Elder who, however, gives the number of years as 6,451. By
comparing these Greek dates with those of the dynasties given in the
different Puranis, several attempts have been made to identify Dionysos
with some early figure of Indian History (particularly Manu or Krishni).
But from the similarity of the legends it appears that Dionysos must be
Shivi and that the dates refer to one of his chief incarnations, as it is des-
cribed in the Shivd Purand.

Shivi is said to have been the first teacher of one of the most important
traditions of music and dancing in India. Until quite a late period this
tradition seems to have remained distinct from that of the Gandharvd Vedd.
Many Sanskrit works (a few of which are still available) were attributed to
Shiv3 or his followers,

% Quoted by Arrian in his Indtka, VII, 8 (written in 150 B.C.).
21



NORTHERN INDIAN MUSIC

The Sanskrit Writers on Music

The main Sanskrit treatises on music appear, at first sight,
to present a mass of conflicting definitions. Careful study of
thedivergencesand similarities between certain groups of texts,
however, shows that thesebelong todifferent classes and schools:
someareoriginal works based upon coherent theoryand accurate
experience, the rest more or less adapted compilations. From
the point of view of Hindu tradition—one which impartial
modern scrutiny seems to support—it is the earlier works
which have the greater authority and represent the original
theory. Although fragments of several such works are avail-
able, most of them now appear to be lost or inaccessible.

Among important landmarks of the literature on music must
also be counted portions of certain Puranis, particularly the
Vishnu Dharmottar3d, Markandeyd Purani and Vayu Purani.
The Hindus claim a great antiquity for these Puranis and this
seems to be corroborated by the technical terms used in refer-
ence to music. These Puranic texts are however often difficult
to read because of the abundance of copyists’ mistakes in
technical passages.

The Sanskrit authors on music can be divided into four
main periods. The first period is that of those whose names
are mentioned in the Puranis and in the Epics (Mahabharati
and Ramayani), the second that of the authors mentioned in
the early medieval works alone, and not in the works of the
first period. These must necessarily belong to the inter-
mediary age. The third period is that of the authors who
wrote between the early medieval Hindu revival and the
Muslim invasion, and the last or modern period that of
Sanskrit writers under Muslim and European rule. Exact
dates can usually be ascertained only for the authors of these
two last periods.

The First Period (The Vedic-Puranic-Epic Period)

The names of authors belonging to this early period are
numerous. The few works that survive allow us to fix the
chronology of the most important of them with a certain
amount of accuracy, but any attempt at fixing definite dates
or periods could only be conjectural. We can safely consider

22



THE THEORY

that the lower limit given by the bulk of Puranic and Epic
literature places this first period of literature on music in
what we may call the Pre-Buddhistic age.

A chronological chart can be built up showing the relative
anteriority of authors mentioned or quoted in the works
available in full or in fragments (see opp. p. 32). Although
it is far from exhaustive, this chart shows the affiliations
between the most important Sanskrit writers on music of
the early period, which must have extended over many
centuries. Most of these early works are archaic in their
language.

The few difficulties we meet in establishing their chronology,
can in the main be solved.

The Different Naradd-s

There were probably three authors known by the name of
Naradi. One, the author of the Naradiyd Shiksha, is probably
the earliest writer on profane music any of whose writings
have survived in full. He is quoted by all subsequent writers
of the early period, who in turn are quoted by later Naradi-s,
the authors of the Sarigitd Makarandi and the Chatvarimshach’
hatd Raganiripanam.

According to tradition, the Naradiyd Shikshd forms part of
the later Vedic literature and although some attempts have
been made to date this work rather late, there is no solid
evidence to make us disbelieve the tradition. The fact that
the Naradiyd Shikshd mentions the names of only a few of the
earliest authorities on music who are also mentioned in the
Vashishthd and Y ajfiavalkyd Shikshds, seems to confirm it as a
very early work. If we were to consider the Naradiyd Shiksha
a late work we should have to make room for some other
very early work of the same description forming the link
between Vedic chant and profane music and mentioned by
Yashtikd, Naradi II, Kohali, Matangd and practically all
subsequent authors. There seems, however, to be no sufficient
reason to doubt the authenticity of the available Naradiyd
Shiksha.

The Pafichamd Samhité and Naradd Samhitd are probably
the work of the later Naradi (Naradi II), the author of the
Sangitdi Makarandd.
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The Bharati Problem

The available work of Bharati, the Natyd Shdstrd, is a
compilation which has been variously dated between the
second century B.C. and the fourth century A.p. It mentions
Kohali and Dattild but not Matangd and probably contains
fragments of the work of Nandikeshvard, Kohald, etc., and the
earlier Bharatdi Shastri-s. In fact it may be doubted whether a
sage Bharati ever existed. If he did exist he must have been
the Bharatd Vriddhd (Bharati the Elder) mentioned by
Sharaditanayi, as distinct from the author of the Natyd
Shastrdé. The word ‘‘bharati” means a dance-actor and was
used as a common name in the title of all the treatises on stage
technique. Thus we hear of Adi Bharatd, Nandikeshvari
Bharat3, Arjuni Bharati, Matangi Bharatid, Kohali Bharat§,
etc. ‘“Bharatd natyi shastrd” would then simply mean “the
text-book of the dance-actor’’ and this is very much what it is
—a practical compilation of authoritative works on the subject
periodically brought up to date.

The Natyd Shdstré cannot, therefore, be taken as a sure
basis for determining chronology and we should not be sur-
prised to find Bharatd himself mentioning as his sons several
authors later than the original Ndatyd Shdstrd, though all of
them belong to an early period* or must at least be anterior
to the latest recension of the Natyd Shastrd.

Matanga
It seems at first difficult to know in which period to place
Matang3, the author of the Brihaddeshi. The text mentions a
number of early authors, including Yashtikd and Bharatd. It
has also an extensive commentary which mentions still further
writers, including Nandikeshvars, Kohalid and Dattili. Some

* The tradition is that Bharat4 had four sons—Shandilyi, Vitsy3, Kohald
and Dattild.

“I taught the perfect practice (of music) to my sons, Shindily3, Vitsyi,
Kohali and Dattild.” (Nat. Sh. 1-26.)3

“The family of Bharati-s will be made famous in the future by the
g}llxaraéti-s—Kt))‘hali, and, after him, Vatsyi, Shandily4, Dattild.” “(Nat.

- 30, 70-71.

These obviously later additions only mean that these four authors are
considered the direct recipients of the tradition of Bharati, and their work
has therefore great authority.
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medieval and modern authors have considered this commen-
tary the work of Matangd himself. But this is unlikely since
it mentions Kohald, who himself, in a passage reproduced by
Kallinathd, quotes Matangd. The name and the story of the
sage Matangd are mentioned in the Ramdyand and the
Mahabharaté and in several Purands. This places him de-
finitely in the early period.

The Three Chaturd-s

A quotation from Tumburu is found in Kallinathd’s com-
mentary on the Sangitd Ratnakard (1, 3, 10-16). The same
quotation in the commentary on the 27th $hlokd of Matangi's
Brihaddeshz is, however, attributed to Chaturi. But Chaturi
is a name given to Kallinathd himself and this commentary
might be thought to be late enough to quote him. But Simha-
bhipali—more than a century before Kallinathi—repeatedly
quotes from this commentary on the Byihaddeshi which he
seems to consider the work of Matangd himself. It would
therefore appear that the title of Chaturd (clever) was also
given to the early writer Tumburu, the same name having
been used later for Kallinathd and also for Damodard Mishr3,
the author of the Sangitdé Darpand.

Matrigupti and Rudratd

The Matriguptd mentioned by Naradd (in the Chatvarim-
$hach’hatd Raginiripanam, and as Matraguptd, in the Sangitd
Makarandd) has sometimes been identified with the celebrated
poet Matrigupti of the seventh century. This is not absolutely
impossible, though it is unlikely.

Similarly, the Rudratd mentioned by the author of the com-
mentary on the Byihaddeshi and also by Abhinavd Guptd has
been said to be the ninth century author of Kavyalankard, or
Rudri Bhatt, the author of Shyingaratilakd.

Such identifications should not be attempted without solid
ground. The Sanskrit literature on music extends over so vast
a period that similarities of name are bound to occur. The
difficulty is rather to distinguish between numerous authors
of the same name. We know of at least ten Bhatti-s, authors
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of different works, six Soméd-s or Someshvard-s, five Nara-
yani-s, four Damodari-s, etc. Among the works still available,
we have two Sargitd Ratnakard-s, three Sangitdé Narayand-s,
four Bharaté Shastri-s, four Ragdé Mala-s, and so on.
Hasty identifications are sure to lead to mistakes such
as have already been made in the case of the different
Damodari-s.

Many of the available works of the early period have been
re-shaped over and over again. This is only natural, for they
were teachers’ text-books and not library records. But to
take as an earliest limit for their writing the date of their
latest re-shaping, as some over-cautious students have a
tendency to do, gives a wholly erroneous picture of musical
history.

All that is available of the early works is evidently directly
based on the Gandharvi Vedd and the Shivi tradition. In
these we find a theory of sound co-ordinated with experienced
facts which we can easily grasp. Taking into account the
changes that have occurred in the scale, in the tonic and so on,
the interpretation of the early works presents no very arduous
problem except that of restoring the text where it has been
corrupted.

If the commentary on the Byihaddeshi really is the work of
Matangd the lower limit of the Epic-Puranic period in the
chart (opposite p. 32) must be placed before Gandharvid Raja,
otherwise the chronology it shows will not be much
affected.

The Eirst Period

Several names mentioned in later works may refer to some
of the earliest authors. For example Parvati-pati and Sharvi
are names of Shivi: they may stand for Shivi, the first, divine
expounder of music, or for some of his later followers; Magheshi
may be Indri, Kamalasyakd may be Brahma. Yet it would be
incautious to make such an assertion without evidence since
these are names that frequently occur.

The Kshemaraji mentioned by Kohali cannot be the cele-
brated disciple of Abhinavd Gupt3, since Kohald’s lowest
possible limit is the fourth century A.D., six centuries before
Abhinavi Gupti.

26



THE THEORY

The Second Period (Buddhistic)

This period (which we may generally term Buddhistic since,
according to the Hindu tradition, Buddhism arose and de-
clined in India within its limits) extends from the Epic-
Puranic period to the early medieval Hindu revival.

A few important works that probably belong to the begin-
ning of this period are available (see previous chart). These
include extensive fragments of Kohali.

The lower limit of the early works of the first period is set by
the fact that Kohald and Dattild are mentioned in the Natyd
Shastrd, the last re-shaping of which, as we have already seen,
is variously dated between the second century B.c. and the
fourth century A.D., the first of these dates being the more
likely.

Very few of the numerous musical works of this second
period have so far been found or in any way edited or studied.
In most cases we have to content ourselves with authors’
names without attempting to establish their chronological
relationship. The authors who can safely be attributed to this
period are those not mentioned by any writer of the pre-
Puranic-Epic period but mentioned as authorities by authors
of the tenth, eleventh and twelfth centuries (chiefly Abhinavi
Gupts, Sharadatanayi, Nanyi Bhipald, Paréhvadevi and
Sharngadevs).

This gives us a list of names, some of which may however
belong to the first period or to the earlier part of the third
period.

Writers of the Second (Buddhist) Period

Astik3, Apisali (author of a Shiksha), Uttard, Uvati,
Umapati+, Katyayanid+, Kamadevd, Kumbhodbhavi, Ghan-
tak3d, Chhatrak3, Dattd, Deviraji (may be Devendrd),
Drauhini, Dhenuk3, Priyatithi, Bindu Raj4, Brihat Kashyapd,
Bhatt%, Bhattd Yantri, Bhattd Sumanas, Bhatta Vriddhi,
Bhattd Gopali+, Bhattd Shubhikari* (commentator on
Naradiyd Shikshd), Rahuli, Vens, Vyas¥, Vachaspati, Shri
Harshi (different from the patron of the seventh century poet
Bani), Sakali garbhi, Siry3 (may be Bhaskard), Sureshvara,+
Someséhvari I+ (different from the two later Someshvari-s,
authors respectively of Manasolldsd and Sangitd Ratnavals).
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The Third (Medieval) Period

This period corresponds with the Hindu revival after the
decline of Buddhism. All the earliest books of this period are
lost. The first available medieval work is the Abkinavd
Bharati, a tenth century commentary by Abhinavi Gupti on
the Natyd Shastrd.

Awuthors of the Third (Medieval) Period

I

Udbhati (late eighth century): Comm. on Ndatyd Shdastrd
Lollatd (between Udbhati and Abhinavid Gupti, c. 825):
Comm. on Natyd Shastrd.

Shankuki (id., c. 850): Comm. on Natyd Shastrd.

Utpald Devid (tenth century; Abhinava’s guru’s guru).

Nrisimhd Guptd (Abhinavd’s teacher and father).

Abhinavi Guptd (end of tenth century): Abhinavi Bharali,

comm. on Natyd Shdstrd.

Bhoji (King) (1010-1055).

Simhani (eleventh century or early thirteenth, before

Hammira).

Abhay3 Deva (a Jain) (1063- ? ).

Mammati (1050-1150): Sasngitd Ratnd Mala.

Rudrasend (before Devendrsd).

Someshvarid II (1131): Manasollasdé or Abhilasharthd Chin-

tamans.

Lochani Kavi* (1160): Ragd Tarangind. .

* There has been some speculation about the date of Lochand Kavi. The
Raga Tarangini bears the date 1082 of the Shakd era. This would be 1160
A.D. Lochani Kavi, however, mentions the names of Jayadeva and Vidyapati.
The date of Jayadevidisabout 1116 A.D., but the known Maithili poet Vidyapati
is thought to have lived about the fourteenth century. Either Lochani
lived after the fourteenth century, or this name refers to some other
Vidyapati. It appears that there is a local Shaki era in the East of India
according to which 1082 would be 1700 A.D. This would bring Lochani to a
much later date, but against it there is the fact that Lochani is quoted by
Hridayi Narayani (c. 1667) who himself is quoted by Bhavi Bhatti (c.
1700).

The work of Lochani has therefore been dated either 1160 A.D., or four-
teenth century (after Vidyapati), or 1700 A.D.

Since the last date seems impossible, it is likely that the earlier of the
remaining dates is the true one and that as some Bengali scholars assert,
there was an earlier Vidyapati.
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Paramardi (1165-1203 ?).

Devendri (after Bhojd): Sangitd Muktdvali.

Someshvari III (1174-1177): Sangitdé Ratndvali.

Sharadatanayi (c. 1200): Bhavd Prakashd.

Nanya Bhapald or Nanyi Devi (eleventh or twelfth
century, between Abhinavi Gupti and Shamgadevi):
Sarasvatt Hridaydalamkard.

aitrd Simhi (c. 1213? before Hammird): Bharatd Bhashyd.
harngadeva (1210-1247): Sangitd Ratndkard.

IT

Jayasimhi (before Hammir3).

Ganapati (c. 12537 before Hammiri).

Jayasend (c. 1253): Nrittd Ratndvali.

Hammiri (1283 or 1364): Sasngitd Shringard Hard.

Gopald Nayaki (1295-1315).

Pratap (King ?): Sangitd Chidamansi.

Palkuriki Somanathi (thirteenth-fourteenth century):
Panditaradhyacharitd, Basavd Purand.

Vasantd R3aja (King Kumarigiri, before fourteenth centyry):
Vasantd Rajiyd Natyd Shastrd.

Digambari Suri (before Parshvadevi).

Parshvadevd (before Simhi Bhipald, after Bhoji and
Paramardi): Sangitd Samayd Sard.

Sharngadhari (1300-1350): Shdrsigadhari Paddhati.

Haripald (1309-1312): Sarigitd Sudhikard.

Shri Vidya Chakravartin (early fourteenth): Bharatd Sasi-
grahd.

Sudhakalasi (1323-1349): Sangitdé Upanishad.

Simhabhipald (c. 1330): Sudhakard, a comm. on Sargitd
Ratnakard.

Vishveshvari (c. 1330).

Vidyaranyi (1320-1380): Sangitd Sard

Vemid Bhiipali (late fourteenth--early fifteenth century):
Sangitda Chintamant.

Gopendri Tippa Bhiipalid (1423-1446): J'ald Dipika.

Kumbhakarnd (1433-1468): Sasgitd Raja, Sangitd Kramd
Dipika.

Kallinithi (middle fifteenth century): Kalanidhi, a comm.
on Sangitd Ratnakard.
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Kamald Lochand (c. fifteenth?): Sasigité Chintamans,
Sargitamyitd.

Keshavi (between 1240 and 1664): comm. on Sarigitd
Ratnakari.

Ramanandi Narayani Shivi Yogin (after thirteenth cen-
tury): Natyd Sarvasvd Dipika.

The longest work of the medieval period is the Sasigitd
Ratnakard of Sharngadevi (1210-1247 A.D.). It has several
valuable commentaries, two of which—by Simhabhiipald (c.
1330) and by Kallinathi (fifteenth century)—have been pub-
lished.* The Rdgd Tarangini of Lochani may also belong to
this period.

The Fourth (Modern) Period

With the advent of foreign invasions musical culture quickly
decays. A few authors, however, either attempt to restate the
old theory or to re-shape it so that it may agree with a chang-
ing practice. Musicians had found many points of the recon-
structed medieval theory irrelevant when it was confronted
with the musical practice of their day. A series of attempts
was therefore made to reconcile it with the facts. The chief
works of this kind are the Svard-meld-Kalanidhi of Rama-
matyd (1549), the Ragd Vibodhd of Sominathd (1610), the
Sangiti Darpand of Damodari Mishri (1625) and especially
the Chaturdandi Prakashika of Venkati Makhin (1620) the
systematizer of Karnatic music. But these efforts. only
added to the confusion, for in their attempt to explain apparent
contradictions these late authors often forced very far-fetched
interpretations upon the ancient technical terms and theories.

There followed a series of more recent works which complete

*In the first chapter of his Sangitd Ratnakard, Shamgadevi gives the
following list of his chief predecessors:

“‘Sadashivy, Shiva, Brahma, Bharati, Kashyapi Muni, Matang3, Yashtiki,
Durga-éhakti, Shardili, Kohals, Vishakhili, Dantild (Dattild), Kambali,
Asdhvatari, Vayu, Vishvavasu, Rambhi, Arjuni, Naradi, Tumburu,
Afjaney3, Matrigupt, Ravani, Nandike¢hvari, Svati, Gund, Bindurdjs,
Kshetri-raj4, Rahali, Rudrati, Nany4 Bhiipald, and king Bhoj3, Paramardi
and Someshi the world emperor; then the commentators of Bharati: Lollata,
Udbhat¥, Shankuk, Bhatt3, Abhinavi Gupti, the famous Kirtidharid and
many more in the past were experts in music.”8
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the link between ancient and modern music. In Northern
India the Sangitdé Parijatd of Ahobali (c. 169o0) is considered
the most important of these.

Chief Writers of the Fourth (Modern) Period

Harinayaki (c. 1500): Sanigitd Sard.

Meshdkarnd (before 1509): Ragd Mala.

Madanipali Devi (c. 1528) Anandd Sasijtvand.

Lakshmi Narayana (first quarter of the sixteenth century):
Sangita Saryodayd.

Lakshmidhari (sixteenth century): Bharatd Shastrd Grantha.

Ramamatyi (1550): Svard-meld-kald@-nidhs.

Pundarika Vitthali (late sixteenth century): Shadragid Chan-
drodayd, Ragd Mala, Ragd Maiijari, Nartand Nirnayd.
Tanappacharyd (Tan-sen?) (guru of Venkati Makhin. c.

1600).
Madhavi Bhattd (before 1610): Sangitdé Chandrika.
Sominathd (1610): Ragd Vibodhd.
Govinda Dikshitd (1614): Sasngitd Sudha.
Govindi (?): Safigrahd Chiaddmans.
Venkatd Makhin (c. 1620): Chaturdandi Prakashika.
Damodara Mishrd (1625): Sangitd Darpand.
Hridayd Narayand Devi (c. 1667): Hridayi Kautukd,
Hyidayd Prakashd.
Basavi Raja (1698-1715): Shivd Tattvdé Ratndkard.
Ahobalj (before Shri Nivasi and Bhavi Bhattd. First half
of seventeenth century or earlier): Sasnigitd Parijatd. (trans-
ldated into Persian in 1724).
Shri Nivasi (late seventeenth century): Ragd Tattvi Vibodhd.
Abhilasi (seventeenth century): Sangitd Chandrd.
Jagaddhari (fourteenth to seventeenth century): Sasigitd
Sarasvd.
Kamalakari (later than 1600): Sangitdi Kamalakard.
Kikaraji (seventeenth century): Sangitd Saroddhard.
Jagajjyotirmalli (seventeenth century): Sangitd Sard San-
grahd, Sangiti Bhaskard. .
Raghunathi Bhipi (seventeenth century): Sarigitd Sudha.
Nangi Raja (?): Sangitd Gangd Dharand.
Vedi or Mudavedi (during the reign of Shahaji 1684-1712):
Savgiti Makarandd, Sangitd Pushparnjali.
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Vangamani (seventeenth century): Sarigité Bhaskara.

Shukambhari (before eighteenth century): Sasigitdé Damo-
dard.

Somanaryi (after 1609): Natyd Chidaman:.

Bhavi Bhattd (alias Anushtupid Chakravarti after Ahobali.
c. 1700): Anupd Sangitd Ankushd, Anupd Sangiti
Ratnakard, Anupd Sangitd Vilasd.

Tulajadhipa (ruled 1729-35): Sangitd Saramritd.

Narayand (King) (late eighteenth century): Sa#gitdé Nara-
yand.

Kavi-ratnd Narayana (eighteenth century): Sangitd Sarani.

Govindi (eighteenth century): Sazgitd Shastrd Sankshepa.

Gopinathd Kavi Bhishand (late eighteenth century):
Kavichintamans.

Pratap Singh (1779-1804): Sangitd Sagara.

Balarami Varma (ruled 1798-1810): Bald-ramd-Bharatd.

Shrikanthj (late eighteenth century): Rasdé Kaumuds.

Nineteenth and Twentieth Centurics

Ram3i varma Maharaja: Sangitd Kritayah.

Appa Tulsi: Abhinavd Tald Maivijart, Ragd Chandrika, Ragd
Kalpadrumankurd, Sangitdi Sudhakard. =

Krishnananda Vyasa: Ragd Kalpadrumd (1843).

Appalacharyd: Sangitd Sangrahd Chintamans.

Sourindri Mohan Sharma (Raja Tagore): Sasigitdé Sard
Sanigrahd (1875).

Vishpu Sharma (Pandit Bhatkhande): Abkinavdé Ragd
Maijari (1921), Shrimallakshydsangitam (1921).  *

Main authors in North Indian Languages other than
Sanskrit

Raja Mansingh Tomar (1486-1518): Mand Kautuhald
(Hindi).

Tan Sen (c. 1549): Ragd Mala (Hindi).

Shri Rami Mally: Ragd Vichard (Hindi).

Harivallabhd: Sa#gitdé Darpand (Hindi) (mss. dated 1673).

Ganga Ram: Seti# (comment. on Sang. Ratn.) (Hindi).

Deo Kavi: Ragd Ratnakard (1673) (Hindi).
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THE FIRST PERIOD

SAMA VEDA
GANDHARVA VEDA .
The teachers of the Gandharvd Ved2
Prajapati = BRAHMA
THE SHIVA TRADITION . Brihaspati Kashyapi Agasty3, Ayu, Aruvin, Ushan, Ekadhanvi,
L. Kanva, Kuéhd, Kritavrapi, Kratuh, Galavi,
SHIVA Vishvakarman Angirasi+ Chyavan3, Durvisa, Dhruvi, Dhaumy3, Nish-
Sharikars Gautami+ thyiti, Parvati, Pulastyi, Pulahi, Prati-
Shambhu mardani, Bhavani, Manu, Medhitithi,
Parameshthi Bharadvaji Ramijamadagni, Raibhy3, Vatsi, Vamani-
Vighnesh Soma Sharman jamadagni, Valmiki, Vishvamitrs,
Shashanka Vashishthi+ Shasikulaksha, Shatanandi, Sanvartts,
Shashimauli Sthiili¢hira, Sthaliksha, Susharma,
Indrd Tumburu Yajiiavalkyd+ Bhirg
Viéhvavasu |
Naradi I+
Chapdi =Gauri SHIKSHA
Shapmukhd Pirvati
Bhyingi Aéhvattari Atreys
Kuverd Kambald Bharadvdji  THE HANUMANA (VAISH-
Vikram3 Jamadagni NAVA) TRADITION
Yaghtika+
Mahidevi MirkandeyX Atri, Kapils, Bhrigu
Vallabh (Purdna?)
Shardils. 1. Sada Shivi+ Anjaney3+ = = = HANUMANA
Svati ’
. Angadd, Kinnareshd, Kushiki,
l———— BHARATA+ Guni, Sarasvati, Bali,
J ! e —— Yakshi, Daksha, Vyali,
Matariga+ Samudrd, Shashi, Bhaskari,
] ] $hauri, Gopipati, Shrinitha,
NANDIK X = = Tandu Shrivatsi, Hari. 1, Hari 2.
———t - l == = : i o Harishchandra—— —————
Chitrirathd
Gandharvi raja
Révani
| Arjund  Rambha
Viyu L Ramayans, Mahbharat3 Purinis l
(Puran?)
| SECOND PERIOD
Kshetrapala -
Mitragupti Kirtidhard ——— Kshemaraji Ugraseni
Achiryx Lohita Bhattaki
Sumantu
L———-—Bhagta Tandu
Shardula. 2.\L—Kohala+
Devendri Ganeshvard  Vishakhila+ Vitsyd
Durga $hakti+ Pirvatipat: Vasuki
Sharvi Shandilys
Dattil3+
l |
Naradi I+ —M—m8 ——
J 1 (Sang. Mak)
Rudrati
- I Chaturid+
Brihaddeshi's+ I
ary
Maghesha '
Girisuta
| Gandh vlé raja+
Naradi III+
(cml. Ragd)
Kalidasa+

Note: Authors by whom some writing is available, if only a verse, are marked with an +,
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Saiiid ‘)‘Abd—al Wali” Uzlat: Ragé Mali (1759) (Hindus-

thani).

Kavi Krishnd: Ragd Kutuhald (1781) (Hindi).

Maharaja Sawai Pratap Simhd Devi of Jaipur (1779-1804):
Sangitd Sard (Hindi).

Muhammad Rezza: Nagmat-e-Asaphi (1813) (Persian).

Radha Mohan Sen: Sargitd Tarangd (1818) (Bengali).

Diwan Lacchhiram; Buddhi Prakashé Darpani (1823)
(Hindi).

Krishnanandid Vyasi Devd: Ragd Kalpadrumd (1842-1849)
(Hindi and Bengali).

Chhatrd Nripati: Padd Ratnavali (1854) (Hindi).

Chunni L3lji Gossain: Nadd Vinodd (1896) (Hindi).

Bhanu Kavi (Jagannath Prasad): Kavyd Prabhikard (1909)
(Hindi).

Northern and Southern Music
“zq g & g 6 A Kt w

‘“Because countries differ, things have different names.”

(Ragd Kalpadrumd):

The later medieval author Ramamatyi wrote, in 1550 A.D.,
“The science of music has both in theory and in practice
degenerated into conflicting views.” (Svar. Kal. 1, 24.)*

Though the many schools of music in India to-day each lay
claim to the same ancient treatises, there are important differ-
ences jn the music of the various parts of India. Hardly any
of the modes of South Indian music are exactly identical with
those of North Indian. Even in the North, ragis and styles
greatly differ from one province to another. Besides, there
remain in many regions, in certain valleys of the Himalayas
in particular, archaic forms of music with an upper tonic
and a descending scale the study of which would be of great
interest for the understanding of ancient music. Yet whatever
these differences may be, they should not be over-estimated.
It should be borne in mind that all these musical systems are
but variations in the application of one common musical
theory. They all pertain to the modal system of music ex-
pounded in the ancient treatises and their differences are not
structural but merely differences in style or classification.
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It is a common saying in South India that Southern music
represents the more ancient school while Northern music has
evolved under outside influences. Except on very minor
points, this opinion does not, however, agree with the facts.
South Indian music was subjected to systematic reforms, one
of the main reformers being Venkati Makhin in the seven-
teenth century. North Indian classical music, on the other
hand, though it lent itself easily to temporary fashions, did
not attempt to systematize them and seems to have remained
very much what it was in spite of changes. It still conforms
to-day with the definitions of the most ancient books.

The many stories that tell how the various styles of North
Indian music were invented by musicians of the Muhammadan
period have probably no basis in reality. Under Muslim rule,
age-old stories were retold as if they had happened at the court
of Akbar, simply to make them more vivid, and in conformity
with the fashion of the day. Such transferences of legend are
frequent everywhere. In Western countries, many a pagan
god in this way became a Christian saint and many ancient
legends were rearranged to fit into a Christian world. Some
episodes in the life of the Buddha, for example, found their
way into the Lives of the Saints where the Buddha appears
under the name of St. Josaphat.

* * L

The impartial ear of sound-measuring instruments makes
one marvel at the wonderful accuracy of the scales used by
the great “Ustads” of Northern India—scales which ir every
way conform with the requirements of ancient Hindu theory.
To say that they pertain to, or have been influenced by, the
Arab or the Persian system shows a very superficial knowledge
of the subject. These systems, originally mostly derived from
Indian music, have become so reduced and impoverished in
comparison with it that no one can seriously speak of their
having had any influence on its development—unless one is
referring only to the setting of certain types of poetry or to
certain mannerisms or ways of sitting or of placing the voice.
In fact the whole of the theory and most of the practice of
Arab as well as Persian music is the direct descendant of the
ancient Turkish music. At the beginning of the Muslim era,
the Arabs themselves had hardly any musical system worth
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mentioning, and all the Arabic theoreticians—Avicenna,* Al-
Farabi, Safi ud’din, and others—are claimed by the Turks as
Turkish in culture if not always in race. In fact, they merely
expounded in Arabic the old Turkish system interpreted in
the light of Greek theory. This Turkish system was well known
to medieval Hindu scholars who often mention it (under the
name of Turushkd) as a system closely allied to Indian music.
As I have explained elsewhere,} the seventeen intervals of the
octave, as used by the Arabs, are identical with seventeen of
the twenty-two Indian shrutis, and there is no modal form in
Arabic music which is not known to the Hindus.

* Avicenna was born about 980 A.D. in Balkh, in what is now known as
Afghan Turkestan and, though his father is said to have been a Persian, the
Turks claim him as their own in language and culture.

t See the author’s Inéroduction to the Study of Musical Scales, p. 126.
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CHAPTER 1II

THE NATURE OF SOUND

afaft gafagd gfaaat fee
AIMEZIRI weRqETIHTAL |
wfangegasqr agw: wifwaiat
wafa wmfa A7 qaETeRne |

“Sound (Nad3) is the treasure of happiness for the happy, the
distraction of those who suffer, the winner of the hearts of hearers,
the first messenger of the God of Love. It is the clever and easily
obtained beloved of passionate women. May it ever, ever, be
honoured. It is the fifth approach to the Eternal Wisdom, the
Vedi.” (Sargitd Bhashya.)

important place in all the ancient treatises on music, we

do not propose to deal with it very extensively here, for
it is beyond the scope of this book. We shall limit ourselves to
brief definitions of sound and of the different kinds of music,
and then pass directly to practical description of the different
elements that unite to form the Indian musical scales.

g LTHOUGH the philosophy of sound is given a very

Intelligible Sound (N add)

Sound is said to be of two kinds, one a vibration of ether,
the other a vibration of air. The vibration of ether, which
remains unperceived by the physical sense, is considered the
principle of all manifestation, the basis of all substance. It
corresponds with what Pythagoras called the “music of the
spheres”’ and forms permanent numerical patterns which lie
at the very root of the world’s existence. This kind of vibration
is not due to any physical shock, as are all audible sounds. It
is therefore called anahati, ‘“unstruck’”. The other kind of
sound is an impermanent vibration of the air, an image of the
ether vibration of the same frequency. It is audible, and is
always produced by a shock. It is therefore called dhati or
“struck”.

Thus the Sasigitdé Makarandd (1, 4-6) says:

“Sound is considered to be of two kinds, unstruck and
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struck; of these two, the unstruck will be first described.

“Sound produced from ether is known as ‘unstruck’. In this
unstruck sound the Gods delight. The Yogis, the Great
Spirits, projecting their minds by an effort of the mind into
this unstruck sound, depart, attaining Liberation.”?

“Struck sound is said to give pleasure, ‘unstruck’ sound
gives Liberation.” (Nadradd Purdind).®

But “this (unstruck sound) having no relation with human
enjoyment does not interest ordinary men.” (Sh. tat. Ratn.
6, 7, 12.)°

Not all audible vibrations are musical sounds. The sounds
used in music are those whose mutual relations form an image
of the basic mathematical laws of the universe. Thus musical
sounds reproduce the first creation of the Primordial Intellect.
This creation is at the same time a rhythm and a thought. In
correspondence with this, the main characteristic of musical
sounds is that, although they form simple physical relations,
yet at the same time they convey ideas, they are expressions.
This is why the sound of music is called “Nadad”, “intelligible
sound”’, and is said to result from the union of physical breath
with the fire of intellect.

“The syllable ‘Na’ means breath, the syllable ‘da’ the fire
(of intellect). Born of the union of breath and fire, intelligible
sound is called Nadi.” (Sazng. Mak. 4, 18, reproduced in
Sang. Ratn. 1, 3, 6, and Sang. Darp. 1, 39.)*°

The Different Kinds of Musical Sound

In musical sound three main elements are usually con-
sidered—intensity, pitch and timbre.

Intensity is the relative strength of the sound, whether
soft or vigorous.

Pitch is defined by the interval or the number of vibrations
(Shrutis). .

Timbre is the resonance of harmonics which differentiates
the sound of various instruments or voices.

Timbres are classified into five main categories:

““Struck sounds are known to be of five kinds—produced by
the nail (strings), by wind (flutes), from leather (drums), from
metal (percussion-instruments) or from the body (the voice).”
(Sang. Mak. 1, 7.)
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Sacred and Secular Music

Music is of several kinds, each of which, according to its aim,
follows distinctive rules. Certain combinations of sound help
mental concentration and spiritual development. These are
used in the higher form of sacred music which, in India, is
connected with the singing of the Sami Ved3. The theory of
this sacred art is kept very secret for its power is said to be
great.

Some aspects of the higher theory of sound are, however,
often brought into practice for magical ends, for the treatment
of diseases, or in taming dangerous animals. Most village
magicians know how to utilize with great efficacy the psychic
and hypnotic effect of certain sounds.

But there are other kinds of sound-relations which merely
give pleasure, evoking tender emotions and pleasing ideas.
Only such kinds of sound come within the scope of secular or
Deéhi music, with which alone we are here concerned.

The following are the chief terms used in ancient books to
define the different kinds of music:

GITA (Music):
“A particular arrangement of sounds which is pleasing [to
hear] is called music (gitd). It is of two kinds—sacred or

celestial (gandharv3) and profane (ganid).” (Sasig. Rain. 1I,
4, 1 reproduced in Svar. Kal. 2, 6.)*

GANDHARV A (Sacred or Celestial Music):

“That (music) which, sung by the celestial musicians or by
those who know the theory of sacred music, has come to them
through the beginningless tradition, and which is the sure
means of attaining Liberation, is known to the sages as
Celestial (gandharv3).” (Sa#ng. Ratn. 11, 4, 2, and Svar. Kal.
2, 7.)18

This celestial music is also called the “music of contempla-
tion” (margd),* and it is said to be composed in accordance
with the cosmic laws of which physical harmony is but a
reflection.

“That music, source of [all] development, which, in the
beginning, was seen by the Creator in His contemplation and

* The derivation of the word margd is given by Kallinathi: ‘“Marg means
‘to contemplate’ 14

t The correspondences between spoken and musical sounds according to
Margi theory are given in the Rudrd-damar@dbhavd-sitrd-Vivarapam.
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afterwards performed by Bharati and the other seers in the
resplendent presence of Shambhu (Shiv¥), the Giver of Peace,
is called the music of contemplation (margd).” (Chat. Raga.
1, 8-9; and Sarig. Rain. 1, 1, 22-23.)"

GANA (Profane Music):

“That (music) which is composed according to rules by
experts, which is sung in the modes of secular or worldly
music (deshi ragis), and which charms the people is gand,

’

profane music’.” (Sazg. Ratn. 11, 4, 3 and Svar. Kal. 2, 9.)*

DESHI (Secular Music):

“The song, dance and play of instruments, different from
country to country and performed as their people please,
which charms the heart, is called deshi (secular).” (Chat.
Ragd. 1, 10; and Sa#ng. Ratn. 1, 1, 23.)"

Matangd Muni considers that the word deshi (worldly)
applies to all earthly music. “Sound (dhvani) goes everywhere
in every place, hence it is called deshi.”” (Brihaddeshi 1, 2.)*

“All the world, animate or inanimate, is subject to sound
(dhvani). Sound is divided into two kinds—manifest and un-
manifest. Manifest is the sound that comes to the lips in the
form of a ‘melodic movement’ (varni), giving rise to deshi
(secular) music.” (¢d. 1, 12.)*
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CHAPTER III
THE SCALE

The Tonic or Drone

relations can, however, be worked out in different ways,*
giving rise to different groups of musical systems, each
of which has possibilities of expression peculiar to itself.

The modal group of musical systems, to which practically
the whole of Indian music belongs, is based on the establish-
ment of relations between diverse successive sounds or notes
on the one hand and, on the other, upon a permanent sound
fixed and invariable, the ‘“‘tonic”.

Contrary to common belief, modal music is not merely
melody without accompaniment, nor has a song or melody, in
itself, anything to do with mode. The modes used in the
music of the Christian Church are modes only in name, though
they may have been real modes originally. But much of
Scottish and Irish music, for example, is truly modal: it belongs
to the same musical family as Indian music and is independent
of the Western harmonic system.

Indian music, like all modal music, thus exists only by the
relations of each note with the tonic. It is this relation that
determines whether a given note is a minor third, a fifth, a
seventh or a fourth. The relation with the tonic, in fact, deter-
mines the expression of any given sound. The tonic must
therefore be constantly heard. It can either be kept in the
background like a drone or repeated at very frequent intervals,
as is generally done in playing a stringed instrument. It should
be remembered that the drone is not merely intended to keep
the singers in tune, so that they may attack always at the
correct pitch, but it is the key to all modal expression. So long
as the hearer has not entirely identified himself with the tonic,
but still perceives drone and melody as separate entities, it is
impossible for him to follow or understand the meaning and
the beauty of modal music.

* See the author’s Introduction to the Study of Musical Scales, p. 21.
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It appears that at different periods different notes were
taken as the starting-point of the scale. But the Shadji (Sa,
C), the tonic of all modern music, seems to have been con-
sidered as such since medieval times.

“Shadji (Sa, C) is the first of all the notes and so it is the
main or chief note.” (Simh. Comm. on Sang. Ratn. 1, 4,
6-8.)%*

Although certain notes are more usually chosen as the
tonic, any sound, whatever its pitch, becomes the tonic of
scales that are built upon it. Shadji (the tonic), which we here
always transcribe as C, has not a fixed pitch like the C of key-
board instruments. Thus:

“Dattild explains that the Shadji (the tonic) may be
established at will at any pitch (on any $hruti) and that, by
relation with it, the other notes should be established at
the proper intervals.” (Simh. Comm. on Sang. Ratn. 1, 4,
15-16.)%

But a common tonic is necessary so that the ragis, all built
upon it, may be easily compared. In the notations of ragas
which form the second volume of this book, the tonic in every
case is C, since that is usually considered the first note of the
modern Western scale, just as Sa (in present-day music always
the tonic) is the first note of the present Indian scale.

With C as tonic, the white keys of any keyed instrument,
such as the piano or organ, give approximately the major
mode or unaltered ($huddhi) scale, the scale of Bilaval
in modern Indian music. Then the different modes can
easily be visualized as modifications of this basic (Shuddhad)
scale,

The fact that the tonic used by most singers is lower—often
B flat (Ni komald)—is of minor importance. Once the real
nature of each mode has been properly understood (and
musical practice shows that this is easier if the tonic is always
C) the modes can be transposed into any pitch that may be
suitable for different voices or instruments.

The Seven Svards (Notes) -

The word “note”, by which we here translate svard, is
usually taken to mean merely a certain pitch of sound; but
the word svard means a pitch of sound plus an expression, so
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it would be more correctly rendered as “‘expressive note”. As
Matangi says:

“The sound that generates an expression is a svari, a note.”
(Brihaddeshi comm. on 1, 63.)%

The derivation of the word “‘svard” is given as follows:

“The word svari (note) is authoritatively known to
mean ‘that which shines of itself’—from rdjr: (to shine)
with the word svd (self) as prefix.” (Matangd, Brihaddeshi 1,
63.)%

Indian music recognizes seven main and two secondary
notes or svards. These notes represent definite intervals and,
as such, form the basic or “natural’’ ($huddh3) scale. They can,
however, be raised or lowered to form other scales. In that
case they are considered “altered” (vikritd). The notes that
form the basic scale are called pure ($huddhi); notes lowered
by half a tone are said to be komali (soft=flat); notes raised
by half a tone are called tivri (sharp).

According to the Indian theory, the sounds of music are
first perceived as relative pitches or intervals. It is only when
their action has lasted for some time that these intervals
convey to the mind an idea or an expression. Hence the arith-
metical classification of sounds as intervals is considered prior
to, and the basis of, their musical classification as ‘“‘expressive
notes’’. This differentiation, which was known to the ancient
Greek as well as to the ancient Indian theorists, explains why
the shrutis, or intervals, are considered the basis of the svaris
or notes, or (in Greek terms) why the enharmonic is considered
the basis of both chromatic and diatonic.

Matangi says: .

“Shadji (C) and the other notes (svards) are always mani-
fested through the ‘interval they form with the tonic’, their
shrutis, just as a pitcher in the dark is made manifest by a
lamp.” (Brihaddeshi 1, 36.)%

The commentary on the Ragd Vibodhd (1, 14) adds: “What
then constitutes a note, a svard? What is the particularity
of these seven sounds? It is their intelligibility, their capacity
to please the mind, to appeal to the consciousness of the hearer.
And that they do this of themselves, without external aid.”
Nihéhanky (Shamgadev) says:

“Sound is first heard as an interval, a $hruti; but the reson-
ance that immediately follows, conveying of itself (without
external aid), an expression to the mind of the hearer, is
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called a ‘svar¥’, a ‘musical note’.” (Sazg. Ratn. 1, 3, 24-25.)®
And:

“The expressive sound, attractive and pleasing, which
resounds immediately after the exact interval (the s$hruti)
has manifested itself, is called svari (note).” (Sasng. Darp.
I, 57‘)20

The notes are seven in number.

“From the [twenty-two main] intervals (Shrutis) come the
seven notes (svards) called Shadji, Rishabh3, Gandhars,
Madhyam4, Pafichamd, Dhaivatd, Nishadd.” (Chat. Ragd. 1,
18-19; Sasg. Darp. 1, 167; Sh. tat. Ratn. 6, 7, 22-23.)%

“Others call them (for short):

Sa(Do), Ri(Re), Ga(Mi), Ma(Fa), Pa(Sol), Dha(La), and Ni
(Si).” (Sarng. Darp. 1, 168.)®

These notes, classified according to their relative import-
ance, form the different parts of the “person” of the modal
scale (miirch’hana).

“The note Sa (Do, the tonic) is said to be the soul, Ri(Re) is
called the head, Ga (Mi) is the arms, Ma (Fa) the chest, Pa
(Sol) the throat, Dha (La) the hips, Ni (Si) the feet. Such are
the seven limbs of the modal scale.” (Naradd Samhita 2, 53—

29 .

“These notes, as a rule seven, correspond, in the view of
Matangd, with the seven basic elements of the physical body,
and issue from the seven centres of the subtle body (chakris).”
(Kall. comm. on Sa#g. Ratn. 3, 23.)®

An interesting way of defining the intervals represented by
the svaris or notes of the unaltered ($huddhi) scale is based on
the ary of certain animals.

Most animals have a distinct cry based on two notes. If we
consider the lower note as the Sa (Do), the higher note will
give us a second, a third, a fourth, etc. This can be very
easily verified by observation. Thus:

““Shadji (the octave) is sounded by the peacock; the next
note Rishabhi (the major second) is uttered by the chataki
bird. The goat bleats Gandhari (the minor third),* the heron
(kraufichy) cries Madhyami (the perfect fourth). In the
season of flowers, Pafichami (the perfect fifth) is softly sung
by the cuckoo (kokily). Dhaivati (the natural sixth) is
croaked by the frog in the season of rains. At all times, O

* In terms of the modern one, the ancient natural scale would contain an
E flat and a B flat (Ga komali and Ni komal3).
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Goddess! Nishad3 (the minor seventh) is trumpeted by the
elephant.” (Kohald quoted in Byihaddeshi, comm. on 63.)*

A similar list is given in the Naradd Samhita (2, 55-56) and a
slightly different one in the Manduki Shiksha (1, 9) and in the
Naradiyé Shiksh@ (1, V. 4-5) also reproduced in the Shiva
tatva Ratnakard. (VI, 7, 33-35).

The peacock’s octave starts from the upper note. Kalidasa
says:

“Both listened to the lovely cry of crested peacocks raising
their heads at the sound of the axle of the chariot. In this
cry resound two kinds of Shadji svard.” (Raghuvamshd, 1,
39.)%

We observe that the goat bleats the minor third (Do Mip,
Sa-Ga komald) that the angry elephant gives a prolonged Si
flat (Ni komald) interspersed with repeated lower Do-s (Sa).
This shows clearly what was the ancient natural scale.

Readers in India will be familiar with the fifth of the cuckoo.

Some modern writers have suggested that these animal
cries have an absolute pitch. So far as I am aware this is not
a fact, but the intervals themselves do seem to be invariable.

The Intercalary Notes, Kakali Ni and Antard Ga

To the seven main notes were added, in ancient music, two
accessory notes dividing the major tones Ni, Sa (modern Ni k.,
Sa; Bp, C) and Ga, Ma (modern Ga k., Ma; Ep, F) into two
half-tones. These two intercalary (sidharani) notes were
called Kakali Ni (the pleasing Si) and Antard Ga (intermediary
Mi).

“When two shrutis (half a tone) from Sa (Do) pass into Ni
(Si), this is (called) Kakali (Sih, Ni $huddhd). The same from
Ma (Fa) into Ga (Mi) is Antard (Mik, Ga shuddhi).” (Quoted
in Simh. comm. on Sasg. Ratn. 1, 3, 40, and in Sh. tat. Ratn.
VI, 7, 51.)®

“The note called Kakali is obtained by raising Ni (modern
Ni k., Sip) by two shrutis. The note called Antari is obtained
from Ga (modern Ga k. Mip) in the same way. They are not
properly considered notes (svaris) because they cannot be
taken as tonic (amshd). So Nishadi (Ni k., Mip) and Gandhari
(Ga k., Mip) are given prominence over them.” (Datt. 16-17,
also quoted by Simh. comm. on Sa#ng. Ratn. 1, 3, 56.)%
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The Shrutis (Intervals)

The names and classification of the intervals, the shrutis, as
given in the ancient and the medieval books, present many
problems of interpretation. For this there are the following
reasons: (1) at different periods, different notes were taken as
the tonic; (2) the more ancient treatises envisaged a descending
scale, more recent ones an ascending scale; (3) even the scale
considered natural was different at different periods. These
difficulties will not surprise us if we remember that not only
hundreds but thousands of years may have elapsed between
the composition of different treatises.

As we have already seen, a note and its name, depend upon
its relation with a fixed sound, the tonic; it can be a fourth, a
fifth (a Ma (Fa), a Pa (Sol) etc.) only by relation wtih a basic
sound (in modern Indian music, always the Sa—supposed
here to correspond with C). Without such a relation an isolated
sound cannot properly be called a “note”, a svara.

Notes, therefore, depend upon intervals. From the dual
point of view of physical relation and intelligible expression,
the intervals from which the notes are produced are called
“Shrutis”, that is ‘‘audible”,* since it is only through
hearing that the idea conveyed by the intervals can be grasped.

The number of possible intervals in relation to a given note
is obviously limitless. Yet, the number of intervals used in
music is comparatively small. This is due to the phenomenon
of “consonance”’. When the number of vibrations of two or
more sounds are related with one another in simple ratios, the
sounds seem to merge into one another. This is called conson-
ance and is due to the fact that in such a case many of the
“harmonics”’, which form the upper structure of all sounds,
coincide. Consonance gives our sense of hearing a pleasing
and restful sensation.

Intervals, however, do not merely produce pleasing or un-
pleasing sensations. Like words, they also convey to the mind
of the hearer distinct and definite expressions.

The Indian theory of music considers that a normal ear can
easily perceive sixty-six distinct intervals within the compass

* “It is grasped by the ear, hence it is called ‘$hruti’ (audible).”35 “ ‘Shru’,
which means ‘hearing’, is the root of the word. To thisis added the (feminine)
suffix ‘ktin’ (denoting an ‘abstract noun’). In this way the term ‘éhru'téz

is derived by experts in words [to represent] the ‘means of expression’.
(Brihadde$hi, comm. on 1, 26.)38
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of an octave—intervals, that is, which, when played one after
another, appear distinctly as separate steps (we shall see later
what these intervals are). We find, however, that among
these intervals twenty-two are chiefly used in music. These
twenty-two are those which represent the simpler ratios with
the tonic and which convey to our mind the most distinct and
pleasing expressions. In practice, therefore, the shrutis are
said to number twenty-two, though, theoretically, sixty-six
are possible. We may say, then, that within one octave we
can accurately distinguish twenty-two distinct expressions and
sixty-six distinct pitches; beyond this we can naturally con-
ceive of limitless relations of sounds, but we shall never be
able to recognize them easily by ear, so they cannot be
utilized in music.

Three classes of intervals were already mentioned by Kohali:

“Some experts in the knowledge of intervals say that they
number twenty-two. Others speak of sixty-six and some con-
sider them numberless.”’ (Kohali, quoted in Byihaddeshi, comm.
on1I,28,and in both Simhabhiipald’sand Kallinathd’s comm.on
Sang. Ratn. 1, 3, 8-9 and 10-16.)¥

The complete scale of the shrutis is not a practical musical
scale which can be directly used in a melodic form. It is simply
the assemblage of the different intervals used in different
modes, and the standard, therefore, by which they can be
compared and studied.

It is impossible to sing the complete scale of the $hrutis
accurately in succession (as some singers pretend to do), but
they can all be sung with perfect accuracy when they are em-
bodied in expressive scales. Hence Parshvadevi says:,

“The twenty-two sounds cannot be produced (in succession)
by the throat. They should therefore be demonstrated on a
stringed instrument.” (Attributed to the Sasigitd Samaydsard,
though it is not to be found in the printed edition.)®

The Measure of the Shrutis

According to the explanations given by Bharati in the
Natyd Shastrd and by Matang3 in his Byihaddeshi, the interval,
or shruti, used as the basis of the division of the octave is the
comma diesis 81/80, defined as the difference between Pa
[modern Dha (A)] considered as the upper fourth (ratio 4/3)
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from Ri [modern Ga (E)] and Pa as the lower fourth (4/3) from
Sa [modern Ri (D)]. This comma is called the “measuring” or
“standard” interval.

“The interval produced by the raising or lowering of Pafi-
chami (modern A, Dha), [which can also be envisaged as a]
softening or [a difference in string-] length, is called the
“standard interval” (pramani shruti).” (Nat. Sk. 28, 22; and
Brihaddeshi, comm. on 1, 28.)%*

It is in fact true that if to the perfect fourth Ri Pa (D G,
ancient Sa Ma) of g shrutis we add the minor tone Pa Dha
(G A, ancient Ma Pa) of 3 $hrutis, and then the perfect fourth
Dha Ri (A D, ancient Pa Sa) of g shrutis, we find the octave
from Ri to Ri (D to D) too short:

« 10 4 _ 160

x 3 =50

The difference between this and the real octave (2/1) is one

$hruti or comma (81/80). Thus: 21 + 1 = 220r 160 X 81 _z2

81 80 1

To obtain a perfect octave, then, we must either make the
fourth Dha Ri (A D) too large (27/20), or raise the harmonic
Dha (A =5/3) into Dha+ (A+ = 27/16),* changing “the
minor tone Pa Dha (G A = 10/9) into a major tone Pa Dha +
(G A+ = 9/8). But, in this latter case, the fourth Ga Dha+
(E A+) will become too large. To correct it, we may raise the
Ga (E) into Ga+ (E+); but this will destroy its consonance
with Ni (B).

In this way we always have to choose between one perfect
fourth or the other, the difference involved being in every
case the very interval of one comma (81/80) or 5 savartst
which first appears at Dha (A) (ancient Pa).

This “comma of Didymus”, as it is also called, was con-
sidered by the Greeks, the Arabs and the Hindus as the logical

* See notation-signs, pp. 49-54. '

t To represent the proportional ratios of intervals by numbers which
can be added together, the easiest method is to take their logarithms. In
the most usual system, the octave (2/1) is represented by the log. of 2, i.e.
0.30103, which, multiplied by 1,000 for convenience, gives the division of
the octave into 301.03 intervals, or, in practice, 301 intervals which are
equal, can be added or subtracted, and are usually called SAVARTS, from
the name of the physicist Savart (1791-1841) who advocated this system.

The division of the tempered half-tone into one hundred ‘“‘cents’, some-

times used nowadays, does not allow direct use of logarithm-tables and is
besides empirical and musically inaccurate.
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unit for any practical division of the scale. Many modern
acousticians agree with this view.

The comma (81/80) has this peculiarity, that the differences
between important simple intervals can almost always be ex-
pressed in terms of it. For example, the difference between
the major and minor tone g/8 and 10/9 (Sa Ri and Ri Ga)
is 9/8 X g/10 = 81/80; the difference between the major half-

. 16 243 81
tone (16/15) and the limma (256/243) is 5 X 256 — 80’ the
difference between the two minor thirds (CEb +* (Sa Gak+)t
-—g and C Eb (Sa Ga k) = 20) i sg x 2 - - 5% the differ-
ence between the harmonic third C E (Sa Ga) = 5/4 and the

. _ . 81 4 81
Pythagorean third C E+ (Sa Ga+) = 81/64 is 64 X 5= 80

and so on.

This explains why a scale formed by adding to the twelve
notes of the basic scale twelve other notes each raised by one
comma, and twelve more each lowered by one comma, will
give us practically all the intervals used in music.

The complete division of the octave is, however, attained by
adding or subtracting either one or two commas from each of
the twelve notes of the basic chromatic scale.{ This gives us a
series of 53 intervals, which cannot all be used in modal scales
though they may come into use through modulations (changes
of tonic) or in certain forms of polyphony. If we further divide
the disjunction which appears at each half-tone of this scale
so as to form quarter tones, we obtain the division of the
octave (Sa to upper Sa) into 65 intervals—that is, counting
the note that forms the octave itself, the scale of sixty-six
intervals or shrutis spoken of by Kohali.

It should be noted that this scale makes use only of two
kinds of intervals—commas of 5 savarts and disjunctions of 8
savarts. This is, in fact, besides the Pythagorean division
into seven notes, the only possible complete division of the
octave which uses only two sorts of intervals and which
respects the fundamental consonances (fourth, fifth, etc.).

* See the tuning-signs, pp. 49-54.
t k. means ‘‘komal3”’ (ﬂat) and t. “tivrd" (sharp).

} See p. 50.
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All other divisions of the octave are either irregular or, as
is the case with all tempered scales, never give perfect
consonances.

The Notation of the Shrutis*

To proceed further with the theory of the $hrutis we require
an accurate and simple way of writing down exact intervals.
The following method of classification has been adopted here
as the most simple and convenient.

In order to write the sixty-six intervals of the complete scale,
we shall use conventional signs placed beside the notes within
the frame of the harmonic form of the chromatic scale,}
which is the scale of modal music and which allows only one
sort of accidental (either flat or sharp) for each note. This
applies to both the European staff and the Indian syllabic
notations. Thus, the sign — — after the note means that it is
lowered by two commas; the sign — means that the note is
lowered by one comma; the sign + means that the note is
raised by one comma, the sign + + that the note is raised by
two commas. The sign # (natural) indicates the more usual
note, neither raised nor lowered.

In the following tables we shall leave aside the quarter-tones
that divide the disjunctions into two approximately equal
parts, since they are never in practice used in Indian music.

* For transcription of the $hrutis in the European staff and Indian syllabic
notations, see below: Notation of the intervals, p. 8o.

t See below, the section on ‘‘the Scale”, p. 72.
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The Sixty-six Shrutis*

e o o a = oq 04 oq q X uonejou
/- BEIS

)

uoryejou
B
x 5 B— uerpu]

M

b
poh

6 62L %2l sz Sl cvz 2 M@ @ o8 | (e5)D 3w
ol 5 <)

(€1) sz 8 yel 11 sl eve ¥e
m 4 6 ol o008 ¢l sl 96z &2 g8z1 18 sfeasju]
B P | R N e B T e u-n-_._ 9ress paredwa
[o74 oz zZe (174 02 02 rA% 0z 0z
uory uo1}
ewwoleuioolf euiiod | ewiody -ounflsip | ewuwos||ewwosflewwon | - ounfs1p ewwosjewwos]l  S[eAIsjuy
21 11 [0l 8 L 9 S 14 < [ 1
:a 5 a -4 --a v/ +4@ Mg -da -4 /1 4D+ 0 o
++3y +3y 9y -2y --9Y / 3y Wy ey --Yey ++8g +ug e§ nyg

(o]

* For explanation of the signs used in the Indian and Western staff nota-
5

tions, see below: “Notation of the intervals”, p. 8o.



THE SCALE

p_® S e —

A - -
2 vz S 9 18 (029 § 12 8
mmw%.«m_ nwm. is oot (W)sr 9 =2¢ mmd mm

e m b - - - - atathaindads | A2 K | IR JERIEIEEE R R —=f e mc e wcmw - -
014 uo13d uot}
swwodf -oun{stp | ewwod flawwooflewwos ewwod:| -unlsip [fewwoojfeuwod|f -ounlstp
LT 9Tt ST e 12 0Z 6L 81 Ll 9 st ¥t

-d -4 ¢/l ++3 & -3 -3 P/£+4d M3 -43 §f1 +4qQ
B --8H ++8)  +8p .o =8y -9y ey "yey  yep ey

uonejou
Bels

uonjejou -
uerpuy

(eS)) Wm
S[eAIaju]

a[eds paradura]

STeAISju]

sHrugg

51



MUSIC

INDIAN

NORTHERN

. . a
s C  UOTjejou
BeIs
-h ...
—% i - a—— —=% k— yorjejou
K - -2 uerpo]
@ ool e Lo n B g ¢ gr @ ¢ (eS)0 A
a6 m.w.w ¢ OF 6lE 06 wm 9 n % Us &7 ...rm sfeAIaju]
-1 xofeem-fmmmommqe-ocfo—ox----4  oye0s pasadud
ot o] oz | oo | uZf 2 vy, | ot | oz | oz o8 P2 L
ou ewwod| - unfstp fewwosflewwod]i swwod| -dunfsip |ewwodEUWOd) BUWOY|  STRAIIJU]
W oy 6 B¢ & 9of ¢ g €¢ (1 o 6z 8 L

w0 49 9 -9 -0y M1 43 M YL ed e 4
wed +og ~od e --ed L% NEN I LW ooy sy SHLIS

52



THE SCALE

fer

QZ1 EL_ 8L sL o1 byz ot 18 9 02 su

Sgz szl 1t B L oor 18 n »2 ...~. i 2l
e LR TR TR B LT A R na R R, DR Ll - - memoo-
oz e s
uoyy .3: uoly

ewwod| -ounfs 1p | ewwos|fewwos [fewwos| ewwos| -ounlstp |{euwod ||sumoslf -ounfsip

¥ €6 2 16 05 P W W

48 4 WY WY Y -V -V BA Y MYy -GV /1 e

uoryejon
112

uoijejon
uerpuy ,

(e5)) W
STeAIdU]

a[eds pazeduma],

S[EAI9JUY

S fIN eeeqq +wqq  syg -eyq -eyq  ofeyQ ME KRG Geeg TS

53



NORTHERN INDIAN MUSIC

£y uonejou

Hu!<<év|h4|¢@ITmﬁuﬁm

¥  ——— uonejou

—— w3 uepu]

oT & 6 gz (eS)Hmm

1 18 #9 I£ S 821 8 L ﬁw oL S 6 8zl
T 091 G2 09 8y <C¥ve ST oO0s (tT 62 € o1 ¢zz S[eAIUL
R e s EETE: TRE EREEE SeRt s St el it SUet I ZER SN 1 2Y
oz oz Tt o2z o o2 ot k11 oz oz
uoty uoty
ssmo0} - ounfstp |ouw UMD | BUMOD| -dunfeIp wodflsumodll  sTEAISU]

99 69 ¥9 € 29 19 09 68 85 L8 95 €S ¥S

> -0 —apftea 44 9 -8 -9 ¥/ *@ g -4
W o v s N N N TN uN YNy RS

NOTE. The comma is equal to five savarts (or 20 cents);
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Of these theoretical intervals many, in practice, are very
seldom used. The twenty-two (or twenty-four) most prominent
intervals, which correspond to obviously distinct expressions
and which are used in the teaching of modal music, are usually
considered to be the following:

C Db-DD E)-EWED+E B+ P Fi-Fifa(F)G (A>JAb Abe A A+ Bb-BbuBbe B B. C

e e A e ]

On no grounds can these twenty-two divisions be considered
equal. They refer only to twenty-two prominent intervals
chosen out of the possible fifty-three (or sixty-six). In modal
music a few other intervals are used,
though seldom. They are the rare F—

and Bp— — T
and the still more rarely used D—, F+, T
B++,E++, Dpb— — - e~

The remaining divisions, necessary only when the tonic is
changed, are not considered in modal practice. :

As we have already explained, if we add or subtract one
comma to or from each of the twelve notes of the fundamental
Pythagorean chromatic scale* we get a scale of thirty-six
notes which contains practically all the intervals that are used
in any form of music.

In this scale each of the twelve notes thus has three positions
—low, middle and high. This mode of division of the scale
seems to have been used by the celebrated Tumburut who
expresses the strident character of all the raised notes and the
mellowness of the lowered ones by connecting them with the

* The Pythagorean chromatic scale has only major tones and limmas.

Its third, sixth and seventh are therefore higher by one comma than the
same notes of the harmonic scale. The Pythagorean scale is written in our

notation:
C D E+ F G A+ B+ C
Sa Ri Ga+ Ma Pa Dha+ Ni+ Sa.

The intermediary notes are:
Db Eb Fin AD Bp
Rika Gaky Mat, Dhak, Nik,
+ A celestial musician, considered the originator of one of the chief ancient
systems of music. He wrote a treatise now lost.
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four humours of the body whose relative predominance is said
to bring similar tendencies. He says:

““A sound that is high is harsh (piercing). The wise know it
to be born from wind.

“A low sound, deep and mellow, should be known as born
from bile.

“The attractive (perfect) sound is born from lymph. It is
sweet and tender.

“That which has the qualities of all three (the sound with
vibrato) is known to be born from semen.” (Attributed to
Tumburu by Kallinathd, comm. on Sasg. Ratn. 1, 3, 10-16; and
to Chaturi in Brihaddeshi comm. on 27.)%

The Expression of the Shrutis

As we have already seen, the division of the octave into
sixty-six intervals is an acoustic division. Although we can
clearly perceive the differences in pitch of different intervals
and rapidly train our ear to recognize them, only a certain
number will correspond with such expressions as are generally
used in music. These expressions of the intervals have been
carefully classified by ancient writers. Each shruti was given
a name depicting its character. In the system of Parshvadevai,
these names were even different for each octave. These expres-
sions were further classified into five main groups or Jatis
called “moderate, keen, large, tender, and compassionate”.
We shall see later what these jatis are.

“Dipta (keen), Ayata (large), Karuna (compassionate),
Mridu (tender), Madhya (moderate), these are the five kinds
(Jatis) of shrutis that are found in the notes.” (Sang. Ratn. 1,
3, 27-28.)¢

Because of the confusion that has resulted from changes in
scale and in tonic the exact interpretation of the ancient
shrutis presents a number of problems which we shall not
attempt to discuss here.

The only safe way to interpret the ancient $hrutis is to start
from the actual expression of the intervals as they are found
to exist in present-day musical practice. The notation of these
expressions given in the following list has been worked out by
careful measuring of the intervals used by musicians playing
different ragis and by noting the expression each particular
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note conveyed to the musician and to his audience. It was
found that the same intervals in the most different ragis
always, in themselves, produced the same kind of expression.
The scale we give here is only the result of such experiments
and may therefore be subject to improvement.

In the following table we also compare the $hrutis as they
are given by Sharngadevi with the experimental ones. A few
slight differences remain to be clarified.

There is some difficulty in ascertaining which of the shrutis
of Sharngadevi really was the tonic. This has led to very
divergent interpretations. The three main ones start the scale
from the $hrutis Chhandovati, Kshobhini or even Ramya—
corresponding with Dha (A), which is said to have been the
ancient tonic of Naradi. The Svard meld Kalanidhi (1549
A.D.) takes Chhandovati as Sa (Tonic) but considers that
“Prastina’”’, Naradi’s first $hruti, corresponds with Kshobhini.
On the other hand, Govind3 in his Sargitd Shdstrd Savkshepd
(c. eighteenth century) places the tonic Sa on Kshobhini.

The $hrutis are given by Sharngadevi as follows:

“Tivra, Kumudvati, Manda, Chhandovati come within
Shadja;

Dayavati, Raifijani and Raktika dwell in Rishabha,

Raudri and Krodha in Gandhars,

while the shrutis Vajrika, Prasarini, Priti and Marjani have
their place in Madhyama. _

Kshitih, Rakta, Sandipani and Alapini are in Pafichama;

Madanti, Rohini, Ramya shelter in Dhaivats;

both Ugra and Kshobhini rest in Nishadd.” (Sasig. Rain.
I, 3,.35-39).¢

I formerly followed the often admitted interpretation that
starts the scale from Kshobhini, but closer study of the expres-
sions given by Sharngadevi seems to show beyond doubt
that his scale started from Chhandovati, as seen in the follow-
ing tables.
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The Theory of the Classes of Intervals (Shruti-jatis)

As we have explained in another work,* the scale of the
shrutis is composed of several series of fifths related by
harmonic thirds. Starting from C(Sa), we build five successive
ascending fifths and five successive descending fifths (we shall
see later why there can be only five). This gives us the series
of intervals generally known as Pythagorean.

The five ascending fifths are: G (Pa), D (Ri), A+ (Dha+),
E+ (Ga+), B+ (Ni+).

The five descending fifths are: F (Ma), Bba (Ni ka), Ebn (Ga
kn), Abn (Dha kun), Dp— (Ri k—).

If now, starting again from C, we descend by an harmonic
minor third (6/5), this gives us the Ay (Dhas) which forms a
sixth (5/3) with the lower C, and which is lower by one comma
(81/80) than the Pythagorean sixth A+ (Dha+) = 27/16
which we obtained before.

If we build up ascending and descending fifths starting from
this harmonic A, (Dhay), they will all naturally fall one
comma below those of the basic series. This new series gives us:
E (Ga), B (Ni), F§— (Ma t—), Dp— (Ri k—), etc.

If again we base an harmonic minor third on A, (Dhay), we
obtain F$— — (Ma t— —) = 25/18, basis of a series of fifths
two commas below those of the basic series, thus: Dp— —
(Rik— —), Ap— (Dha k—), Ep— (Ga k—), Bp— (Ni k—).

And if, starting again from C (Sa), we ascend by an harmonic
minor third, we obtain the high Ep+ (Ga k+) 6/5, the basis
of a series of fifths all one comma higher than those of the basic
series, thus: Ap+ (Dha k+), Dba (Ri ko), F#n (Ma ta), B+
Ni+).

Similarly, an ascending harmonic minor third from Ep +
(Ga k+) gives F#+ (Ma t+) 36/25, the base of a series of
fifths two commas higher than those of the basic series, thus:
?+ + (Ni++), E++ (Ga++), A++ (Dha++), D+

Ri+).

We shall see more clearly below that each of these series is
based upon a certain #ype of ratio, and that the notes of each
series correspond with a certain type of emotion. There is,
then, a direct relation between intervals, determined by
strictly physical laws, and the emotions they arouse or
express. This fact is the very ground of music. Once we know

* Introduction to the Study of Musical Scales, pp. 232-235.
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the type of ratio that corresponds with certain emotion, we
can tell at once what emotion a given interval must express
by merely looking at the ratio with which it corresponds: we
do not need to hear it.

Starting from Sa (C) which is strictly neutral, the ascend-

ing fifths are all of the form 3/2, i.e. ratios formed with 3 and
its multiples divided by multiples of 2. Thus: G (Pa) = 3/2,
D (Ri) = 9/8 = 32/23, A+ (Dha+) = 27/16 = 33/2%, E+
(Ga+) = 81/64 = 34/2%, B+ (Ni+) = 243/128 = 33/2".

These intervals are said to represent the “‘active principle’’:
they all express sunshine, strength and joy.

If, in the same series, we take the descending fifths from Sa
(C), these are all of the form 2/3. Thus F (Ma) = 4/3 = 2%(3,
Bbn (Ni kn) = 16/9 = 2%/3% Epn (Ga ka) = 32/27 = 2%[3?,
Abn (Dha kn) = 128/81 = 27/34, Dp— (Ri k—) = 256/243
= 28/3%.

These intervals represent the ‘““passive principle’’: they all
express moonlight, beauty, peace.

In this basic series the expressions remain of a general char-
acter: they are said to be of the cosmic order. Their ratios
never use a pnme number higher than three.

In the next series a new element appears, the prime number
5. And we shall discover that whenever 5 appears as a con-
stituent of the numerator, the interval whose ratio is so
expressed conveys tenderness (that is, passive reaction to the
outer world). And whenever it appears as a constituent of the
denominator, the interval whose ratio is so expressed conveys
passion (active reaction to the outer world).

The Dbasic interval of the series — (minus) is A (Dha) 5/3,
which expresses sensitiveness, emotion. The ascending fifths
will be Eyn (Gan) 5/4 = 5/22% Ba (Nin) 15/8 = 5 X 3/23 F#—
(Ma t—) 45/32 = 5 X 3?/25, Dp— (Ri k—) 135/128 = 5 X
33/27. These will all show the same character, though the
growing influence of 3/2 will bring in its own element of
activity. '

The descending fifths [D— (Ri—) 10/9 = 5 X 2/3% G—
(Pa—) 40/27 =5 X 2333, C— (Sa—) 160/81 =5 X 25/34,
F— (Ma—) 320/243 = 5 X 2%/3%] enhance the already re-
ceptive, sen51t1ve character of the series —; in fact the passive
character of the descending fifth, when added to that of the
number 5 in the numerator, gives intervals so exaggeratedly
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passive and characterless that they are rarely used in music.
The basic interval of the series + (plus) is Eb + (Ga k+)
6/5 = 2 X 3/5 which expresses passion, desire. The ascending
fifths built upon it add their activity to the active character
produced by the number 5 in the denominator and thus create
exaggeratedly acute intervals which, except for the first one,
where the element 2 does not appear, are rarely used in
music
(Bb+ (Ni k+) 9/5 =3%/5, F+ (Ma+) 27/20 = 3%/5 X 22,
C5+ (Sa+) 81/80 = 3%/5 x 2%, G+ (Pa+) 243/160 = 35/5 X
25].
The descending series, on the other hand, combining passion

(151 ) and beauty (descending 5ths), is lively and charming. Its

intervals are Ap+ (Dha k+) 8/5 = 23/5, Dbn (Ri kn) 16/15
= 2%/5 X 3, F$a (Ma ta) 64/45 = 2%/5 X 3%, B+ (Ni+)
256/135 = 285 X 3°.

We see that the fifth ascending fifth of the basic series and
the fourth descending fifth of the series + give two intervals
almost identical: B+ (Ni+) 243/128 and B+ (Ni+) 256/125.
The first is of 27/8.14 savarts, the second of 277.91. The differ-
ence is 0.23 of a savart, that is less than 1/20th of a comma or
1/200th of a tone—a very small quantity indeed. Any further
fifths in these two series will therefore be practically identical.
The same applies to the fifth descending fifth of the basic
series, Dp— (Ri k—) 256/243, and the fourth ascending fifth
of the series —, Dp— (Ri k—) 135/128. The same happens,
in fact, with every series, so that the number of possible
distinct intervals in each series can never be higher than
five.

If we now proceed with the series two commas above and
two commas below the basic series, we have the series + +

characterized by -;—5- ,i.e. 52in the denominator. This expresses

harshness, brutality, insensitiveness; while the series — —,

. 2 . .
characterized by ;15—, or 52 in the numerator expresses intense

depression or sadness.

The intervals of the series + + are not as a rule employed
because the kind of sentiments they express are not those we
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usually ask from music. In any case, as it was in the series +,
only the descending fifths convey clear meaning, for the
ascending fifths create confusion by superimposing their active
character upon the already extreme activity of the series.
This series thus gives us F#+ (Ma t+) 36/25 = 32 X 2%/5%
B+ + (Ni+ +) 48/25 = 3 X 2%/5% E+ + (Ga+ +) 32/25 =
2%/5%, A++ (Dha+ +) 128/75 = 27/5%2 X 3, D+ (Ri+)
256/225 = 28/52 X 32

The intervals of the series — —, on the other hand, are
among the most beautiful in music and deeply move the heart.
Only the ascending fifths are used, for, as it was in the series
—, the descending fifths lead to confused meanings by super-
imposing their passive character upon that of the series. We
thus have F$ — — (Mat — —) 25/18 = 5%/32 X 2, Dp — —
(Ri k — —) 25/24 = 5%/3 X 2% Ab— (Dha k—) 25/16 —
5%/2%, Ep— (Ga k—) 75/64 = 5% X 3/2% Bb— (Ni k—)
225/128 = 52 X 3%/27.

By comparing their ratios we can at once precisely analyse
the subtle differences of expression between these intervals.
We can see for example that Ap— (Dha k—) 52%/2% will be
pure, absolute, immense sadness, while Eb— (Ga k—) 52 X
3/2¢ will temper this sadness by some sunshine (3/2), some

ray of hope.
If we add a few elements of either a series + 4+ + or a
series — — — which are not used in musical practice, we can

complete the cycle of intervals, leaving no room for any new
shruti.

Here too it should be noted that whenever a common
interval appears in two of the series, the constituents of
the ratios which form the two almost identical intervals
come to represent the same expression through two different
channels. For example, if we compare the B+ 243/128
of the basic series and the B+ 256/135 of the series 4,
we should first note that 256 = 28 = 128 X 2, 243 = 38,
135 =5 X 3%

In one case we have 243/128 = 35/27, that is the fifth
degree (the most materialized degree) of 3/2 joy, activity.

In the other case 256/135 = 285 X 33, that is the expres-
sion of 23/5 (Ap + i.e. passion, love), sobered by the expression
of 25/3% (Epn), tenderness, expectancy.

Both lead to the same expression: boldness, desire,
Ppleasure.
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THE CYCLE OF THE SHRUTIS

A thicker line shows the groups of intervals normally used in
modal music.

It will be observed that the intervals of two series corres-
ponding with the same note show peculiar analogies. The de-
nominator of the lower series (multiplied by 2) usually forms
the numerator of the corresponding interval in the higher

series. .
The corresponding intervals in the series + and —, + +
and — —, etc., are always the exact inverted form (multiplied

or divided by 2) of one another, and thus give opposite expres-
sions.
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The peculiar leap of the fifth element of each series into an
interval belonging to a higher or lower series has many im-
plications in the philosophy of sound and of numbers, as well
as special applications in the domain of physics, with which we
hope to deal in some other work.

The cycle of intervals gives us a division of the octave into
fifty-three. This exactly corresponds with the number of
letters in the complete phonetic alphabet of Sanskrit gram-
marians. This is based on five places of articulation, to each
of which corresponds a vowel (which can be long or short), a
nasal and four consonants (corresponding with a pushing
effort and a stopping effort, both of which can be dry or
aspirate). To these are added all further possible mixed
vowels, sibilants, etc., to a total of fifty-two letters. Over and
above these is counted the sacred syllable (AUM) considered
the origin and end of all the rest and corresponding with the
Sa (C) of music which has a similar function with regard to all
the other shrutis.

Musical sounds therefore number fifty-three, though the
disjunction of eight savarts at each half-tone is usually
theoretically divided into two to form the sixty-six-$hruti
scale. Thus the laws that govern musical and articulate sound
are strictly parallel and interdependent, both kinds of sound
serving, though on different planes, to manifest ideas.

Since the series + + is not usually used in music, five other
series of five intervals each (more or less), remain at our dis-
posal. These are the ascending and descending basic series,
the ascending series —, the descending series 4+ and the
series — —. These five groups of sounds, we have already seen,
were known to ancient Indian music as the five $hruti-Jatis or
classes of intervals.

Sharngadevi gives them the following ancient names:

Madhya (moderate): basic series ascending

Ayata (large): basic series descending

Mridu (tender): series —

. Karuna (pathetic): series — —

Dipta (fiery): series +

The expression conveyed by these different classes of in-
tervals has nothing arbitrary about it but corresponds with
physical facts upon which all music depends. They are used
everywhere, though more or less instinctively, by good singers
or players of stringed instruments.
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The fact that the division of $hrutis given by Sharmgadevi
does not exactly correspond with the one we have arrived at
should not surprise us, for as we have already seen, the Sa#gitd
Ratnakard presents a mixture of elements from different
systems brought together rather haphazardly, and its con-
clusions are therefore not always reliable.

The Scale
T EREE WY

““The scale (gram3) is the collection of the notes’’ (Sang. Mak. 1,
49; Sang. Ratn. 1, 4, 1; Sang. Darp. 1, 95).

A scale is not a group of sounds arbitrarily chosen. The
building of any scale involves physical laws which are neces-
sarily respected by all men at all times. It is only through
disregard of the natural intervals, resulting from a temporary
perversion of taste, that, from time to time, people try to
construct arbitrary musical systems or instruments which do
not abide by the laws of physics. But such systems, like that
of Aristoxenes for example, always finally give way before the
fundamental laws of consonance which are the basis of all
music.

A scale is formed, not as a more or less regular succession
of ascending or descending notes, but first of all as a frame
defined by the most perfect consonances, the gaps in it being
gradually filled with less and less perfect intervals.

We_start, therefore, with the octave, representing the rela-
tion of the full to the half string length, or the ratio of vibration
2/1. Then come the two intervals of fifth and fourth repre-
senting respectively the relation of a full string to two-thirds
and three-quarters of its length, or the ratios of vibration 3/2
and 4/3.

These three intervals, octave, fifth and fourth, form the
fixed frame C F G C (Sa Ma Pa Sa). They divide the octave
into two main limbs or “angis”—CF and G C (Sa Ma and
Pa Sa) separated by a major tone F G (Ma Pa) = 9/8. These
two parts of the octave were known to the Greeks as “‘tetra-
chords’”’ because, with two notes more within each of them,
they formed the two four-stringed halves of the octave.

If, to fill each of the tetrachords, we take the most consonant
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intervals (those composed of simple ratios involving prime
numbers not higher than 5), we obtain the basic harmonic
scale of seven notes:

C D E F G A B C
r 9 5 4 3 5 I 2z
I 8 4 3 2 3 8 I
Sa Ri Ga Ma Pa Dha Ni Sa

There is, however, an alternative division. This consists in
substituting for E (Ga) 5/4 and B (Ni) 15/8, Ep (Ga komali)
6/5 and Bp (Ni komald) 16/9 respectively. This gives the
scale:

C D Ebp F G A Bp C
1 9 6 4 3 5 16 2
1 8 5 3 2z 3 9 I

Sa Ri Gak. Ma Pa Dha Nik. Sa

If both scales are taken together, we get the basic scale of
nine notes as it was used in ancient North Indian music.*{

* These divisions form what is known as the Diatonic divisions of the
scale, because each tetrachord contains two full tones.

There is, however, another division, known to the Greek theorists as the
Chromatic, which still forms the basic scale of South Indian music. In
this scale each tetrachord contains two semi-tones and one minor third:

C Dp D F G Ap A C
£ 16 9 4 3 8 Sz

I 15 8 3 2 5 3 I
North Indian: Sa Rik. Ri Ma Pa Dha. k. Dpa Sa
South Indian: Sa Ri Ga Ma Pa Dha Ni Sa

In this system the two additional notes called Antari Ga and Kakali Ni
are E (Ga) 5/4 and B (Ni) 15/8, giving the complete scale of nine notes.

cC Dp D E F G Ap A B C

X 1 9 5 4 3 8 5 15 2

1 15 8 4 3 2 5 3 8 1

North Indian: Sa Rik. Ri Ga Ma Pa Dhak. Dha Ni Sa
Antard Kakali

South Indian: Sa Ri Ga Ga Ma Pa Dha Ni Ni Sa

This scale does not concern us here since it is never used as a basic scale in
North Indian Music.

+ The Sanskrit books generally define notes not by string-lengths but
rather by their expression, their shruti, which is the easiest way for trained
musicians to recognize them.

The Sangitd Parijatd and Hyidayd Kauwtukd do however attempt to give
the relative string-lengths of the different notes.
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In the system known as Pythagorean, which is based ex-
clusively on a succession of fifths and in whose ratios the
prime number 5 never appears, the harmonic third E (Ga) 5/4
and the harmonic 6th and 7th, A (Dha) 5/3 and B (Ni) 15/8,
are raised by one comma to give A+ (Dha+) 27/16, which is
the perfect fifth from D (Ri) and, consequently, the E + (Ga+)
81/64 perfect fifth from A+ (Dha+) and the B+ (Ni+)
243/128 perfect fifth from E + (Ga+).

The basic Pythagorean scale of seven notes is thus:

C D E F G A+ B+ o
I 9 81 4 3 27 243 2
1 8 64 3 2z 16 128 1
Sa Ri Ga+ Ma Pa Dha+ Ni+ Sa

This gives us two forms of natural basic scale, founded upon
the difference of one comma (81/80) in A (Dha) (the ancient
Pafichami G). The comma, as we have already seen,
was taken as the unit of measurement of the scale.

The larger intervals between the notes of the seven-note
scale are further divided to form half-tones. This gives us a
division of the octave into twelve half-tones. But, as in the
case of the seven main notes, several intervals, several hrutis,
offer themselves. If we choose always the more consonant, we
obtain a basic division of the octave into twelve notes which
we may call the basic chromatic scale.

Without changing anything in the seven- (or nine-) note
scale, but changing the note chosen as starting-point, we
obtain several basic scales. Such changes happen periodically,
and this is how the scale considered as unaltered (shuddhi)
has changed several times in the course of history. Great
caution is therefore needed in interpreting the scales given in
ancient treatises.

The unaltered scale of modern North Indian music is the
basic harmonic scale of seven notes. It is approximately the
scale of Ragi Bilaval, and is usually known by this name. It
corresponds with the major mode of Western music.*

In this scale the 1ntermed1ary sounds are considered as
modifications of the seven main ones. These modifications are
always conceived within the frame of the harmonic form of

* The major mode, or Riagi Bilaval, was first taken as the unaltered scale

in the Sasigitd Sard (compiled at Jaipur between 1779 and 1804) and in the
Nagmat-e-Asaphi of Muhammad Rezza in 1813.
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the chromatic scale, in which each note can be altered only in
one direction—either flattened or sharpened.

The harmonic form of the chromatic scale thus gives the
twelve chromatic notes as:

0
o s
O T T

T ] S S S S S <

It should not be forgotten, however, that the altered
(vikritd) notes, and also certain of the unaltered ($huddhi)
ones, are susceptible to slight changes of pitch according to
their expression or shruti.

Besides the division of the octave into twenty-two or sixty-
six $hrutis, which corresponds with what the ancient Greeks
called the enharmonic division, and which they considered,
as Hindus also do, the basic division of the scale, there thus
exist in Indian music—indeed in all music—two main divisions
of the octave—one (Diatonic) into seven notes, the other
(Chromatic) into twelve. Matangi says:

““Modal scales (miirch’hanas) are of two kinds—the scales
of seven notes or the scale of twelve.”’ (Brthaddeshi, comm.on1,

95.)%

The Three Basic Scales (Gramds)

it g} eganedt |
FNg AT @ (@) AgTaad | .

“There are two scales—that of Shadji (C) and that of Madhyami
(F). Some also mention the scale of Gindhard (E) which is not,
however, to be found in this world.” (Dattilam, 11.)

In ancient music three basic scales or gramis were used.
Each was named after its main note (which was not necessarily
its tonic).* A difference of tonic was not and could not be

* The Ga graimi (scale of E; modern scale of F, Ma) was said to start
from Pa (modern Dha, A).

“The modal scale (mirch’hana) of Shadji grami is Sa, Ri, Ga, Ma, Pa,
Dha, Ni.

““The modal scale of Madhyami grimi is Ma, Pa, Dha, Ni, Sa, Ri, Ga.

“The modal scale of Gandhari grimi is Pa, Dha, Ni, Sa, Ri, Ga, Ma.”
(Sangitd Damodard 1, 40—41.)4¢
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their essential difference, for each of the notes in these scales
could, successively, be taken as starting-point, thus forming
plagal scales or miirch’hanas which were further used as the
basis of the modes. As we have already seen, the two main
basic scales, the harmonic and the Pythagorean, are differ-
entiated by the raising or lowering by one comma of the sixth
note, the A (Dha) (ancient Pafichamd). This is also exactly
the differentiation made in the Natyd Shastrd between the two
main ancient basic scales, the Shadjd and Madhyam3 gramis.
For the ancient Hindus, as for Pythagoras, the main scale
seems to have been the one we call Pythagorean: in Indian
music, it is called Shadji gramai, or scale of C (in the modern
scale it is the scale of D, Ri). This is probably because its
structure is determined by the perfect ascending fifth D A+
(Ri Dha+), based upon D (Ri).

The second or harmonic scale was obtained by lowering the
A+ (Dha+) (ancient Pa) into A(Dha). This was known as
the Madhyamd gramai, or scale of F (in the modern scale it is
the scale of G Pa), its basic interval being the perfect descend-
ing fifth D G (Ri Pa).

The third basic scale known in ancient times (it is said to
be used by celestial beings) was called Gandhari grami
(scale of E, modern scale of F, Ma). In the surviving texts its
nature is never explained in sufficient detail. There is a certain
likelihood that it was based upon ratios in which the prime
number seven predominates. Such a scale is said to have
magical properties.

Since medieval times the differentiation of the gramis
has, in practice, been abandoned and all the scales have come
to be considered as modifications of the one Shadji grami,*
particularly since the note Shadji itself became the universal
tonic, and the basic notes of the gramis came to be taken as
their tonic. Hence:

“All worldly music (deshi) comes from the Shadjd grami.”
(Svar. Kal. 5, 17.)¥

* ““The basic scales (gramis) formed by the different arrangements of the
svards are said to be three. They are known by the names Shadj4(C), Mad-
hyami (F) and Gandhiri (E). They are the basis of modal scales (miirch’-
hanis) and the Shadji grami is the most perfect of the three. The modes
obtained in the two other gramis are derived from the $hadji grimi.”
(Ahobald, Sangitd Parijatd, 97-98.)4

“The Gandhiri and Madhyam3 gramis are considered to be out of use.
Their definitions are given only so that they may not be mistakenly re-
invented.” (Ragd-tattvd Vibodhd.)4®
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‘““The modal scales begin from C (Sa) in the middle octave.”
(Sh. tat. Ratn. V1, 7, 47.)%

The three notes chosen as the basis of the three gramis—
D, G, F (Ri, Pa, Ma) are those which, besides the tonic, never,
in modal music, bear alteration of one comma, as do all the
other notes. These three, therefore, are fixed points in all
scales and no confusion can arise when intervals are measured
in relation to them. This, for two of them, is remarked by
Matangs:

“Why is it that the basic scales (gramds) are called by the
names of Shadji (C) and Madhyama (F)? They are so called
because these two notes are never altered. It is because they
are never altered that they are said to belong to the kin of the
Gods.” (Brihaddeshi, comm. on 92; also quoted by Simh. comm.
on Sang. Ratn. 1, 4, 6-8.)%

Flats and Sharps

As we have seen, all notes distinct from the seven notes of
the basic scale are considered modifications of them. And
since, between two notes, there are several intermediary
sounds, these modifications are necessarily of different kinds.

“When a note rises by one interval ($hruti), it is called
“tivrd” (sharp). If it rises by a further shruti it becomes
“tivratard” (very sharp). If the note rises by still one more
shruti, it becomes ““‘tivratami’ (extremely sharp), and when
it is raised by four $hrutis, the sages say that it takes the name
of “ati-tivratamd” (extra extremely sharp).

“If a note is lowered, it is called komali (flat); when it is
lowered by one $hruti it is komala, but if it is lowered by two
$hrutis it is called ‘parvd’.” (Parva is now called ati-komala.)
(Sangita Parijatd, 68-71.)%

In most cases, this means that a note raised by a minor half-
tone (25/24) is said to be sharp (tivrd), by a limma (256/243)
“very sharp” (tivratard); by a major half-tone (16/15) “‘ex-
tremely sharp” (tivratamad).

Similarly, a note flattened by a half-tone equal to one $hruti
(usually the minor half-tone, 25/24), is said to be ‘“komald”
(flat) and when it is flattened by a larger half-tone (the limma,
256/243, or the major half-tone, 16/15) it is said to be ‘“‘ati-
komald” (extremely flat).
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Since this classification, though exact, may sometimes be
misleading because of the different intervals represented by
the shrutis, we shall use here, as is often done, only the more
general terms komali (flat) and tivrd (sharp); the tuning sym-
bol, and the notation itself, will always show exactly which
sort of flat or sharp is being used.

The Three Main Octaves (Saptakds)

Music is mainly developed within three octaves. In singing,
they correspond with the resonance of chest, throat and head.
These three octaves are called “low " (mandrd), ‘“medium”
(madhyd) and “high” (tara).

“In practice there are three (octaves in singing)—the lower
one (resounding) in the chest, the middle one in the throat and
the higher one in the head. Each being the double of the
other.” (Sang. Mak. 4, 19 and Sang. Ratn. 1, 3, 7.)"*

To represent these octaves in Indian notation, we will use,
as is often done, a dot above the note for the higher octave

( & ) and a dot below for the lower octave ( @ ), the
middle octave being left as it is ( & ). For the second

higher octave two dots above will be used, and for the second
lower octave two dots below.

* Similarly:
“[The octaves are] in order: ‘low octave’ in the heart, ‘middle octave’ in
th% tl:il'oat, ‘high octave’ in the head.” (Sasig. Darp. 1, 49).52
nd:
‘“The lower octave has its place in the chest, the middle octave in the
throat, the high octave in the forehead. Although they are similar, each is
respectively the double of the preceding one.”’ (Naradd Samhita.)s?
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CHAPTER IV
NOTATION

The Elements of Music

modes or ragds, we must analyse in detail the various
elements used in music and find a suitable method for
writing them down.

In modal music, as we have seen, absolute pitch, that is the
frequency of the sound-vibrations, is first considered, and
then the relative pitch of the sounds, that is their relation with
a given sound chosen as tonic. Further, all the sounds em-
ployed within the octave will be considered as modifications of
seven main sounds or svaras.

These sounds can be soft or loud, they can be approached
in different ways and variously ornamented, they can
follow one another according to various sequences and
rhythms. .

To express all these intricacies in writing, a mode of notation
has to be evolved.

Several ways of writing music have been used in different
countries at various periods of history. In the system of
notation adopted here there is almost nothing new. The
ancient Indian method of notation has been fully used and
only elements that were found inadequate or missing have
been borrowed from other existing musical systems, so as to
avoid, as far as possible, all innovation.

BEFORE we can proceed to the study of the different

Notation of the Intervals (the Shrutis)

For facility of execution (preferably on an Indian key-
board,* until the ear is trained to play them accurately on a
stringed instrument), we have adopted €or the shrutis the
following notation (C being always the tonic):

* That is any keyboard, such as the Visva Bharati’s Shruti Venu, designed
to produce the exact intervals used in Indian music (as shown on p. 50~54)
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1. In staff notation.
The notes of the diatonic series based upon C are written, as

usual, J . Notes lowered by one comma are written J
Those raised by one comma are written J . The rare notes
raised by two commas are written J , those lowered by two

commas | . Thus the notation of the notes in ordinary

use is:
e R S ST

II. In the Indian syllabic notation, a triple line is used.

The notes of the ordinary harmonic scale based upon Sa (C)
are written on the middle line, notes lowered by one comma
on the lower line, notes raised by one comma on the higher
line, thus:

T —(=Gak+) —/—_
—T (= Ga k-)

7 —(= Gak,)

Additional lines can be added for the rare notes raised or

lowered by two commas: 5
B
+
Thus the notation is: :

GENERAL NOTATION 1

Staff notation

Once the notes on any instrument have been tuned to the
proper intervals (Shrutis) for a given mode, very few additional
8o
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signs are necessary to write the themes of Indian music in
staff notation. The additional signs adopted here are the
following:

(a) Glissando (midd, the ancient vali). A glide touching all the
intermediary sounds between two notes will be written:

(b) Portamento (ghasttd, the ancient kuruld). Beginning the

note from a grace note at the pitch of the preceding one, or
even from a lower note, and then gliding rapidly to its own

pitch, will be written: E I ' ‘

sung la do-o

==

la do-o
(c) A grace note (khatka, the ancient kampitd) is noted, as

usual, :fz, before the beat and ﬁv starting from the beat,

o

sung si si-do
(d) Slow grace notes (lind) are written as sung:

==

(e) Mordents (tiripd and sphuriti, modern hillold and gitkir),
if of normal amplitude, will be written as usual 4 and
W ; but if the mordent is only a small vibration, less
than half a tone in amplitude, it will be written between
brackets:(w).
F

(or, as in Rameau)

but always rapid.
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GENERAL NOTATION II
Indian syllabic—Sol-fa—notation

We shall follow the classical system used by Bhatkhande,
marking each note by its first letter and using the sign
udatty (raised) ( # ) above the letter for tivri,
and anudattd (lowered) ( g ) below the letter for komali.

We shall however drop all the vowel-signs to leave as much

room as possible for additional signs. The $huddhi svaris
will thus be written:

RITATYR

Komald (flat) svards will be written: T W ¥ 3, and fivrd
(sharp) Ma as =

Midd (gliding, the ancient vali.) A continuous line above the
svards means ‘‘portamento’’ (midi):

- - o
If a note begins with a rapid portamento (ghasitd) from a
grace note at the pitch of the preceding note, this is indicated
by an open bracket. For example: ®(T means g ¥

Ornaments (gamakds or alamkards) are written in small
letters: &% @i They must be sung very quickly without
interfering with the matra. Melody should be first practised

without them.

Gy s written &

The slow trill (gadgaditd, sobbing) @ @ @ @ etc., is written
as sung. The quick trill, like a tremolo (corresponding, for

example, with sywnsaanas | etc,) is written a

Grace notes (khatkd, ancient kampitd) can begin with the
beat of the matra or before. The matra-sign will, therefore,
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be written in its proper place either at the beginning of the

grace or after it—eitherl‘ ﬁ ? or T @\!- 5l

w is the mordent (gamakd—rtiripd or hillold) using the note

above, eg.: § means &y

« is the mordent (gamaki-—sphuritd or gitkiri) using the

note below. E.g.: & means gy
means increasing the volume of the voice.

~——= means decreasing the volume of the voice.

> (above the svari) means accentuated ( F ).

S means: hold the same sound for another matra.

- no sound.

! (above the notes) means ‘“‘staccato”, i.e. stop the sound
as soon as the note has been uttered, like the snapping of a
string.

< A dot above means higher octave (tard). E.g.
& & 7 ,etc
A dot below means lower octave (mandrd). E.g.
g7 0 ,etc .
=and= A double dot above means the second higher
octave; a double dot below, the second lower octave.

“~__— Groups of notes sung as one word or sentence

| P
without taking breath are indicated by a slur | T. In

this case the first note is always slightly accentuated and the

last one always softer.

and | The end of each time-beat is shown by a thin vertical
line. The end of each rhythm-unit (tald) is indic-
ated by a thick vertical line. The sami is marked x,
tali 2, 3, etc., khali o.

49 Y

U & LU,

L

The end of a piece, or of a part, is indicated_by a double-
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line. If it is the general end after repetitions, the word
“fine’’* (end) is added. E.g.:
Sinea

T

qH A

D

< L

Repeat.

Any part which is to be repeated is enclosed
within double vertical lines; those at the beginning have two
dots after them Il:, those at the end two dots before them :.

Eg.:

ForOiT T

D.C. The letters D.C. (Da capo = from the beginning) placed
after a double bar at the end of a passage mean that one should
start again from the very beginning.

P means “piano”’ (fawrwy, soft, sikshm).

PY ,» ‘pianissimo”’ (fagrfaf@#y, very soft, ati-

f ,, ‘forte” (90#, loud, pushtah). sikshmd).
.ﬁ:f ,» ‘fortissimo” (@yaif@ay, very loud, atipushtah).

mf  ‘‘mezzo forte” (RTW W, moderately loud,
madhy4d).
“a tempo” means ‘“return to the original movement or
speed.”

Division of Matras

One time-unit or matra is represented by a vertical line
below the note.

* Pronounce: fg% .

According to an international convention, all musical terms and abbrevia-
tions used in Western music are in the Italian language. We hope our
Indian readers will not object to this introduction of foreign terms into the
Indian notation: the use of such an international convention has the great
advantage of making both Indian and staff notation easily understandable
in every country.
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A note lasting one matra is thus written: §
A note lasting two matras: b Sl
A note lasting three matras: ¥ I3 et

One matra can be divided into: Onematrais ¥
(a) two equal parts, written @« I/2 matrais 4
U L

) LR
b) three equal parts written
(b) qual p L

3

N

LRI | |aIny

c¢) four equal parts written or 1/4 mitriis ¥
(c) qual p UL L1 /4

|gININW
e

gYLNHIY
e) six equal parts written
(e) qual p LL) L

EY k|

(d) five equal parts written

;4
(f) eight equal parts written T tl T zl ql ? "l q| 1/8 matrais &

In this way all the possible time divisions can be written.
For example:

q§sT

One quarter matra and 3/4: Tjj ; 3/4 and 1/4: LI.I

g q®

Two quarter matras and one half: ; one half and two

¢

¥ 8T g§Is W@

quarters: L.\=l ; one quarter, one half, one quarter: l | l l ;

85



NORTHERN INDIAN MUSIC
syam
three 1/6 matras and one half: I I l I ; one eighth of a matra
3

q§Uss

LR
and 7/8: ' | ; two 1/8 matras and 3/4: L sl ; four 1/8

LIS B

matras and 1/2: I I I I ' ; etc.

Tempos (Layd)
w9 x47 g: fagy Famafrafean |

“There are three tempos—fast, medium and slow.” (Dattild,
151.)

Indian music, theoretically, knows three main tempos
(layd), each being the double of the last. These are:
Vilambiti (slow), in which each beat (tali) is said to last about
one second (a crotchet = 60).

Madhyd (medium), in which each beat is said to last about 1/2
second (a crotchet = 120).
Druti (fast), in which each beat is said to last about 1/4
second (a crotchet = 240).

In each case the exact tempo will be expressed, as is custom-
ary in Western music, by the number of “‘time units (mdatras)
per minute” as they are given by an ordinary metronome. For
example, a crotchet = 54, a crotchet = 40 (maitrd = 54,
matra = 40) mean that there are respectively 54 matras
and 40 matrds per minute.

The notes, according to their length, usually bear the following
names:

Chatasrd. semibreve, lasts 4 matras (units) o -n’»

) ——Cp

Guru (long), minim, w2, J

Laghu (short), crotchet ,, 1 ,,
86

—_—] 8 —1



NOTATION

Druti (fast), quaver lasts 1/2 matras (units) Js L

Anu-drutd (atom-fast),,, 1/4 §

semiquaver "’ J’ k=
#
Anu-anu-drutd (demi- ,, 1/8 ,, ,P E etc.

semiquaver)

In a more ancient system (see Svarup: Theory of Indian
Music, p. 106) the matra or time-unit is said to be the shortest
time in which a syllable can be pronounced. The normal
human pulse-beat lasts three matras. The usual musical beat,
or clap of the hand, is then called laghu (short) and is said to
last from 3 to 9 matras (usually 4).

According to this system the time-divisions are as follows:

(J) (}) Laghu (short) lasts 4 matras.
(M) (L) Druti (fast) lasts 2 matras.

) (L) Kala (portion) (or Anudrutd, or Anu, or Viramai)
lasts 1 matra.

Nimishd (wink) is 1/8 of a matra.

Kashthi (limit) 1/8 of a Nimishi.

Lavi (fragment ) 1/8 of a Kashthi.

Kshanai (instant) 1/8 of a Lavi.

) ($¥)  Guru (long) = 8 matras.

d) (ﬁ‘?) Plutd (extended) = 12 matras.

(o) (§$%3) Kakipadi (crow-foot) = 16 matras.

The tempos, like the scales, are connected with moods:

“In a laughing or a loving mood use a moderate tempo; in
disgust and fear, a slow one; in the heroic mood, in wrath and
in wonder, a fast tempo.” (Vish. Dharm. 111, 18.)*
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CHAPTER V

RHYTHM (TALA)

TR % TaEArEA A |
siewifgugarg AT afnig |

a1 ¢t ) fa wifa © waifi drk arfraifow
sifgenfzaeorsY arEaT afadig il

“The arising, enduring and disappearance of the three worlds
come from rhythm (tili). From the smallest worm onward, all
animals move by rhythm. All work in the world depends on
rhythm. It is by rhythm that the sun and the planets move.”
(Quoted in Ragd Kalpadrumd.)

wing w1 war et geenad sfafgag |

“Song, dance and the playing of instruments depend upon
thythm.” (Sasig. Ratn. 5, 2; Sh. tat. Ratn. 6, 9, 1.)

- Indian music uses a great number of rhythms or ‘““talis’'*
and they are often of great subtlety and complexity.

In the Alapd, the first exposition of the theme of a ragi,
though there are rhythmic-units (matras), there is no complex
rhythm. This will be introduced only when, after the Alapi,
the ““full exposition of the theme in slow tempo”’, the develop-
ment of variations requires all kinds of rhythms. The usual
notation of ragis is necessarily limited to the first exposition
of the theme in the Alapd, and cannot therefore use any
definite tals.

The syllables (bols) given are the mnemonic names of the
different strokes on the drums (tablad or pakhavaji) used in
stating the base rhythm without ornamentation. For the
tabla, this basic rhythm is called “theka”. The syllables used
to represent the strokes on the large drum (pakhavaji) differ
form those for the tabla: they are called “thapiya”.

* “The syllable ‘ta’ represents Shankara (Shivi) the ‘Giver of Happiness’,
the syllable ‘la’ the ‘Lady of the Mountain’ (Parvati). Rhythm is called
‘taly’, because it is the union of the First Principle (Shiv) and his Energy
(Shakti=Pirvati). Shivi and Shakti being its very nature, Rhythm (tal3),
one with the life-breath, is meritorious, leads to fame, gives enjoyment and
Liberation and so is cherished by Yogis.” (Quoted in Ragd Kalpadrumd and
Sh. tat. Ratn. 6, 9, 3, in the latter the first two lines only.)ss
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RHYTHM

A rhythm, or tald, consists of three elements—an initial
beat called “‘sami”, other beats called ““tali”’, and empty beats .
or rests called “khali”. The middle point of a tali is called
“visamd”.

The first beat of each tali (the “sami’) is marked x or 1,
the subsequent beats (‘‘talis”’) are marked 2, 3, 4, etc. the
empty beats or rests (‘‘khilis”’) are marked o (or } ).

Each of the equal time-units (represented here by distinct
syllables) is called a matra.

The Main Rhythms (Talds)

qRANIA 0ET AMA®T FETRR |
Trafs a1 MY arard= gager |

““The face predominates in the body and the nose is in the middle
of the face. A song without rhythm is like a face without a nose.”
(Sarg. Ratn., Nadarthd Ragd mala.)

Tald Dadird 6/4

6 matras (time-units), one main beat, two divisions: J ¢ -
(Tabla bols). .

-

l DTn DTn Dha IDllhl 'lii }Tft I
x

(-]

The alternate measure-bar can have the variation:

&

J. i
TTTITTT
Pati Tali 6/4

6 mitrds, 2 main beats, 2 divisions:

J
TITTTT
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Talé Tovrd 7/4
7 matras, 3 main beats, 3 divisions: J J J

(Pakhavaji bols)
D‘iJ\.{i Din Ta 'IJith Kati ngi Guani
T OO

Teora 7/4
7 matras, 3 main beats, 3 divisions: J J J

l Dhi Din Ta| Keté Tag | Gadx Ghina I

T

Rapakd 7|4

7 matris, 3 main beats, 3 divisions: J J J
(Tabla bols) )
l Dhin dha trileé'ln dhlin Dhi trik
Tritald 8/4
8 matras, 3 main beats, 4 divisions: J J -

(Tabla bols)

I Dhu. Dha Dhin }u\l [u DlTn Dhin Dha | Dhﬁ Tin Tu.\ Ta
Or:

J‘DinDin'l‘i JﬁDh'nDinT& ‘i in Tin Ta
10 )

Ti Dhin Dh[ ] I

'Il D]in Dhin Ta l



RHYTHM

Tildvada 8/4
8 matras, 3 main beats, 4 divisions: J J - J
(Tabla bols)

Dha trika Dhm Dhin

Dha dha Tin tml Tu trlka Dhin dhin

Dhé dha Dhin d] I

Or:

Ta S kra Dha dha

) y .
Dha § kra dhﬁhﬁ | Dha I kra dhum
X 2 (]

Mattd Tald 9/4
matras, 6 main beats, g divisions:
(Tgbli bols) J JJ JJJe

I ‘m thﬁ Nal ki Dhl da Na ka 'll ta
Kula Tala 9/4

9 matras, 2 main beats, 3 divisions: J J -

DJFi s ok éﬁ ¢ ni
| | U | | ]
Chandrikrida Tald 9/4

9 mitras, 4 main beats, 4 divisions: J J J
-]

"J‘n'léidmis e
TrTTHI

Dha $ krd Dha dha ‘

Kata( dl(,vlna I

TTT‘m|

o

.

LT
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Jhapdtali 10/4 J J J
10 matras, 3 main beats, 4 divisions: ‘- g

.,

Dha gé din| Ta gé| Dha gé djn
||

Dha gé

x

also given (tabla bols) as:

I)Jhl dhi na :F‘;xnu DJidhi a
CTTITTIT T

o

I l){Ji xiu
Or (pakhavaji bols):

J

‘ Dha S IDhé Gi T

Sald Tald 10/4
10 matris, 3 main beats, 5 divisions: J J J
(Pakhavaji bols) -

J .4
Dl\a Dh&l Din Ta Kﬁ Dha Tl ta U Gadl Ga !T |

Surdphakta 104
10 mitris, 3 main beats, 5 divisions: J . J J .

lDr.ghédé Ghédén | ddTl' )[édrn l
4
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RHYTHM

Jagapald Tald 11 /4 .
1I mitris, 4 main beats, 4 divisions: J J J J

od
| D}]m Dhj Dhﬂe tirikits Dhi nalT
x 4|-

Bhanumat: Tald 11 /4
II mitris, 4 main beats, 4 divisions: | J J.

n Nn ki Dhin dTn Dhm Ns ka

| Dln trik Dhin naka hlti dhttn Dh tita Il(at,a ﬁl Gana I
2

Mandari Tald 11 /4
1XI mitrds, 4 main beats, 4 divisions: J J J J

J Ta ki
T

I Dhl Dhi ta lKl ‘Dha ki ta
Chautald 12 [4

L

12 mitrds, 4 main beats, 6 divisions: J J J J
(Pakhivaji bols) aodan

J n Ta én ta Dha DmT
ETTIL T T

Tlt&kutﬂGndlgu |

Eké Tald 124
12 mitris, 4 main beats, 6 d1v151ons J J J J
(Tabla bols)

l DTn 'dTn Dhigi Tri ll Tu Na KIt Ta
x
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Or:

N .

I D}|1i D}|1i Na ta | To nla Kat T Dhi TréLljé Dri r‘i
x ] l ] 3 4

Udayd Tald 12/4
12 matras, 3 main beats, 3 divisions: o J J q,J

od
DTn sLJn_a Triuk_;. dhlin T
x

Na ki

| |

Ti S nd Trikd tin ’T. |

il

Pharodastd Pasija Tala 14/4

14 matras, 5 main beats, 7 divisions: J J J J J
a 4
) J
| Dhlin thiu D}|m tﬁu Ta na K| at ta | Dhin tﬁ Dhin trika DTn tﬁ
x o 2 [o] l [

Ada Chautali 14/4
14 matras, 4 main beats, 7 divisions: J J J J
(Tabla bols) -

Tu Ni

J ‘a
DTn Ti ida |Dhln )1 Kat Ta IT: ra ki d¥ DT | Na Dr |D|hi jl |
Bl 1]

Or:

S RRtR T aTIARAY




RHYTHM

Dipdchands 14/4
14 matras, 3 main beats, 4 divisions:
(Tabla bols) reat o

l Tn Dbin S I Dha a tin S |

Yati 14/4

Dh ga dhm S |

14 matras, 3 main beats, 4 divisions: J omt o
S 33 .

Ta ta II(’L D}l'u l|nl rl}lu ni

3

TL dhi Ta ta dhi nd
T
Brahmad Tald 14/4

14 matras, 10 main beats, 14 divisions: J, JJ, JJJ. JJ )],

doe Jode 44

l Dha Dhi nd Na ki | Dhi nit na k¥ Dhid Dhid |Dhi ni Na ki Dhid

T
DJhi ni DJhadi I:‘ani 'I‘i k&
U

Jhamdra Tald 14/4
14 matras, 3 main beats, 4 divisions:
(Tabla bols)

DTn t dha tn ki

x

Joaro

Dhin dhm dha i trik

T[n Uﬂ. tri ka

Dhlfn dh|in dhﬁi trlik '
3

95



NORTHERN INDIAN MUSIC

The alternate measure-bar can have the variation:

J o

Dhin dhin dha gi trik |T‘n Tin na ki

I Dljm dTn niuki l ' u

Dhm dh‘i'n dhigi tr‘ '

Dhamdy Tald 14/4
14 mitras, 3 main beats, 4 divisions: oJ J
(Pakhavaji bols) ato
r:t:ta T td ta SI

Or 14 matras, 3 mam beats 6 dm!lons J J - éJ

KJ._J
il

a%
a dhé té | Dhé l I(Iadna
T

Ga]a ]ham;ba Tala 15/4
I5 matrds, 3 main beats, 4 divisions: J
(Tabla bols)

(4
Drdhi na kata.kﬁ
X

Kwdh ghi t§ dhi B

Dn Ni

th dhing na k3 ta ki

U Uu

Dhumi ns. k& ta. kéd klt

L

Taka gadi gind I

| joyu|u

Paiija Sadha Tald 16 /4
16 matris, 5 main beats, 7 divisions: J J 20 JJ

(/]

| %n dhin DT&. tird kltal na kat ta |Dha trik§ Dhin na ] l]
, f [11]

Dhi trlki Dhin w k&'




RHYTHM

Chhakka Tald 16
16 matras, 6 main bea:s g dlfrl‘;lclmé‘t J‘J J..,J JJ

P T S R

Dl'iin dhlin Dha tird kitd 'Il‘ﬁna Kuttla Dhagé titd Gadi gand | Nagé tird kiti
T TR 1L 1 L T
l‘una ku.tt.hl

Udirand Tald 16 /4
16 mitras, 3 main beats, 3 divisions: , J o--

o J

0-.
ha S Ki t4 Ki t4 Dhin] Titd| Ta S Ki t& Ta ka tin
LTI
Shikhard Tald 174
17 matras, 3 main beats, 4 divisions: o- ¥ a J J

'.'_-_

DD& nak® dhuni kit tukd dhetd I

o.
Dllli trik dmi nﬂi thun ga
x N

° Dha titdi Kat# ﬁi gink

N

Syncopation

“From the point of view of rhythm, the attack of the sound
can be of three kinds: ‘on the beat’ (samd), ‘after the beat’
(atit¥) and ‘before the beat’ (anagatd).

“When the rhythm follows exactly thé same timing as the
song [dance, instruments], etc., and the stroke [of the drum]
comes together with the rhythmlc clap of the hands, this is
known as the attack ‘on the beat’ (samd).
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“When the attack [of the note] in the song comes after the
clap of the hand, this is known as ‘after the beat’ (atitd).

“And when the note has a slight tendency to be attacked
early, when the hand is just lifted to clap, this is known as the
attack ‘before the beat’ (anagatd).” (Sangitd Saramritd,
Tald (13th) Chapter, p. 166, Madras ed.)®

Played “‘after the beat”, the note is said to express reluct-
ance, doubt.

Played ““on the beat’’, the note expresses precision, sober-
ness.

Played “before the beat’”, the note is said to express joy,
liveliness, vitality.
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CHAPTER VI
MELODIC DEVELOPMENT

Varnd (Melodic Movement)

which a scale can be developed into a melody are called
‘“melodic movement” (varnd). There are three possible
elements of melodic movement—ascending, descending, keep-
ing to the same note. A mixture of these three is said to form
a fourth kind of melodic movement, called “wandering”
(safichari).
“The action of singing is called ‘melodic movement’ (varni).
It is of four kinds, defined as: level, ascending, descending and
wandering.” (Sa#ng. Ratn. 1, 6, 1; Sang. Darp. 1-160.)%

“Holding the same note continuously is called sthayi
(level)* the two others are as their names indicate: ascending
is called arohd, descending is called avarohd; a melodic move-
ment combining all these features is called safichari (wander-
ing).” (Sasng. Ratn. 1, 6, 2-3; Sasg. Darp. 1, 160-161; Sh. tat.
Ratn. 6, 7, 82.)%*

The “level” (sthayi) melodic movement is also described as
follows:

“Where differences are numerous, this is called ‘level’
(sthayi) melodic movement. And when a motive begins and
ends on the same note this is also ‘level’ (sthayi).” (Sh. tat.
Ratn. V1, 7, 84-85.)

/_\LL the kinds of variations or melodic forms through

Tands (Melodic Figures)
FATSIARRIE AATALIST SO |}

“The 490,000,000 tands are divided into threc categories.”
(Nay. Sambh. 2, 64.)

Tands are the melodic figures formed by combining the

notes together.
* “The singing of verses on one note only is called sthiyi (level) melodic
movement.” (Dattilam, 98.)57
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‘“The weaving together of the notes forms the tands (melodic
figures).” (Nar. Shik. 1, 2, 6.)%

These melodic figures are divided into two chief categories,
those that belong to one mode only and those belonging to
several modes, the first being known as pure (Shuddhi tanis),
the second as deceitful (kiitd tands). Since a difference in any
of the notes brings a change of mode, only figures that make
use of all the notes of a mode can be said without doubt to
belong to it alone. So the shuddhi tanis are usually said to be
identical with the plagal forms of the scales (the miirch’hanas).

“The tands (melodic figures) are of two kinds—pure
(Shuddhd) or deceitful (kitd). A pure tand is that through
which the form of one ragi only can appear, while a deceitful
tand is one through which the form of two or more different
ragds may appear because it is common to several. For some
unknown reason the ancient writers have not explained the
use [of the pure tands] in practical detail. But all agree that
their number is eighty-four. In the opinion of some, they are
developed from the mirch’hanas (plagal scales).” (Chaturdands
Prakashika.)*®

The number of possible combinations of the notes to form
melodic figures or tands is theoretically very large.

“In each of the plagal scales (miirch’hana) there are five
thousand and forty [possible] kiitd tands.” (Sasig. Ratn. 1, 4;
33.)%

“In these fifty-six mirch’hanas are counted 282,240 com-
plete (pure) and deceitful (katid) tands.” (Sa#ng. Ratn. 1, 4, 34—
35.)%

In present-day music the word “tani” is often used for the
ancient alamkards. These form groups of notes or small
melodic figures that repeatedly recur. When similar tands
follow one another in ascending order this is called @hdts
(rolling).

Eg.
etc. EITN IR THAT  etc.
e - WU W

The same descending is called pratyahiti (rolling down).

* “The melodic figures by which a mode, a ragi, can be developed the wise
call tan3s (extensions). They are defined as of two kinds—pure ($huddhi)
or deceitful (kiita). The secret of the definition of the $huddhi tanis is not
to be developed here, so I need not speak of them.” (Quoted in Shrimallakshyd
Sangitam.)®?
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MELODIC DEVELOPMENT

Mrch’ hands (Modal Scales)

T4 ¥4 vy & @bt |

“That which spans (miirchhi) the scale of a mode is called
miirch’hana.” (Brikaddeshi 94.)

The term miirch’hana (modal scale) was used in medieval
music for the different types of scales from which the modes
are derived. There are three main types of such scales, and so
three kinds of mirch’hanas.

(1) The first use of the word miirch’hana refers to the classi-
fication of modes as plagal forms of the basic scale. This way of
classification has however been replaced by the ““scale-types”’
or thats.

“The sequence of the seven notes in ascent or descent is
called mirch’hana. There are seven in each of the two basic
scales.” (Sang. Mak. 1-66, reproduced in Chat. Ragd, 1, 22.
Sang. Ratn. 1, 4, 9 and Sh. tat. Ratn. 6, 7, 32—44.)%

(2) The name mirch’hana was also given to the chromatic
scale of twelve notes (see above, p. 92).

“The modal scale (mirch’hana) should be known to the
wise as having twelve notes from which can be built mode-
types and melodies in the high as well as the low octave.”
(Nandikeshvard quoted in Brihaddeshi, comm. on 118 and in
Simh. comm. Sang. Ratn. 1, 4, 15-16.)%

(3) Mirch’hana was further used for pentatonic, hexatonic,
heptatonic and eight- or nine-note scales. This division is now
usually known as jati (see below, section on Jati).

“The modal scales of seven notes are of four kinds: complete
(heptatonic, piirnd), hexatonic (shadavi), pentatonic (audava)
and intercalary (sadharani). In singing, a scale of seven notes
is considered the complete scale, a scale of six notes is called
hexatonic, a scale of five notes pentatonic, a scale [of eight or
nine notes], making use of the intercalary notes Kakali Ni
(B, Ni $huddhd) and Antari Ga (Eh, Ga shuddhi), is called
“intercalary”’ (sadharand).” (Byihaddeshi, comm. on 1, 95.)%

The word mdrch’hana is sometimes used in modern music,
mostly by professional Muhammadan musicians, to represent
melodic ornaments in the form of the mordents tiripd and

sphurity ( worw ); these are, however, [more usually
called hillol3, or gitkiri.
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Alamkard (Ornamental Vocalization)

ofgr AT Fror Awdg 3 qo fegwa
wfoyfydr « & Madscdar g i

“A melody without ornament is like a night without moon, a
river without water, a vine without flowers, or a woman without
jewels.” (Nat. Sh. 29, 75.)

““An ornamental vocalization (alarhkari) is a combination of
several ‘melodic movements’ (varnds).” (Sang. Ratn. 1, 6, 3;
Sh. tat. Ratn. V1, 7, 44.)%

Ornaments, now often confused with tanis (melodic figures),
are vocalizations, or groups of notes used to adorn the melody,
such as are used in the Khyal style of singing.

Like the varnds from which they are derived, alamkards
are divided into four kinds. The sthayi alamkarids (or level
ornaments) are simple vocalizings which come back to the
note from which they start or to its octave; the arohi (ascend-
ing) ornaments lead from one note to a different higher note;
the avarohi (descending) ornaments lead from one note to a
lower one; and the safichari (wandering) ornaments are elabor-
ate vocalizations combining the previous ones.

The sthayi (level) alarhkards number seven:

“The seven sthayl alarhkards are prasanni-adi* (beginning
low), prasanni-antd (ending low), prasanni-adi-antd (begin-
ning and ending low), prasanni-madhya (low in the middle);
then, krami-rechitd (orderly gallop), prastard (the expanded)
and prasadi (the serene).” (Sh. tat. Ratn. 6, 7, 85-86.)"

In the Brihaddeshi (comm. on 1, 120) these are defined as
follows: .

“Prasannd-adi (beginning low) starts from below and ascends
to the upper octave, thus: Sa Ri Ga Ma Pa Dha Ni Sa.”’”

Do Re Mi Fa Sol La Si Do

“Prasannd-antd (ending low) descends from above, thus:

Sa Ni Dha Pa Ma Ga Ri Sa.”’”
Do Si La Sol Fa Mi Re Do

“Prasannd-dadi-antd (beginning and ending low) is low in the
beginning and the end and high in the middle, thus:

Sa Ri Ga Ma Pa Dha Ni Sa Ni Dha Pa Ma Ga Ri Sa.””
Do Re Mi Fa Sol La Si Do Si La Sol Fa Mi Re Do

* The word prasannd (‘‘pleasing”) is used in music as a technical term
synonymous with mandri (“low”). (Bythaddeshi, comm. 1, 120): “The word
‘mandri’ (low) is used for a pleasing (prasanni) sound.’’®®
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“Prasannd-madhyd (low middle) is low in the middle or high
at the beginning and the end, thus:

Sa Ni Dha Pa Ma Ga Ri Sa Ri Ga Ma Pa Dha Ni Sa.”’”
Do Si La Sol Fa Mi Re Do Re Mi Fa Sol La Si Do

The span of the three other alarhkaris is either less or more
than an octave, but definitions of them (in the Shivd fattvi
Ratnakard) do not seem very clear.

Besides those we have named ‘“‘there are twelve ascending
and twelve descending melodic figures used as vocalizations
(alamnkaris).” (Sh. tat. Ratn. 6, 7, 94.)™

Vocalizations of this last type, the wandering (safichari)
alarhkards, are very numerous. ‘‘Among them seven are
chiefly used by musicians. They are: tari-mandrid-prasannd
(high-low-low), mandri-tari-prasannd (low-high-low), avartaka
(whirlpool), sampradana (gift), vidhuti (waved), upalolakd
(rolling), ullasiti (laughing).” (Sh. tat. Ratn. 6, 7, g6—98.)™

In the Shivd tattvi Ratndkard (6, 7, 101) these are defined:
(1) Tard-mandrd-prasannd (high-low-low): Like prasannd-adi.
(2) Mandra-tara-prasannd (low-high-low): Like prasannd-anta.

(3) Avartakd (whirlpool):
Sa Sa Ri Ri Sa Sa Ri Sa; Ri Ri Ga Ga Ri Ri Ga Ri; Ga Ga
Ma Ma Ga Ga Ma Ga; etc.
Do Do Re Re Do Do Re Do; Re Re Mi Mi Re Re Mi Re; Mi Mi
Fa Fa Mi Mi Fa Mi; etc.

(4) Sampradand (gift):
Sa Sa Ri Ri Sa Sa; Ri Ri Ga Ga Ri Ri; Ga Ga Ma Ma
Ga Ga; etc.
Do Do Re Re Do Do; Re Re Mi Mi Re Re; Mi Mi Fa Fa
Mi Mi; etc.
(5) Vidhutd (waved):
Sa Ga Sa Ga; Ri Ma Ri Ma; Ga Pa Ga Pa; Ma Dha Ma
Dha; etc,
Do Mi Do Mi; Re Fa Re Fa; Mi Sol Mi Sol; Fa La Fa
La; etc.

(6) Upalolakd (rolling): . ,
Sa Ri Sa Ri Ga Ri Ga Ri; Ri Ga Ri Ga Ma Ga Ma Ga;
Ga Ma Ga Ma Pa Ma Pa Ma,; etc.
Do Re Do Re Mi Re Mi Re; Re Mi Re Mi Fa Mi Fa Mj;
Mi Fa Mi Fa Sol Fa Sol Fa; etc.
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(7) Ulldsité (laughing):
Sa Sa Ga Sa Ga; Ri Ri Ma Ri Ma; Ga Ga Pa Ga Pa; Ma
Ma Dha Ma Dha; etc.
Do Do Mi Do Mi; Re Re Fa Re Fa; Mi Mi Sol Mi Sol; Fa
Fa La Fa La; etc.

Grace (Gamakad)

TRE: AT SRS |

“Graces (gamakdis) are the ornaments of notes.” (Sang. Darp.
comm. 2—4.)

“When, in singing, a note rises from its own pitch and
moves toward another so that [something of the expression of]
the second sound passes like a shadow over it, this is called a
grace (gamaki).” (Sang. Sam. 1, 47.)"

All the ways in which notes can be attacked, ornamented or
resolved, are known under the general name of gamaka.

In Indian music these graces are very elaborate and of
endless variety. Still they can be analysed: Sharngadevi and
Narada III consider that their constituent elements number
fifteen. Paréhvadevi reduced this toseven, Naradi I extended
it to twenty-one.

“Gamakds, also called ‘roaming about’ (charand), are said
to be of twenty-one kinds.” (Sang. Mak. 2, 17.)™

““The grace that pleases the mind of the hearer is a gamaka.
These are of fifteen different kinds, called Tiripd (flurry),
sphuritd (throb), kampitd (shake), lind (melting away),
andolitd (swing), vali (ripple), tribhinni (threefold), kuruld
(curl), ahatd (struck), ullasitd (laughing), plaviti (overflow),
gumphiti (tied), mudrit3 (sealed), namit3 (obeisance), mishritd
(mixed).” (Sa#ng. Ratn. 11, 3, 87-89.)"

““Seven of the gamakis are more particularly known. They
are sphurit3, kampitd, lin3, tirip4, dhati, andolitd and trib-
hinnd.” (Sang. Sam. 1, 48.)%

(1) The Flurry (Tiripd) (or Tiripu) W
now called Hillold

w
prum— -
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“A lovely quivering like a very slight stroke on the drum,
lasting only a quarter of a quaver (druti—i.e. 1/8th of a matra)
is known as Tirip4d.” (Sasnig. Ratn. 11, 3, 89—go0.)*®

“When the intervals quickly move round like a whirl, this
the connoisseurs of music know as Tiripu.” (Sasig. Sam. 1,
52.)%

(2) Throb (Sphuritd)

now called Gitkiri &

—_—
RS - du—

“The speed of sphuriti is exactly one-third of a quaver (i.e.
1/6th of a matra).” (Sasig. Rain. 1, 3, 90.)*®

“When intervals throb upwards at the speed of a semi-
quaver (anu-druti—i.e. 1/4th of 2 matra), the wise call this
Sphuritd.” (Sasng. Sam. 1, 49.)%

(3) The Shake (Kampitd) £
now called ““Khatka” o

T~
.___‘Lv:ic:'

“The Kampiti gamaki lasts a semi-quaver (i.e. 1/4 matra).”
(Sang. Ratn. 11, 3, 91.)%

““A shake of the note at twice the speed of a quaver (i.e. 1/4
matra) is known as Kampitd.” (Sasig. Sam. 1, 50.)%

(4) Melting away (Lind)

Fas

i

“The speed of Lini is that of a quaver (drutd =} matra.)”
(Sang. Ratn. 11, 3, 91.)¥

“When a note at the speed of a quaver softly melts into
another neighbouring note this is called Melting away (Lind).”
(Sang. Sam. 1, 51.)%

* The Sanskrit definitions of the gamakis are not always very clear. They
are interpreted here in the way that gives the most likely results for the

formation of the combined graces. Some of them may however have been

misunderstood.
All the definition of gamakis in the Sasigitd Ratndkard are reproduced
with a few minor variations in the Shivd tattvd Ratnakard VI, 7, 100-116.
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(5) Swing (Andolitd)

& a
U |

“‘Andoliti lasts one crotchet (one matra).” (Sasig. Ratn. 11,
3, 91.)%

“Whatever the speed of singing—fast, medium or slow—a
swing lasting one crotchet (matra) constitutes the grace called
Andoht“ " (Simh. comm. on Sa#ng. Ratn. 11, 3, 90.)®

“When there is a rocking of the notes lasting one crotchet
or matra this grace is spoken of as a ‘swing’ by connoisseurs of
music.” (Sang. Sam. 1, 54.)"

) The Overflow (Plavita) g ’

llll

“When the shake of the note lasts three crotchets (1 plutd =
3 matras) this is called an Overflow.” (Sa#ng. Ratn. 11, 3, 94.)”

(7) The Ripple (Vali)
now called Mida @
g s
(I

“Any kind of fast sliding is called a Ripple (Vali).” (Sang.
Ratn. 11, 3, 92.)®

(8) The Curl (Kuruld)
now called Ghasita E%

“Kuruld is like Vali but performed softly with a contracted
throat.” (Sang. Ratn. 11, 3, 93.)*

(9) The Sealed (Mudritd)

“The gamak3d called Sealed is produced by closing the
mouth.” (Sazig. Ratn. 11, 3, 95.)*

(10) The Tied (Gumphitd) ;
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“A deep aspirate descending into the chest is called Tied
(Gumphitd).” (Sasng. Ratn. 11, 3, 95.)%
(xx) The Threefold (Tribhinnd)

“The Threefold is a compact ornament running at one stroke
through three notes without any rest.” (Sasng. Ratn. 11, 3,
92.)”

“A grace that touches three distinct points and amal-
gamates the qualities of all the three, turning round the note
in a single flow, is traditionally known as the Threefold (Trib-
hinnd).” (Sang. Sam. 1, 55.)*

The Brihaddeshi calls this ornament Kuharitd (Cuckoo) in
the middle of octave and Rechitd (the Gallop) in the higher
octave.

(12) Struck (Ahatd) g%
rt—

—)
p— - a3 .

““Striking a neighbouring note and coming back is known as
Struck (Ahatd).” (Sasng. Ratn. 11, 3, 93.)%

““Striking the next highest note, touching it slightly, and
quickly coming back is called “Struck” (Ahatd).” (Simh.
comm. on Sang. Ratn. 11, 3, 93.)'*

Matangi calls this ornament the Point (Bindu):

“When, after remaining a long time on a note such as Sa
(Do), one touches with the speed of fire a higher note, remains
there but for a semi-quaver (Kali = 1/4 matra) and again
comes down to the original Sa, this is the Point (Bindu).”
(Brihaddeshi, comm. on 1, 120.)'"

A succession of Ahatis makes a sort of sobbing trill, called
Gadgaditd (Sobbing), much used in Indian music.

(13) Laughing (Ulldsitd)

107



NORTHERN INDIAN MUSIC

“When the notes follow one another in order this is called
‘Laughing’ (Ullasitd).” (Sarig. Rain. 11, 3, 94.)'®

“In Ullasitd the notes ascend one following another.”
(Simh. comm. on Sasig. Rain. 11, 3, 94.)'®

(14) Obessance (Namitd)
o
ﬂ

“A bowing down of the notes the expert in music call
Namitd.” (Sang. Ratn. 11, 3, g6.)'%

““Namitd is an ornament in which the notes come down to a
lower pitch as if bowing.” (Simh. comm. on Sa#g. Ratn. 11, 3,

95.)'®

(14a) Freed (Nivritta)
i

is the opposite of Namita.

“Touching another note for one semi-quaver, as in Bindu,
but stopping it without any tendency to come back is called
Nivrittd (Freed).” (Brihadde$hi, comm. on 1,120.)'%

* * *

Out of these elements elaborate ornaments can be built, and
they are called the mixed gamakis.

(15) Mixed (Mishritd)
“Mixtures of these are known as the ‘Mixed’ [gamakais].
They are of many kinds.” (Sasng. Ratn. 11, 3, 96.)'"
Example of mixed gamakis, given in the Sarnigitd Ratnakard
(3, 178-182),' are as follows:

(1) Flurry—swing \ |

(Tiripd—andolita) P
¢

&ax s
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(2) Melting away—shake
(Lini—kampit3)

(3) Shake—struck
(Kampiti—ahatd)
—Rrar
(4) Flurry—throb
(Tiripi—sphurits) ﬁ

(5) Melting away—throb ya
(Lind—sphuritd) %

B

;

(6) Throb—struck

e
(Sphuriti—ahat3) %

LA
T

(7), Melting away—shake—melting away
(Lind—kampiti—Ilind)

(8) Threefold—curl—struck
(Tribhinni—kuruld—ahati)

(9) Overflow—laughing—ripple
(Plaviti—ullasitd—vali)
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(10) Ripple—tied—sealed @
(Vali—humphiti—mudritd) —

qaan s
U1
(x1) Obeisance—swing—-ripple
(Namitd—andoliti—vali)
UrunR
= :
(12) Ripple—obeisance— -shake
(Vali—namitd—kampitd)
TE R
(W

(13) Swing—overflow—much laughing—obeisance
(Andolitdi—plavitdi—samullasiti—namiti)

."I_
uaw?T};t'f'ét
WhHaul

(14) Flurry—swing—ripple—threefold—curl
(Tiripd—andolitd—vali—tribhinni—kuruli)
A i
I

(15) Threefold—melting away—throb—overflow—swing
(Tribhinnd—lind—sphuriti—plaviti—andolita)
L3

A—%ss_
Ui

The modern Bhelavd, a slow mordent at the end of a
glissando, would be Vali-sphuriti.
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Grahd, Amshd, Nyasd

In ancient music, three notes are spoken of under the names
of ams$hi, grahd and nyasi.

“The note with which a ragi must begin is called Grahi.
By Nyasd is understood the note that ends a song. The note
most often used while playing is called ‘amshd’.”” (Sasig. Darp.
163.)1

The use of the terms grahd and amshi is a little confusing,
for their meaning is taken differently by authors of diffcrent
periods Some understand the “initial note” (grahd) as the
first note of the mode, that is the tonic; others take it as the
first note of a melody, which may well be any note. But this
last interpretation seems hardly justified.

Similarly the “main note’” (amshd) is taken to mean some-
times the tonic and sometimes the predominant note, the
“sonant’”’ or vadi.* The more ancient authors seem to have
used the word in the first sense. Thus the Natyd Shastri takes
the word grahd as synonymous with “amshi” and meaning
the tonic:

“In all the modal scales the initial notc (grahd) is equivalent
to the main note (i.e. the tonic). The whole music takes its
significance from this main note (amshd) which is the same
as the initial note (grahi).” (Nat. Sh. 28, 71, also quoted in
Byrihaddeshi, comm. on 197.)"°

The Brihaddeshz, also uses the term “amshi’” (main note) in
the sense of “tonic” (basic note, Sa):

“The main note by relation with which a mode, a raga, is
manifested is the amséhi (i.e. the tonic, Sa).” (Brihaddeshz,
comm. on I, 196.)™

“This amghd-svari is the vital note (Jivd-svard, the
tonic).” (Chaturdandi Prakashika.)™

In the later music “Sa (C) is the initial (grahi, i.e. the tonic)
of all the ragds.” (Ragd Mala.)™

But Sharmgadevi, on the other hand, identifies the ‘“am$hd”
the main note, with the “‘sonant”, the vadi:

‘“Because it is most used during a pexrformance, the vadi
(sonant) is called amsh3 (main note).” (Sazg. Ratn. 1,7, 34.)™

This is also the view of Abhinavi Gupt4, in his commentary
on the Natyd Shastrd:

* See below: the Sonant (Vadi), p. 125.
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“The améhd svari is the same as the vadi.” (Abhinavi
Gupti, comm. on the Natyd Shdstrd 28, 23.)

“The [note] that is most used is also called amshi.”
(Brihaddeshi, comm. on 1, 196.)"®

“The structure of the mode entirely depends on the amshi
(tonic), from which it begins, which separates the high or low
octaves, and from which its expression is derived. The am$hi
is, further, the initial and final note (grahi and nyasi), the
phrase-final, part-final, and general-final note (apanyasi,
vinyasi, sannyasd), the centre round which the mode revolves.
These are its ten characteristics.” (Nat. Sh., also quoted by
Kallinathi, Sasig. Ratn. comm. 1, 7, 29-34.)"°
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PART III
THE DEFINITION OF THE RAGAS

¢ saify g Qi @R A vl
szt % arafa o fof ang Lo

“I do not dwell in heaven, nor in the heart of
yogis. There only I abide, O Naiadi, where my
lovers sing.” (Naradd Samhita 1, 7.)






CHAPTER VII
THE RAGAS

Ragds or Modes
Tyifs T

“That which charms is a ragd.”*

and contrasts its moods, Indian music, like Arabic

and Persian, always centres in one particular emotion
which it develops, explains and cultivates, upon which it
insists, and which it exalts until it creates in the hearer a sug-
gestion almost impossible to resist. The musician can then,
if his skill be sufficient, lead his audience through the magic
of sound to a depth and intensity of feeling undreamt of in
other musical systems. .

The notes which are to convey certain definite emotions or
ideas must be carefully selected from the twenty-two intervals
of the $hruti scale and then grouped to form a mode, a ragi.
Any artificially formed scale is not necessarily a ragi, for its
meaning may be confused and without appeal. The essential
feature of a ragi is its power of evoking an emotion that takes
hold of the hearers like a spell.

The better all the notes that form a mode combine to
express one definite mood, the more attractive the ragd and
the more powerful its magic. The mode must seize the mind
and hold it as if enchanted. Then the mind ‘“‘is charmed and
becomes lost in it.” (Ragd Vibodhd 1, 4.)™°

“A ragi, the sages say, is a particular form of sound in
which notes and melodic movements: appear like ornaments
and enchant the mind.” (Sang. Darp. 2-1.)*

Ragis vary indefinitely. The number of ragds theoretically
possible is almost limitless. In practice, however, only a few

* “The word ‘ragi’ is obtained by adding the suffix ‘ghan’ (which indicates
‘doing’) to the root ‘raiij’, ‘to please’.” (Sasg. Darp. comm. on 2-1.)117?

.“T’l}ﬁt‘ group of notes (svaris) which charms is a ‘ragd’ so say the
wise.

UNLIKE Western music, which constantly changes

115



NORTHERN INDIAN MUSIC

hundred ragds are generally used, but, as we have seen,
their classification is often confused, the same ragds having
different names in different provinces, and different ragis
the same name. But, of course, this has very little importance
musically.

Moods, Colours and Notes

Each of the notes of the scale has its own kind of expression
and a distinct psychological or physical effect, and so it can -
be related with a colour, a mood, a metre, a deity or one of the
subtle centres (chakris) of the body. These correspondences
are given an important place in all Sanskrit treatises on music.
Since a complete list of them would be very lengthy, only the
correspondences of notes with moods and colours will be
given here as an example.

“Love ($hringarid), laughter (hasyd), compassion (karuna),
heroism (vird), wrath (raudrd), fear (bhayanaki), disgust
(bibhatsd), wonder (adbhuti) and peace ($hanti) are the nine
moods of dramatic art. . . .

Of these, for laughter and love, Madhyami (fourth) and
Pafichami (fifth) are used.

In the heroic mood, in wrath and wonder, Shadji (tonic)
and Pafichami (fifth) (or Rishabhi, second);*

for compassion, Nishadd (Ni k., minor seventh) and Gand-
hari (Ga k., minor third);

in disgust and fear, Dhaivati (sixth); :

in peace, Madhyama (fourth).” (Vish. Dharm. 111, 18.)*

““Shadji (C, the tonic) is bright like the petals of a lotus.

Rishabhi (D) is like a parrot.}

Gandhard (modern Ga k., Ep) is golden.

Madhyam3 (F) is like jasmin.

Pafichami (G) is dark (or, of the colour that attracts).}

Dhaivati (A) is yellow.

Nishadi (modern Ni k., Bp) is of all colours.” (Brihaddeshi
1, 77, and Nar. Shik. IV, 1—2.)%

* The Brihaddeshi says:

“‘Shadji (tonic) and Rishabhi (second) in the heroic mood, in wrath and
wonder.” (Brihaddeshi 1, 84.)1%1

( P;tﬁ ’;:r:h?aﬁgitd Ratndkard (1, 3, 54) says that Rishabhi (D) is tawny
j .

1 “That which attracts is called ‘Krishni’ (dark).”” 132
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The Description of Ragds in Verses and Pictures

The correspondence of the notes with colours, emotions,
deities and so on makes possible a graphic representation of
the modes. And the ragi as a whole determines a state of
feeling which can also be expressed in poems or in pictures.
But it must be remembered that, since many ragis have
changed their form, these pictures and poems often no longer
accurately represent the ragi after which they are named.

All these verses are traditionally known to musicians,
though they do not always know the names of the books from
which they are taken. Most of the verses, later reproduced in
the Sangitdé Darpand,* the Chatvarims$hach haté Ragd miru-
panam, the Shivd tattvd Ratnikard, the Rdgi Sdgard and
several other works, seem originally to have come from the
work of Kohald now believed lost. Further verses are quoted,
without reference, in the nineteenth-century Ragd Kalpd
drumd.

The Four Phases in the Development of a Raga

A ragi is generally developed through four phases, called
Sthayi, Antara, Safichari and Abhogi.

I. The STHAYI (The Pallavi of South Indian music)
establishes the theme, starting from the middle tonic (middle
Sa). It is focused on the sonant (vadi) and though it never
rises.above the B (Ni) of the middle octave, it descends as
deeply as possible into the lower octave.

II. ANTARA (the Anupallavi of South Indian music)
starts from the middle of the middle octave and develops
mainly in that and the upper octave. It is focused on the
consonant (samvadi).

III. SANCHARI (the Charanam of South Indian music)
begins from the higher C (Sa) and moves freely in all three
octaves,

IV. ABHOGA is a concluding variation, also starting, as a

* In several of the verses describing the rigis, we have to follow the
quotations of the Sasgitd Darpand given in the Shivd tattvd Ratnakard rather
than the text of the available edition of the Sa#igitd Darpand itself, which
often seems corrupt.
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rule, from the higher C (Sa). In songs, it often contains the
name of the composer.

In songs the sthayi is sung again after each part.

In late medieval music, these four phases were rather
differently divided. They were called udgrahi (prelude),
sthayi (theme), safichari (variation) and muktayi (con-
clusion).

Shri Nivasi in his Ragd Tattvd. Vibodhd describes them as
follows:

“The melodic figures with which one begins are called
udgrahd (prelude). The fixed melodic figures which do not as a
rule appear at the beginning or the end are known to experts
as sthayl (the theme). The mixed theme, with ascending [and
descending] vocalization, is called safichari (variation). Where
the mode comes to a rest is called samapti (conclusion).’”**

Styles of Singing or Playing

There are many distinct styles in which the variations of a
ragd may be sung or played. Some of the most important are
here briefly described.

A. STYLES OF SINGING.

1. ALAPA is the sober exposition of the theme in slow
time, with portamentos but no elaborate ornaments.

2. SVARAMALIKA, OR SVARA-GRAMA, OR SA RI GA MA lS
Alapi in which the name of each of the notes is sung, as is
sometimes done in the Western sol-fa system. .

3. DHRUPADA is Alapi with words. It is solemn and
religious in style, usually sung in slow time and using only
the more sober rhythms (talds). It is the noblest and also the
most difficult style of singing.

Bhavd Bhattd in his Anupd Sangitd Ratndkard defines
Dhrupadi as follows :

“Dhruvipadi is traditionally known as a divine form of
song that shines in the language and literature of the Middle
Country. Composed of two or four sentences expressing the
emotion of love, it is sung by both men and women. It con-
sists of a poem set to the alapi of a ragd with repetition of
final syllables and of groups of syllables conveying different
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meanings. It has a metrical introduction in two verses, a
prelude, a chorus, and a final stanza of noble styles.” (Anupd
Sangitd Ratn. 1, 65-67.)"

4. JHORA is Alapi without portamentos. (Almost the
whole of Western vocal music is in Jhord.)

5. TANJHORA is Jhord sung quickly.

6. KHANDARVANI DHRUPADA is Jhori sung with each
note repeated several times as if the voice were shaking.

7. In KHYAL simple ornaments are used, particularly
ascending and descending vocalizations, trills and grace notes
(gamakds) and repeated groups of notes or melodic figures
(tands). Khyal is charming and light, often used for love-
songs. It is usually sung in madhy4 tali (moderate tempo).

8. TAPPA is a very elaborate style of singing in which each
note of the Dhrupadid prototype is delicately ornamented
without, however, breaking or obscuring the general melodic
line. It is usually sung in madhya tala.

9. THUMRI combines Khyal and Tappa, using all orna-
ments (gamakds), and repeating each word or line in varied
styles. It is very lively and adapted to pantomime and
dancing. It is usually sung in madhya tali. It has only one
sthayl and one antara.

10. TELLANAS are sung rhythmically with the syllables
(bols) used to represent the strokes of the drum.

11. DADRAS are folk-songs in Dadra tala.

12. GHAZALS (of Persian origin) are love-lyrics sung as a
sort of light popular Thumri. They consist only of an antara,
with,a simple melody.

13. BHAJAN is a religious popular song with a fixed tune
accompanied by rhythmic instruments, often sung in mixed
ragas.

14. KIRTAN, similar to Bhajan, is a succession of religious
songs with changes of mood and ragi, chiefly developed in
Bengal. .

B. STYLES OF PLAYING (ON STRINGED INSTRU-
MENTS).

I. VILAMPAT is the development of the theme in _slow
time with portamentos, etc. It corresponds with the Alapd
in singing. ‘
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2. JHORA is played, on the vini, with the first two fingers
only. It is the bare melody, each note separate, with neither
portamento nor ornament.

3. JHALA is a rhythmic style in which each note of the
melody is followed by a fixed number of rhythmic strokes on
the tonic. For example:

111 1
"-?"‘li ERE X X

4. THONK resembles Jhori, but is played loud and fast.
5. THONK-JHALA is a mixture of Thonk and Jhala.

6. In TARPARAN the strings are struck by rapid front
and back strokes of the finger, very much as one does on the
mandoline or the Russian balalaika.
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CHAPTER VIII

DEFINITION OF THE RAGAS

The Fifteen Elements in the Definition of a Ragd

ROM the technical point of view a ragi is essentially a
F scale with a tonic and two axial notes, but it has further
characteristics.

The different elements in the definition of a ragi have been
grouped here under fifteen main headings. Their application
to each individual ragd will be found in the second volume
of this book.*

For the sake of clearness, these fifteen headings have
not been kept in exactly the same order in the definition
and in the application, but they can be traced by their
numbers.

For the clear understanding of these fifteen elements we
shall also have to explain a few technical points which have
not so far been dealt with.

The Tuning of the Instruments (1)

The frets of the stringed instrument, or the tunable key-
board, must first be set to the proper intervals, the proper
shrutis. Both the exact $hrutis written above the notes, and
their conventional notation for the Indian keyboard{ are
given with the notation.

The true tuning, by which the expression of the ragi is
defined, is always that of the descending scale. In ragis
where there is a difference of shruti in ascent and descent but
the instrument used does not provide two different $hrutis,
the scale tuned for descending can generally be used for ascend-
ing but never the tuning of the ascending scale for the des-
cending one.

* To be published shortly (1949).

t See p. 79.
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Class (Jati) (3)

The Indian scale is divided into seven regions or sections
ruled by the seven notes, or svards, of the diatonic scale and
named after them.

As we have seen already, if, in any mode, one or more notes
be used from each division, the mode is called “complete”
(sampiirnd), but if one division is not represented, whatever
the number of notes in the other divisions the mode is called
hexatonic (shadavd); if two divisions are not represented the
mode is pentatonic (audavai).

This is very like the Greek division. Since both the chromatic
and enharmonic genera have, by definition, a third in each
tetrachord, that is one diatonic note omitted, they will neces-
sarily be audavd, whereas modes having one tetrachord
chromatic and the other diatonic will be shadava.

The classes obtained by thus grouping modes according to
the number of their notes were known in ancient music as
miirch’hanas (see above, p. 101) but in later texts, particu-
larly in the Eastern part of Northern India, they are called
“jatis”’.

“Class (jati), in ragds, is considered to be of three kinds—
audavi of five notes, shadavi of six, sampirni (complete) of
seven notes.” (Naradd Samhitd 2, 60; Sang. Darp. 2, 6.)'*

Melodies comprising less than five notes cannot be called
ragds (modes), but are mere “melodic figures’ (tanis).

“Combinations of two or three or four pleasing notes form
melodic figures (tands): a ragd must have five or more (notes):”
(Hridayd Prakashd.)™® .

Besides the three main jatis, there are modes which, in
addition to the natural seven, make use of one or both of the
two intercalary notes Kakali Ni and Antari Ga. In ancient
music these eight- or nine-note modes were known as the
“intercalary modes” (sadharang).*

Though Vishnu Digambar in his Sasigitd Tattvd Darshakd
does not use the term jati, he reproduces the ancient classi-
fication, adding the three kinds of ragis spoken of by Umapati
(quoted in Rdagd Vibodhd, comm. on 4, 3) and also by Matangi
(mentioned by Kallinathd and quoted in Sasigitd Darpand 2,
5). These are called: shuddhi (pure), chhayalagi (shadowed)
and sankirnd (mixed).

* See above, p. I10I.
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They are defined as follows:

A ragid in which there are only unaltered notes is called
“pure”’ ($huddhi).

A ragd is called ‘“‘shadowed” (chhaya-lagd) when it makes
use of a few notes borrowed from another ragi, provided
they do not alter the mood, but, on the contrary, enhance
it.

A mixture of several ragis is called sankirpi.

“According to Umapati, a ‘pure’ ragd charms by itself, a
‘shadowed’ ragd with the help of others, a ‘mixed’ ragd with
the help of two.” (Ragd Vibodhd 4, 3.)**

“Sampirni”’ means ‘“‘complete’”’, ‘‘shadavi’ means ‘‘of
six”’. The word ““audavi” has given rise to unnecessary specu-
lation among Westerners insufficiently conversant with Hindu
conceptions: Fox-Strangways, for example, in his Music of
Hindostan (p. 122) suggests that it may have come from the
name of a province where the pentatonic scale was invented.
But the Sasigitd Darpand (comm. on 2-6), clearly explains the
term:

“The derivation of the word ‘Audavi’ is as follows: Udavi
is where the planets move, hence the ‘sphere of space’ (vyoma).
This among the elements is the fifth (ether), thus it represents
the number five. From this it is clear that the number of
notes of the audavi (the ethereal scale) is five.”’’®®

A similar explanation is given in the Shivd tattvd Ratnakari.

There are rules for the use of the jatis, in accordance with
the symbolism of numbers:

‘For celebrating battle, charm and beauty, in separation,
or in depicting a character, the hexatonic (shadavi) [class of
modes] is recommended.

For destroying disease or enemies, dispelling fear or sorrow,
in difficulty or in suffering, in forgiveness or when planets are
unfavourable, auspicious words should be sung in the penta-
tonic scale.” (Sh. tat. Ratn. V1, 8, 145-147.)™

The term jati was also used in ancient and medieval music
for mode-types: )

“From intervals ($hrutis), the initial (tonic, grahd) and
other notes (svaris) brought together thesmode-types result,
therefore they are called ‘jatis’ (results).” (Byihaddeshi, comm.
on I, 194.)'"

“Jati” in this sense has now been replaced by the term
"thﬁt".
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Group (2)

Some of the main ragis have, as their satellites, secondary
modes with the same general characteristics and only minor
differences. These are said to belong to the group of their
parent ragis. For example, Prabhat, Bangald, Ramikali, etc.,
belong to the Bhairavi group.

Certain books consider the chief modes masculine in char-
acter and call them “ragis”, while the secondary modes the
“raginis”’, are said to be their wives, or even their “‘sons”
(putris).

The male ragis, originally all pentatonic scales, are usually
considered to be six in number, though some count seven,
eight, or nine.*

“Bhairavi, Malikoéhi, Hindoli, Dipaki, Shri rigi and
Meghi ragi, these are the male ragds.” (Sang. Darp. and
Sh. tat. Ratn. 6, 8, 44.)™

Ascent and Descent (Arohd, Avarohd) (4)

The determining element in a mode, its scale or succession
of notes, often differs in ascending and descending. Many
modes are, for example, pentatonic (audavid) or hexatonic
(shadavi) in ascent and heptatonic (sampiirnd) descending.
Some have one or two of their notes natural ($huddhi)
ascending and flattened (komald) in descent, and so on. Byt
the true scale of a mode, that by which its expression is de-
fined, is always the descending scale. In all the ancient
modal systems, the scale is given downwards from the higher
tonic (Sa): to define a mode by giving its ascending scale first
is a comparatively recent practice. Ascending scales always
have an exploratory character, while descending scales, in
any music, allow greater precision and clearer differentiation
and should therefore always be taken as the standard.

In those parts of India where archaic forms of speech
and song have been preserved (as, for example, in certain
valleys of the Himalayas) songs and the playing of instru-
ments always start from the upper tonic in a descending
scale.

* The Sangitd Makarandd speaks of twenty-one male rigis. (3-53,
etc.) )
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The Sonant (Vadi) (5)
wdt eet T Wy

‘“The sonant (vadi) is the king of notes.” (Sang. Mak. 2—7.)

Besides the tonic (the Sa), always fixed, each ragi has a
predominant note from which all variations begin and in
which they end: it is always accentuated and bears long pauses.
This main note is called vadi (that which speaks). The expres-
sion of the vadi is the predominant expression of the ragi: its
character determines the mood.

“The chief element in which the power lies of bringing out a
particular mood, a ragi, is the sonant (vadi).” (Sang. Darp.
1-68. )14

“The sonant (vadi) is the note most used while playing; it
is the king (of the melody).” (Rdgd Vibodhd 1, 37.)*

The commentary on the Ragd Vibodhd adds: ‘“‘the sonant
(vadi), being constantly heard, dominates the melody. Be-
cause it explains and heralds the mode, it is called vadi,
(that which speaks).”

v

The “Consonant’”’ (Samvadi) (6)
%) snfgea’

““The consonant is like a minister.”” (Sasng. Mak. 2, 7.)

Corresponding notes in the two tetrachords into which the
octave is divided always have similar expressions. A fourth
or a fifth above the vadi another note will therefore be found
that responds to it, playing in the upper tetrachord a similar,
though less important »4/. This note is called ‘‘samvadi”
(consonant).

“The nature of the ‘consonant’ (samvadi) is to reinforce
the ‘sonant’ (vadi) by which the expressiveness of the mode
is engendered.” (Brihaddes$hi, comm. on 1, 63.)*

Very rare exceptions apart, the samvadi is always a fifth
or a fourth above the vadi. This corresponds with an interval
of twelve or eight $hrutis. _

‘““The notes that have between them an interval of twelve or
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eight $hrutis (perfect fifth and fourth) are called ‘consonant’
(samvadi). They are like ministers.” (Rdgd Vibodhd 1, 37.)**

The Commentary adds: ‘“Samvadis. . . sustain the. .. im-
pression created by the vadi, just as ministers carry out the
order of the king.”

“The notes between which there are eight shrutis (perfect
fourth) or twelve shrutis (perfect fifth) are said, in relation
with one another, to be consonant (samvadi). Such are Ni and
Ga (B and E) or Ri and Dha (D and A).” (Sang. Darp. 1,
69—70.)18

Ragis in which the samvadi is a fifth above the vadi are
called ““pafichami samvadi”’ (having a fifth as main conson-
ance); those in which the samvadi is a fourth above the vadi
are called “madhyamd samvadi”’ (having a fourth as main con-
sonance). Pafichami samvadi ragis have a clear, active, bril-
liant expression; madhyam3 samvadi ragis are passive,
dormant, soft.

Assonant (Anuvads)

AFUA T Y |

“The ‘anuvadi’ is like a servant.” (Sang. Mak. 2-7.)

The notes of a mode that are neither ‘““sonant’’, nor ‘“con-
sonant” are called “assonant” (anuvadi):

‘“By those who see the subtle cause of things the note that is
neither the sonant nor the consonant and yet is not ‘dis-
sonant’ (vivadi) is called assonant (anuvadi).” (Savigitd
Parijatd, 81-83.)"

Dissonant (Vivadi)
ad frd 0wy

“Dissonant (vivadi) notes are enemies.” (Sang. Mak. 2-7.)

Notes that do not belong to a ragi or, if they do, are used in
defiance of its rules are called ‘‘dissonant” (vivadi): They
destroy the expression.

“That which in a given mode breaks the charm is un-
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doubtedly ‘dissonant’ (vivadi) from the notes of that mode. . . .
This vivadi is like an enemy.” (Sasigitd Parijatd, 83-84.)'*

“Melodic variations that would introduce a vivadi note
should always be avoided.”'¢

The Relation between Tuning and Scale

It should be noted that there is a strict correspondence
between the tuning of the different notes, the ascending and
descending scales and other peculiarities of a ragd. Certain
shrutis are related by such intervals that it is impossible to
play them in succession. If, therefore, the expressions they
represent have to be brought together to constitute the mood
of a certain ragi, their use may require melodic artifices so
that they may never be in direct succession. The tuning, the
ascending and descending notes, the sonant and consonant,
the theme and the expression form a homogeneous entity
which very often, for mathematical as well as acoustic reasons,
simply cannot be other than it is. Ragis can therefore never
be considered as the invention of some inspired artist: they
can at best only be discovered as we discover astronomical or
other physical laws that represent some aspect of the universe
in which we live—laws which it is not in our power to modify.

Tetrachords and Mode-types (Thats) (8 and 12)

As we have already seen, Indian, like Greek and Arab music,
does, though not very generally nowadays, divide the scale
into two tetrachords or groups of four notes, ruled respectively
by the ““sonant” (vadi) and the ‘“consonant” (samvadi): the
lower tetrachord C D E F (Sa Ri Ga Ma) is called parvangi
(first limb), the higher tetrachord G A B C (Pa Dha Ni Sa)
uttarangi (higher limb). This is not an artificial division but
corresponds with a physical fact, for, as we have said, there
is great similarity of expression between the corresponding
notes of the two tetrachords. In many gagis the division of
the two tetrachords is identical.

In analysing each ragi we shall give, with their ratios, the
different intervals that arise between the notes of each tetra-
chord.
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Indian music envisages six main types of tetrachord—
corresponding with a perfect fourth, and six secondary types
corresponding with an augmented fourth. These are obtained
in the following way:

If we take the twelve notes of the chromatic harmonic and
divide them into lower and upper tetrachords (leaving between
them F#, Ma tivri), we see that in each case six different
types of tetrachord are possible:
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If we combine each of the possible lower tetrachords with
each of the possible higher ones, we obtain thirty-six different
scales of seven notes. And if, in each of these thirty-six scales,
we then replace F (Ma) by F# (Ma tivrd), we obtain thirty-
six further scales. The total number of theoretically possible
basic scales is thus seventy-two. This classification is still
used in South India where such scales are called melds or
melakartis.* The theory of them is explained by Pandit
Venkatd Makhin, the seventeenth century systematizer of
South Indian music, who, in the fourth chapter of his Chatur-
dandi Prakashika, claims to have invented this mode of classi-
fication, though it is really a more ancient system already
spoken of in the Sasigitd Sard of Vidyaranyd (1320-1380).

Since many of these scales are not in use nowadays in
Northern music, this classification is usually replaced by a
small number of mode-types or thits (usually ten) which
correspond with the approximate array, or setting, of the
frets on the sitar. This artificial classification—musically
inexact, for it neglects the differences of shrutis—merely helps
the player to remember the approximate tuning of a mode.

The Rdégd Vibodhd says (comm. on I, 8):

“The particular arrangements of the notes (svards) into

* The term “mel3”’ can however be used for any sort of mode-type.

“A meli is a group of sounds from which ragis (modes) will be made
manifest.” (Sangitd Parijatd.)1s .
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common scales (melds) under which modes (riagis) can be
grouped, are spoken of as ‘ghatds’ [or thats].””®

These ““thats” or mode-types should not be mistaken for
the ragids or modes that bear the same names, for the latter
may have more or fewer notes and they correspond with an
accurate tuning, whereas the tuning of the mode-types is only
approximate.

The ten thats or mode-types are given as follows:

“The first is Kalyani (Kalyan3) mel4, the second Velavali
(Bilaval), the third Khammaji, the fourth Bhairavi, the fifth
Bhairavi, the sixth Asavari (our Yavandpuri), the seventh Todi,
the eighth Piirivi (our Shri), the ninth Mariva, the tenth Kifi.

Such are the ten mode-groups (melds) from which ragis
arise.” (Quoted in Shrimallakshydsangitam 11, 1, 1g-21.)'4

They are usually given as follows:
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VI Yavanipuri (Bhatkhande's Asdvari)
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The eighth that, Shri, is given by Bhatkande as Pirivi, but
since the Piirivi we give here has an A natural ($huddhi
Dha), its name could not be given to a thit containing an A
flat (Dha komal%). About the scale of Shri there is no diver-

gence of opinion.

The Number of Ragds

In each of the seventy-two possible basic scales of seven
notes we can have: one mode using the seven notes in ascent
and in descent; six different modes using the seven notes in
ascent and six notes in descent; fifteen different modes using
the seven notes in ascent and five notes in descent; six different
modes using six notes in ascent and seven notes in descent;
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fifteen different modes using five notes in ascent and seven
notes in descent; thirty-six different modes using six notes
in ascent and six notes in descent; ninety different modes
using six notes in ascent and five notes in descent; ninety
different modes using five notes in ascent and six notes in
descent; two hundred and twenty-five different modes using
five notes in ascent and five notes in descent.

This gives a total of 484 modes in each scale, or 64,848 modes
in the seventy-two scales.

If we now consider that there are modes of which the
ascending and descending scales are different, modes which
combine several scales, etc., we see that the number of possible
modes is practically unlimited. It would be difficult in a life-
time to hear them all, even once. Ahobali speaks of 18,678
modes of seven notes, 31,050 modes of six notes and 17,505
modes of five notes in the Ma gram3 alone.

Shri Krishnanandi Vyasy in his Ragd Kalpadrumd (Intro-
duction, p. 1) writes:

“For the sake of the 16,108 milkmaids, the Dark Lord,
Shri Krishnd, took the same number of shapes. Each of the
milkmaids for each of the Krishnis sang a different ragi in a
different rhythm, thus giving birth to 16,108 modes. These
ragis and raginis later became famous in the earthly world.’’*¢

Time of Playing (7)
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“One who sings knowing the proper times remains happy. By
singing rigis at the wrong time (of day) one ill-treats them.
Listening to them, one becomes impoverished and sees the length
of one’s life reduced.” (Sarng. Mak. 23-24.)

The cycle of the day corresponds with the cycle of life
which also has its dawn, its noon, its evening. Each hour
represents a different stage of development and is connected
with a certain kind of emotion. This cycle of sounds is ruled
by the same mathematical laws as all other cycles. This is
why there are natural correspondences between certain hours
and the moods evoked by certain musical modes. Played at
the proper time, musical modes develop naturally in favour-
able conditions. Orthodox musicians in India never play a
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ragd at any other than its proper time, for at the wrong hour
it could never be developed so perfectly, nor could it so greatly
move an audience. The organist who, in the West, played a
funeral march at a wedding would, to say the least, appear
lacking in taste. In the same way the Indian musician who,
disregarding the surroundings and the mood of his hearers,
plays a morning mode in the evening appears utterly lacking
in sensibility.

There are certain characteristics by which a ragid shows at
what time it should be played. Ragis to be played between
midday and midnight have their sonant (vadi) in the lower
tetrachord (ptirva angd), C to F (Sa to Ma). They are called
“Purvd ragds”. Ragds to be played between midnight and
midday have their sonant (vadi) in the upper tetrachord
(uttard angd), G to upper C (Pa to upper Sa). They are called
“Uttarad ragds’’.

Modes that correspond with crucial moments (sunrise, sun-
set, midday, midnight, solstice, equinox, etc.) often use both
F# and Fj (Ma tivri and Ma shuddhi).

Besides these, Bhatkhande indicates the following time-
characteristics, which are very generally followed.

(1) Modes sung at sunrise and sunset are known as ““samdhi-
prakashi (twilight) ragis’’. Most of them include Ri and Dha
komald (D and A flat).

(2) Modes with Ga and Ni komald (E and B flat) usually
belong to the middle of the day or night.

(3) Modes with Ri, Ga Dha and Ni $huddhi (D, E, Aand B
natural) are usually played after twilight (samdhi-prakasha)—
in the first quarter of morning or night.

(4) Modes sung before twilight—in the last quarter of day
or night—insist on the tonic, the fourth and the fifth (Sa Ma
and Pa).

The ragis of evening twilight never omit Ga and Ni (E and
B), and the ragis of morning twilight never omit Ri and Dha
(D and A).

These rules are not, however, absolute.

Scale-Types (Greek Genus) (9)

The ancient Greek classification of the scales into three
genera, Enharmonic, Chromatic and Diatonic, has a dual
meaning. The fundamental one, used by the Pythagoreans,
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referred to the three fundamental divisions of the octave into
twenty-two (the Greeks, like the South Indians, made it
twenty-four), twelve and seven (or nine).*

Later on, this classification was taken to refer to typical
modes built upon such genera.

According to the interpretation of this later aspect of the
Greek genera which we find in Arabic writers, a mode is called
diatonic if each tetrachord has two full tones, chromatic if each
has an interval of a minor third (three half-tones), enharmonic
if each has an interval of a major third (four half-tones).

Though this kind of classification is not usually followed by
Indian musicians, it is indicated here to facilitate comparison
with other systems.

Characteristics and Expression (10 and 11)

Certain ragis have peculiarities of scale or of tuning that
modify their expression.

The expression of a mode is the sum of the expressions of its
different notes, each depending upon its individual relation
with the tonic. According to the theory of the shrutis, ,many
notes cannot have the same kind of expression and, therefore,
in a scale, there are necessarily contrasts. This is why the
most intense ragids have often incomplete scales, for they
suppress as far as possible notes that would not support the
predominant expression.

. Thus a very sad ragi will leave out the fifth (Pa) because a
fifth always expresses sunshine, joy. A very passionate ragi
will have no natural fourth ($huddhd Ma) since that always
expresses peace, serenity.

These contrasts between the notes are a further reason why
the ragis considered masculine in ancient music were always
pentatonic, for a pentatonic scale gives a much stronger and
more coherent expression than an heptatonic scale which
necessarily shows contrasts, indecisions, subtleties, and so is
more feminine in character.

When sounds are used in the treatment of mental or physical
disease, the number of notes must be further reduced to a few
sounds constantly heard, so as to create an overwhelming im-
pression in one direction only.

* See p. 72.
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Representation of Intervals by Ratios

In practice, so as to be easily understood, for each interval
we shall use the nearest simple ratio sufficiently accurate to
represent it. We shall always represent a major tone by g/8,
a minor tone by 10/9, a major half-tone by 16/15, a limma by
256/243, a minor half-tone by 25/24, and so on, though these
figures may sometimes be slightly inaccurate. For example:
though the major tone is the sum of a major half-tone and a
limma we shall write it:

16/15 X 256/243 = 9/8, which is incorrect, for the major

half-tone would then become the ‘“apotome’ %‘8*—7-; or, if we

keep the major half-tone as 16 /15, the limma would be 135/128,
. 256 —Y%r 16 135 _9
because we have either = _2048 X = 243 =30 T X I8=%

Similarly, the minor tone is equal to 2 limmas, and we there-

256 236 _10 256
fore represent it by —— 243 X 243 9 incorrect, for 243 X
2430 _ 10 . But since, actually, ﬁq = 22.63 sav.*, 185
2304 9 243 128
23.12 sav. and g%(; = 23.13 sav. are practically equivalent;

and since, from the pomt of view of expression, the difference
is non-existent, being in the first case half a savart and in the
second 1/100th of a savart (that is to say, in one case 1/11th
of a comma or 1/100th of a tone, and, in the other case,
1/10,000th of a tone), and since, again, the simple ratio repre-
sents the interval quite clearly, it will be easy for the student
who so desires to find out for himself the exact ratios.

Shrutis (Analysis of Expression) (13)

As we have already said, the expression of a mode is the
sum of the expressions of its different notes, defined by their
relation with the tonic. In each ragi, each of the different

* See first footnote to page 47.
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notes has a definite expression. This is very evident if their
pitch is accurate and without variation.

The expressions given in our notation for each note of each
ragi have been compiled experimentally and verified over and
over again, players and hearers being always in perfect
agreement as to the meaning of the notes.

There may, however, remain some slight inaccuracies in the
accidental hrutis used for particular notes in certain melodic
figures. There may also be different schools for the expressive
interpretation of the ragis. Only long practice and experi-
ment by different musicians would allow us to correct and
perfect every detail in the use of the accidental $hrutis appear-
ing in each ragi.

Theme (Riupd) (14)

For each ragi there are a few very typical groups of notes
from which it can at once be recognized. These form the main
theme (riipi).

Outline (15)

It is impossible to write down the ever-changing develop-
ment of a ragi. We have to limit ourselves to noting in its
simplest form, the first part of an average “‘exposition of the
theme” (dlapd). From this, however, the student should be
able to perceive the complete form of the ragi and so, following
the rules, proceed to the variations.
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Bahattard-meldkarta (of Venkata Makhin, c¢. 1620 A.D.).
Adyar, 1938.

Chaturdandi Prakashika (of Venkatd Makhin, c. 1620 A.D.).
Madras, 1934.

Hridayd Kautuki (of Hridayd Narayani, c. 1667 A.p.). Bom-

bay, c. 1920.

Hridayd Prakashid (of Hridayid Narayani, c. 1667 A.D.).
Bombay, c. 1920.

Nartand Nirnayi (of Pundarikd Vitthald, sixteenth century).
Bombay, early twentieth century.

Ragd Chandrika (of Appa Tulsi, modern). Bombay, 1911.

Ragd Kalpadrumi (of Krishnanandd Vyasid). In Bengali and
Hindi scripts, Calcutta, 1842.

Raga-Kalpadrumankurd (of Appa Tulsi, modern). Bombay,
1914.

Raga Lakshanam (of Venkatd Makhin, c. 1620 A.p.). Madras,
early twentieth century.

Ragid Mala (of Pundarikd Vitthald, sixteenth century).
Bombay, c. 1916 (Mss. Poona).

Ragad Maiijari (of Pundarikd Vitthali, sixteenth century).
Bombay, c. 1916.

Rigi tattvivibodhi (of Shri Nivasi, late seventeenth century).
Bombay, c. 1916.

Ragd Vibodhd (of Sominathi, 1610 A.p.). Lahore, 1910;
Madras 1945.

Rasi Kaumudi (of Shri Kanthi, eighteenth or nineteenth
century).

Sahity3 Sangitd Niripanam (same work as Sangiti Mala, Mss
dated 1778). Delhi, 1817.

Sarhgrahi Chiida-mani (of Govind4). Adyar, 1938.

Sangiti Adity4d. Baroda, early twentieth century.

Sangiti Darpani (of Damodari Mishrd, 1625 A.D.). Calcutta,
1880. Sang. Darp. (abbreviation).

Sangiti Ganga dharani (of Nangardji). Belgaum, 1936.

Sangiti-kritayah (of Ram3 Varma Mahar3jd). Trivandrum,
1932.

Saﬁggiti Pirijati (of Ahobald, thirteenth or seventeenth cen-
tury). Calcutta, 1884.
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Sangitd Sampraday3 Pradarshini (a compilation from Venkat
Makhin). Ettayapuram, early twentieth century.

Sangitd Saramritam (of King Tulajendrd Bhonsale of Tanjore,
1729-35). Madras Music Acad., 1942.

Sangitd Sard Sangrahi (of Sourindro Mohan Tagore). Calcutta,
1875.

Sangitd Sudha (of King Raghunathi of Tanjore, 1614 A.D.).
Madras Music Acad., 1940.

Sangitd Sudhakari (of Appa Tulsi, modern). Bombay, 1917.
Shadragd Chandrodayi (of Pundariki Vitthali, sixteenth
century). Bombay, early twentieth century (Mss. Poona).
Shivi tattvi Ratnikari (an encyclopedia of Basavi Raija,
1798-1815). Madras, 1927. Sh. tat. Ratn. (abbreviation).
Shrimallakshyasangitam (a compilation from older texts). By

Vishnu Sharma (Pt. Bhatkhande). Bombay, 1910.
Svari-meli-kala-nidhi (of Ramamaty4, 1550 A.D.). Annamalai
University, 1932. Svar. Kal. (abbreviation).

II. SANSKRIT WORKS, UNPUBLISHED

From the following libraries:
Adyar Library
Central Library, Baroda
Maharajah of Benares
Maharajah of Bikaner
Royal Asiatic Society, Calcutta
Government Sanskrit College, Calcutta
Maharajah of Kashmir
India Office Library, London
Govt. Oriental Library, Madras
Govt. Oriental Library, Mysore
The Bodleian Library, Oxford
Palace Library, Tanjore
Palace Library, Trivandrum
Bhandarkar Oriental Institute, Poona,
etc.*

Abhilashitarth3 chintamani (of king Someshvari, 1131 A.n.),
an encyclopedia with a large section on music. (Mysore,
Baroda.)

* A few known works often considered lost but which Mr. O. C. Gangoly
(in Rdgds and Rdaginis London, Bombay 1948) says he has consulted are
mentioned here with due reference.
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Abhinavi-Bharati-sard (Mysore).

Abhinavi-Bharati (of Abhinavd Gupt3) (Madras, Trivandrum).
Same work as Natyid Vedi Vivritti.

Adi-Bharati (Mysore, Tanjore) Telugu script. Incomplete.

Anandi-(safi) jivani or

Anandj Safijivani Sangiti (of Madanipali, 1528) (Bikaner,
Calcutta).

Angahard Lakshand (Trivandrum).

Arjunadimati sari (of Shuddhi Sattvi Venkatacharys)
(Madras). Incomplete.

Arjund Bharatd (of Arjund) (Tanjore). Incomplete.

Aumapatam Giti Shastram (later than ninth century) (Ma-
dras). Incomplete.

Bali-Ramai-Bharati (of Balirami Kulashekhard Varmai,
1798-1810) (Madras, Trivandrum).

Bharatd-arnavad (of Nandikeshvard) (Madras, Tanjore). Same
work as Nandi Bharati.

Bharati-arnavi-sangrahah (Granthi script) (Tanjore).

Bharatd-arthd Chandrika (of Nandike$hvard) with Telugu
comm. (Madras).

Bharatd Bhashyd (of Nanyd Devi, twelfth century) (Poona).

Bharatd-Gani-shastrd (Calcutta). .

Bharatd Lakshanam (Tanjore). A late compilation.

Bharat¥ nam3 Dipaki Nadi Shastram (Nepal).

Bharat3 Sarvarthd Granthd (of Mudumbai Narasimhachariar)
(Madras).

Bharatd-sard (Mysore).

Bharati Shastri (anon.) (India Office).

Bharati Shastri (of Raghuniths) (Tanjore).

Bharat} Shastri (of Tulajadhipi) (Tanjore). A late compila-
tion.

Bharati Shastri Granthi (of Lakshmidhari, sixteenth cen-
tury) (Poona).

Dattili-Kohaliyam (Tanjore).

Dakshini Ragi Mala (Poona). See Ragi Mala.

Gamaki Mafijari (Bikaner). )

Gany Shastri (Calcutta).

Gandharvi Vidya or Vedd (Calcutta). «

Gitalamkari (attributed to Bharatd) (Poona).

Git3 Prakashi (sixteenth century) (Madras). Oriya script.

Git3-sangrahd (Calcutta).

Git4-sard (Calcutta).
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Hanumanti-Raga-Vibhasha (Bikaner).

Jatih (Tanjore).

Kalpatarutika (of Ganeshd Devi) (Bikaner). Same work as
Subodhini.

Kohald Rahasyd (Madras). Incomplete.

Kohaliyi Abhinay4 Shastri (Madras). With Telugu comm.

Mani Manorafijani (of Maya Shankari) (Baroda).

Mainasollasi or Abhilasharthd Chintamani (of Someshvari
Devi, 1131 A.D.) (Baroda).

Matangd Bharatd (of Lakshmanaryd) (Tanjore). An incom-
plete work on Matarigd Bharati.

Meladhikard Lakshanam (Tanjore). Not earlier than eigh-
teenth century.

Meli-ragi-svard sangrahd (Oppert’s catalogue of South
India).

Mukhadi Chali (Bikaner).

Murali Prakashd (of Bhava Bhattd, c. 1700) (Bikaner).

Nandi Bharatd (of Nandike$hvari) (Mysore). Same work as
Bharatd-arnava.

Nadi Dipaki (Benares).

Nashtoddishti Prabodhakd Dhraupada Tika (of Bhavi Bhatt3,
c. 1700) (Bikaner).

Natyd Sarvasva Dipika (of Ramanandi yogin) (Poona).

Natyi Chiidamani (of Somanaryi, c. 1650) (Madras).

Natyd Lochani (ninth century) (O.C. Gangoly’s bibliography).

Natyd Vedd (Trivandrum).
Natyd Vedd Agamd (of Tulaji raja, c. 1729-35) Telugu script
(Tanjore). Incomplete. .
Natyi Vedi Vivritti (Trivandrum, Madras, Poona, Benares).
Abhinavi Gupti, tenth century comm. on Natyi Shastri.
Same work as Abhinavi-Bharati.

Nrittd Ratnavali (of Jay#send, c. 1253 A.D.) (Calcutta, Tan-
jore).

Nrittald Purand (Madras).

Nrity4-adhyay3 (of Ashokid Mall¥) (Bikaner).

Nrityd Nirpayd (attributed to Pundarikd Vitthali, c. 1590)
(Tanjore).

Oddishd Mahamantrodayid (Madras). Same work as Tali
Vidhani.

Pafichamd Sari Samhitad (of Naradi) (Calcutta) (Mss dated
1440 A.D.).

Riagi bodhi vivek3 (of Somd-nithi) (Adyar).
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Ragd Chidamani (Calcutta).
Ragid Dhyand (Bikaner).
Ragadivicharah (Tanjore).
Ragi Kavyi Ratni (Bikaner).
Ragd Mala (of Jivarajd Dikshitd) (Poona, Calcutta).
Ragd Mala (of Kshemakarnd) (Oxford, Bikaner).
Ragd Mala (of Meshakarni) (Calcutta) (MSS. dated 1509 A.D.).
Ragd Mala (Dakshini) (Poona).
Ragd Lakshmani (India Office).
Raga Pradipd (Madras).
Ragi Prastari (Tanjore).
Raga ragini svaripani (Poona).
Ragd Ratnd (of Maniky3) (Calcutta).
Ragd Ratnakard (of Gandharvi Raji) (Tanjore).
Ragarnavd (Anonymous, earlier than 1300) (O. C. Gangoly’s
bibliography).
Ragarnavi niriipanam (Madras).
Ragd sigaram (a dialogue between Naradi and Dattil¥)
Telugu script (Madras).
Raga Saravali (Benares).
Riagi tattvd Vichard (of Shriram Mall¥) (Bikaner).
Raga Varni niripanam. Telugu script (Madras).
Ragi vibodhi vivek3 (Bikaner).
Ragad Vishayd (Madras).
Ragotpatti (Oppert’s catalogue of South India).
Raghava Prabandha (Tanjore).
Ratnakard Vyakhya (Mysore).
Ratnd: mala (of Jathard Bhiapati) (Bikaner).
Ratnd mala (of Kshemakarnd) (Bikaner). Same work as Ragi
Mala.
Ram3 Kautuhali (of Ramid Krishnid Bhattd) (Bikaner).
Rasiarnav3 Sudhakard (Trivandrum).
Sangan} Sagari (of Shubhakar¥, 1308 A.D.) (Calcutta).
Sangiti-Adhyayi (Madras).
angitdi Amritd (of Kamald Lochani, fifteenth century?)
(Aufrecht’s cat.). .
Sangitd Anupi Ragi Sagard (Bikaner).
~Sangitd Bhaskard (of Vangamani, seventeenth century)
(Nepal).
~Sangitd Chandri (of Abhilas3, seventeenth century) (Nepal).
~Sangitd Chandrika (of Madhavd Bhatti, earlier than 1614)
(Tanjore).
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Sangitd Chintamani (of Vemd Bhipald, fourteenth century)
(Trivandrum).
(Sangitd Chintamani (of Kamali Lochani, fifteenth century)
(Calcutta, Tanjore).
Sangitd Chiidamani (of Kavi Chakravarti) (Baroda).
Sangitd Chiidamani (of Haripald Mahipati) (Mysore).
Sangiti Chiidamani (Trivandrum).
Sangitd Damodari (of Shubhakar, or Shukambhar) (Library
of Krishnanagar, Bengal).
Sangitd Darpand (of Haribhattd) (Bikaner, Madras, Tan-
jore).
/ Sangit¥ Kalanidhi (of Haribhatts, seventeenth century) (N.W."
Province cat.).
Sangitd Kalpa Drumai (Calcutta).
Sangitd Kalpi Lata (Calcutta).
Sangitd Kalpd Taru (Bikaner).
Sangitd Kamadah (Adyar). Oriya script.
Sangitd Kaumudi (of King Sanasend) (Madras).
Sangitd Kautuka (Calcutta).
Sangitd Lakshani (Mysore).
Sangitd Lakshana Dipika (of Gauranaryi) (Mysore).
/Sangitd Makarandi (of Ved4, seventeenth century) (Bikaner,
Poona, Tanjore).
Sangitd Mala (MSS. dated 1778). Same work as Sahityi
Sangitd NirGpanam, publ. Delhi, 1817.
Sangitd Mimansa. Same work as Sangitd Raja.
Sangitd Muktavali (of Devendrd, c. 1420) (Bikaner, Tanjore).
Sangitd Narayand (of Narayand Devd) (Kashmir, Oxford).
Sangitd Narayand (of Purushottama Mishrd) (Calcutta).
Sangitd Narayanid (of King Narayand, eighteenth century)
(Madras).
Sangiti Nrity4 (of Sharngadevi Suri) (Oudh cat.).
Sangitd Nrityakard (of Bharatacharys) (Oudh cat.).
Sangitd Padyavali (Mysore).
Sangitd Pushpafijali (of Vedd, seventeenth century) (Blkaner
Tanjore).
Sangitd Ragi Kalpadrumd (of Krishnanandd Vedivyasi)
(Poona).
Sangitd Raghavi (of Chinabommabhiipald) Telugu script.
(Tanjore).
Sangiti Raghunandand (of Vishvanathd Simhd) (Adyar,
Benares).
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Sangitd Raji (of Kumbhakarnd, 1433-1468) (Cent. Prov. and
Poona).

Sangiti Rajd Ratnakoshi (Bikaner).

Sangitd Rami Kautuki (Bikaner).

Sangitd Rasi Kaumudi (Baroda, Calcutta).

Sangitd Ratnakard (of Varunaki) (Bikaner).

Sangitd Ratnakard (of Vitthald) (Poona).

Sangitd Ratnakard Vyakhya-setuh (of Gangarami) (see:
Hindi).

Sangitd Ratnid Mala (of Mammatd, 1050-1150) (O. C.

. Gangoly’s bibliography).

Sangitd Ratnavali (Baroda, Calcutta).

Sangitd Sagard (of Pratapd Simhd, 1779-1804) (Jaipur?).

Sangitd Sangrahi (Calcutta). _

Sangitd Sangrahd Chintamani (of Appali-Acharyi, nine-
teenth century) (Adyar).

Sangitd Sard (of Harinayaki, c. 1500 A.p.) (O. C. Gangoly’s
bibliography).

Sangitd Sard (late eighteenth century) (Bikaner).

Sangiti Sarikalika (of Shuddhi Svarnakari Moshi Devi)
(Bikaner).

Sangitd Sarani (of poet Narayani, eighteenth century)
(Madras).

Sangiti Sari-Sangrahi (of Sourindri Mohan Sharmi, Rija
Tagore, 1875) (Madras).

Sangitd Sard-Sangrahd (Anonymous) (Conjeevaram).

Sangitd Sard Sangrahd (of Jagajjyotirmalld, seventeenth cen-
tury) (Nepal).

Sangitd Sarasvati Hridayalamkard (of Nanyd Devi, twelfth
century). Same work as Bharatd bhashya.

Sangitd Saravali (Benares).

Sangitd Saroddhard (of Hari Bhattd, seventeenth century)
(Bikaner).

Sangitd Saroddhari (of Kikaraja, seventeenth century)
(Poona). .

Sangiti Saroddhard (Bikaner). Same work as Rami Kautu-
hali.

Sangiti Shariri (Bikaner). *

Sangit Shastri (Tanjore).

Sangity Shastri Sankshepd (of Govindi, eighteenth century)
(Adyar)’ ‘

*

K 147



NORTHERN INDIAN MUSIC

Sangiti Siddhanti (of Ramanandi Tirthd) (Aufrecht’s cat.).

Sangity Shiromani (Bikaner, Calcutta).

Sangitd Sudha (of Bhimi Narendrd) (Oudh).

Sangitd Sudhakari (of Haripald Devid, 1309-1312) (Adyar,
Madras, Tanjore).

Sangitd Siryoday} (of Lakshmi Narayani, sixteenth century)
(Madras).

Sangitd Sitrd (Bikaner).

Sangitd Upadeshd (Bikaner).

Sangiti Upanishad (of Sudhakalasd, 1323 A.D.) (Bikaner).

Sangitd Upanishatsard (Sudhakalas3, 1349 A.D.) (Bikaner).

Sangiti Vartamani (Bikaner).

Sangitid Vidyabhidhani (Calcutta).

Sangitd Vinodi (of Bhavd Bhattd, c. 1700) (Bikaner).

Sangitd Vishayd, Telugu script (Madras).

Sangiti Vrittaratnakarah (attributed to Pundariki Vitthald,
c. 1590) (Tanjore).

Sankirnd Ragi (Bikaner, Poona).

Sankirnid Ragid lakshani (Calcutta).

Saptéd-svari lakshanam (Trivandrum).

Sharngadhari Paddhati (of Sharngadhari, c. 1300-1350)
(Bikaner).

Shringari Hari (Bikaner).

Shruti Bhaskari (of Bhim3 Dev3) (Bikaner).

Someshvari Matd (Calcutta).

Subodhini (of Ganeshd Dev3, seventeenth century) (Bikaner).

Suladi (Tanjore).

Svaradhyayi Bhasha (Bikaner).

Svari Prastard (Mysore).

Svari Ragd Sudharasi (Madras).

Svararnavi (of Somanary3) (Tanjore).

Svard Samuch’ayd (Oppert’s cat.). Incomplete.

Svari taladi lakshanam (Trivandrum).

Tali adhyays, Telugu script (Madras).

Tald Dash3-prani Dipika (Tanjore).

Tald Dashi-prani lakshanam, Telugu script (Madras).

Tald Dipika (of Gopendri Tippid Bhiipald, fifteenth century)
(Madras, Tanjore).

Tald Lakshanam (Anonymous) (Madras).

Tald Lakshanam (of Kohald) Telugu script, (India Office,
Madras).

Tali Lakshanam (of Nandikeéhvar) (Anandaéhram, Tanjore).
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Tali Prakaranam (Madras).

Tald Prastard (Tanjore).

Tali Vidhani (Madras). Same work as Oddishd mahai-
mantrodayi.

Tali Vishayd, Telugu script (Madras).

Tanid Nighantu (Tanjore). Incomplete.

Varni Laghuvyakhyani (of Ram3) (Madras).

Vitthaliyah (of Vitthald) (Tanjore). Incomplete.

III. PERSIAN AND URDU MANUSCRIPTS

Ukdé Gusha (Benares) Persian.

Nagmat-e-Asaphi (of Muhammad Rezza, 1813) (Benares)
Persian.

Ragid Mala (of Saiyid ‘“Abd-al Wali” Uzlat) 1759 (Hindu-
sthani).

IV. HINDI MANUSCRIPTS

Mani Kautihald (of Raja Mansing Tomar, 1486-1518)
(Baroda).

Raga Mala (attributed to Tan Sen, 1549).

Ragi Vichari (of Shririmi Mall¥) (Bikaner).
Sangitd Darpani, a Hindi version of Damodard’s work, by
Harivallabhj (Bikaner, British Museum, Mss dated 1673).
Setu, a Hindi comm. on Sangiti Ratnakard, by Gangaram.
(Benares, Tanjore).

Buddhiprakashi Darpani (of Diwan Lachhiram, 1823).

Ragi Ratnakari (of Deo Kavi, 1673).

Ragi Kutuhald (of Kavi Krishnd, 1781).

Sangitd Sari (compiled by Maharaji Sawai Pratapdsimhd Devd
of Jaipur, 1779-1804).

V. HINDI AND MARATHI WORKS, PUBLISHED
Abhinavi Giti Mafijari (Hindi)
By K. N. Ratanjankar (Bombay, 1945).
Bharatiya Sangitd (Marathi)
by K. G. Mulay (Bombay, 1941).
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Bharatiy3 Shruti-svari-ragi Shastry (Hindi)

by Pandit Firoze Framjee, (Poona, 1935).
Gitamalika (Hindi)

(Bombay).
Hindusthani Sangitd Paddhati (Marathi and Hindi)

by Pandit Vishnu Narayand Bhatkhande, 7 Vol. (Bombay,

1937).

Kavyid Prabhakard (Hindi)

by Bhanu Kavi (Jagannath Prasad) (1909).
Nadi Vinod4d (Hindi)

by Gossain Chunnilalji (1896).
Padi Ratnavali (Hindi)

by Chhatrd Nripati (Benares, 1854).
Parijatapraveshika (Marathi)

(Bombay).
Ragichandrikasara (Hindi)

by Appa Tulsi (Bombay).
Ragi Kalpadrumi (Hindi and Bengali versions)

by Krishnananda Vyasi devd (Calcutta, 1842).
Ragdlakshand Gitimalika (Hindi)

by Pandit Firoze Framjee, (Poona).
Ragi Praveshd (Hindi)

by Pandit Vishnu Digambar, (Bombay, 1921).
Riagd Sumand mala (Hindi)

by Balabhau Umadekar (Gwalior).
Ragiavibodhdpraveshika (Marathi)

(Bombay).
Sangitd Darpand. A Marathi version of the work of Damodar

Mishri

(Bombay, 1910).
Sangitd Kala Prakashd (Hindi)

by Ramaikrishnabua Vaze (Poona, 1941).
Sangitd Kaumudi (Hindi)

by Vikramadity4d Sinhd (Lucknow, 1945).
Sangitd Praveshika (Hindi and English)

by Shivendri Nath Basu. Benares Hindu University.
Sangitd Samuch’ayi (Hindi)

by Shivendri Nath Basu (Benares, 1924).
Sangita Shiksha (Hindi)

by K. N. Ratanjankar. 3 Vol. (Lucknow, 1938).
Sugami ragd mala (Hindi)

(Bombay).
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Tani Sangrahi (Hindi)
by K. N. Ratanjankar. 2 Vol. (Bombay, 1940).

VI. BENGALI WORKS, PUBLISHED

Amiyd Nath Sanyal
Prachin Bharatér Sangiti Chinta
(Calcutta, 1946).
Brajendrd Kishore Roy Choudhury
A series of articles in the Sangiti Vijfiand Praveshika
(1929-1934).
Hindusthani Sangité Tansénér Sthan (Gauripur, Maya-
mansingh, 1939).
0. C. Gangoly
Rag Raginir nama rahasyd (a series of articles in Sangitd
Vijfiand Praveshika, 1941).
Radha mohan Sen
Sangitd Tarangi (1819).

VII. URDU WORKS, PUBLISHED

Marfat ul Naghmat
by Nawab Ali Khan (Lucknow, c. 1910).

VIII. TELUGU WORKS, PUBLISHED

‘Basavd Puranid (of Palkuriki Somanathd Kavi, thirteenth-

fourteenth century) (Andhrd granthd mala, Madras, 1926).
Contains a chapter on music.
Shri-Mallikarjuni-Panditaradhyicharitri (of Palkuriki So-
m3nathd Kavi, thirteenth-fourteenth century) (Andhrd
granthd mala, Madras, 1939). Contains a chapter on music.

Sangitd sard Sangrahamu (Anon., c. 1800) (Music Academy,
Madras, 1940). .

IX. GUJARATI WORKS, PUBLISHED

Music during the reign of the Sultans of Gujarat
by Muhammad Umar Kokil (Quarterly journal of Forbes
Gujarati Sabha, Bombay, 1938).
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X. ENGLISH AND FRENCH WORKS

Atya Begum Fyzee Rahamin

The Music of India

(London, 1926).
Bandopadhyayd (S.)

The Music of India
(Bombay, 1945).

The Origin of Ragi
(Delhi, 1946).

Batra (R. L.)

Science and Art of Indian Music

(Lahore, 1945).
Bhatkhande (Pt. V.N.)

A Short Historical Survey of the Music of Upper India
(Bombay, 1917; reprinted 1934).

A Comparative Study of some of the Leading Music System
of the fifteenth, sixteenth, seventeenth and eighteenth
centuries. (Lucknow 1930-1931 in Sangeeti; Bombay,
1940.

Chatterji (Bani)

Applied Music

(Calcutta, 1948).
Clements (E.)

Introduction to the study of Indian Music
(London, 1913).

Ragis of Tanjore

Lectures on Indian Music (Poona).

Daniélou (Alain)

Introduction to the Study of Musical Scales
(India Society, London, 1943). (Taken over by David
Marlowe Ltd., London, 1946.)

Deval (K.V.) :

Theory of Indian Music as expounded by Somanithi
(Poona, 1916).

The Riagis of Hindusthan
3 Vol. (Poona, 1918-23).

Report of the First All India Music Conference
(Baroda, 1916).

Report of the Second All India Music Conference
(Delhi, 1919).
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Report of the Fourth All India Music Conference
(Lucknow, 1925).
Dharampur (Maharana Vijayidevji of)
Sangiti Bhavi
1st Vol. (Bombay, 1933)
2nd Vol. (Bombay, 1939).
Firoze Framjee (Pandit)
Theory and Practice of Indian Music
(Poona, 1938).
Fox Strangways (A.H.)
The Music of Hindosthan
(Oxford, 1914).
Grosset (Joanny)
Inde. Histoire de la musique depuis l'origine jusqu’anos
jours, Encyclopédie de la musique (Paris, 1924).
Contribution a I’Etude de la Musique Hindoue
(Paris, 1888).
Bharitiya-Natya-¢astram
(Paris, 1888).
Kunhan Raja (C.)
The Sangit3-Ratnakari of Sharngadevi
(English translation 1st part)
Madras, 1945).
Kyishnd Rao (H.P.)
The first steps in Hindu Music in English notation
(Bangalore).
The Psychology of music
. (Bangalore, 1923).
Mahavaidyandthé Shivi
Meld ragd Malika
(Madras, 1937).
Mukerji (D.P.)
Indian Music
(Bombay, 1945).
Pingle (B.A.)
Indian Music
2nd ed. (Byculla, 1898).
Popley (H.A.) .
The Music of India
(Calcutta-London, 1921).
Raghavan (V)
Some Names in early Sangiti Literature (Journal of the
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