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PREFACE

The book ie meant primarily for people who take
some Interestin the seientific study of musie.  Hine
dastani mogic haz a large audicnce to- day owing
to the introdustion of gramophone and the develop-
ment of broadeasting, Thereis g certain cariosity,
i growing desire to knew ite baso prineiplos and
distinetive foatures, Thers alse  exista a keenly
fole want for a stendardized theiry of Hindustani
misic and this short fxeatise attouipte to stato the
problems. that need wolution before  we hope to

schdeve this end,

Newrly o century intervencs between the parbli-
cation of Capt. Willard's ‘A Trestise on the Musin
of Himdoostan® in 1834 and Pundit Bhatkhande's
‘Hindustani Bafigit Paddbati (last voll jn 1939
This has been & period of sctivity and ressrches it
the subject.  Problems have coopped 1p meanwhils
which requivs replanning and  r-onmmimbion sf

wiiterial and it js Hme somebody took stock of the
progress made for their proper a ppreciation,

The fGrst chapter defines certain cloments  of
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Hindustani mwusie which scem to us to b gssential

to its understandiog.  Mutual relation mmong the

clements i3 explained in order to make thom intelli-

gible pavts of the musical siructiee. The problems ave

bound op with the eloments and slowly take shape
when examined in tho light of oxplaining their signi-
fioanco. This method eliminates the inclusion of allun-
necessary dedails and hvings into brosd relief aspocts
which often reecive too little attenden in muaical
criticiam,

The second chinptor summarizes the bistorical ma-
tortal of egrlier centuvics nnd supplis2 just &0 mueh
information as iz necessary for. tnderstanding - the
problams. This has necessitoted hunting np of suitabl
matarial from Sansklit treatizes.  Much new matber
iz boon utilized  which haz been besad op cavelul
reading of texts. A shorr deseriplive socount of
Coapt. Willaed serves 05 a transition to modorn thnes
eontributing  scientific ontlook  amd  metholology
to the treatment of mnzie. A little additiona] ‘mate-
rial with advanced teeatment pocurs in discussions
which have taken tho form of independent essays and
have heen placed rear the end i Appendices 1-V 1.
A fow orleinals of important Sanskerit yerses will be
found in App. IX. The aubjoct will be teken up

PREFACE 2

i detsil in my A Shert Histor of Hindustani
Musia', : .

In the disgussions twe weiters fiom the ninoteenth
contary hind special wention, eholea heing made f-ln'
writérs of aystematic treatises, Capt, N, AH#’I.‘-'@HH
Ht::-rk appesrod in 1834 It was followed by Ml;.
Lsf:ermmcs];au Glaswami’s Satglta-sfim  in -IEES
fd by My, Krishnadhan Banerjoy's f}l!ﬂ-ﬁt”‘lﬁ;ﬂ“l
. 1555 both writken in Bengali, Twentieth {nmrv
i }'UElrﬁf'HtE{[ by Pandit V. N, Hltnl:lrh:::r:'m‘*; Hiii
tinl Sefett Paddbail 04 vole) and Toumib P[HE::L‘.
Maliks (4 vols,) in Marathi pablishod betwesn _‘J.-EJ!JJ
and 1032, Names of 5 fow well-known, r-m]
'.'-|EEE'.I"E'1E"?H_'~" well-known,  writers in Eﬂntmnp'-n;w
musical. eritiviam  have been omitted ny thow da ok
matcrilly differ from the ahove writers, E-Imm'ng
no ‘:Ei:*.ﬁ."-?pﬂft o thewy, [ hestitate to anticipate the
verdiet of history, A fow mpotant  articles by
Mr. A, H, Fox Sunngwass, Reo Buhadar P. B,
Bhandarkar and Mr. ¥V, V. Phadfio hawe, !:-m"—rre:'
heen noticed, ho

: Eﬁﬁ{iilﬂ has nol hieepn .'11Ei"131i_:,? negdth.-e and the
ﬂltfuf.r: of the hook 13 net to pile up shovteomings of
L’xlﬁtfng theonios, fop every thoory will be found
wanting adter the lapse of probably a decade. Thero



5 PREFACE

i2. hero sulficicat lhint for recomstructing the entire
basis of Flindustani music on more systematic and
vational lines,  The very way of arranging, defining
andl gumphasizng things will not, T hope, fail to revenl
this, A: oxhaustive treatment i3 beyond the scope
of a book of this natare it will e caried out in itz
comploteness in - three sepavite books 1. & 1. TFolk-
simes and Mobsly-types, 9. Bhythm and Mosic,
3. Words and the Melody, Some of my views
hiva lwen: expressed in articles published do the
guarterliee—Rangeeta (English) of Lutknow, e
chayn (Bengalil of Caleotta and Viava-blurat
{Engligh} of Rantinketan-

Thia short toeatise hag been proparcd for the use
of =iudents of musie, but will, it iz hoped, prove to
he a well-ordered prosentation of facts fine the reder
intorssted in music, My personal and professional
euperience of a teacher and 4 musician hag goided
wia in writing this hook. Any help in the form
of mentioning misstatements or mispoprusentations
existing in the baol will he gratefully acknowledged.

Canourra, TU3T. H: T4 R
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NOTATION

Frifmé notes ara denobed tous -=—ga, e, g0, D, Pa,
ttha, nk
Komala (Bsttened) and  livea charpened) notes are
denoted In the following way | —
Komala—re, ga, dhn, ni. (by horigontal bavs helow
the notesl,

Tivri=—ma, (br & vertical lina above the note)

Mugio iz uanally confined to threa concecutive ootaves
in which the low and high octave have respoptively dots
ahove amd belew the potes, The medium octave have
no Eignd,

tEor other details pra “notation’ in chapter V)
TRANSLITERATTON,

Tha vowels sod comsonants of the Banskrit pnd
Hindustand alphabeta are represented thys 1=
Vowels—a & i 1 W .ftiy o al o an
Coptonants — k. kh' g gh
i’ ohhy jh
t th 4 .dh
t th ad dh
p ph b bh
¥ i 1 T
5 8 b b
In: epelllng musical terms Sanskrt forma have been
vofained: a3 far a3 possibla, Ther nea offon  slightly
different from their Hinduseani protolvpes which wsslly
canit tha Inberent a of the Anal eonstnant,

il = M B

Chapter I,

Preliminaries,

It prohits much to have some idea of the le of tha
lnnd before taking o jommey. To intraduce a subject
withottt proparation will be n waste of tme and
labour, The book necessanily beging with an expla-
natioh of thae common terms in goneral vse and this
will zerve 1o make the subsequent parts readily com-
prehensible, Az the subjeer develops insny  of fhoso
technical terwe  will take a  fresh bud some may
ragquire modification and a few will open: up  restone
yet litthe explored.  Por oir hamediate use, the fallo-
wing terms spudected with an oye o intellimbility,
brevity and secutucy will salllea

A riiga iz a type of melody or tune in which the
notes . progoess prtistically.  Each rifga containg a
number of gonga and iz based on them,

Tha medn festure of the raga is the Blipn or dove-
loprent of 4. mupgical phrase or phrases known ga
pakad or themo.  Alipa is pever reduced to a definive
form dke a soug but has to be improvised each thue
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it i3 sung. The pikad vecurs freqguently. in the
dabornte variations, Alipa may be sung with a
sopg o iy be used as an oindependent composition,
The notes of o i have cevtain ways of ascen-
ding and descending.  The arrangement of the notes
while going up the seale 15 known as the Broha
or the aseent and that down the scale is known
a3 the avaroha or the descont,  The pakad plays. the
moat prominent part: in the Grola and avarola,
Notex are felt to contre in o principal note  called
the sadja or the sonie or the kev-note.  Certain other
notes receive emphasis and serve as suxiliary key-
notes | hese ame namod niodas ov essantial notes.
(Two of them are often called the vadr and samvadi
Hinduztani musie usas twelve svaras or notes in
the cetave.  Heven of these ave named gagdin (Bhortened
form =a} raabba (vo or ri) pandbdra (gal madhvama
(mnit}, pafeharaa (pa), dhatvata (dbay nishda (nil The
othior five are known a3 vikptas o madifleations of
éuddha notes.  They are ecither tovea or komala
vaviations (sharps or flats) of the suddha notes and
ate approximately. a semitone higher and lower than
the guddha metes,  Thus as (CL e (D, s () ma
(E), pa () dba (AL m (1), avo fuddha notes pnd re
komala (D Flac, ga komala (E Flat), ma thra (F

PRELIMINARIES 13

Sharp), dba komala (A Flat, ni kowmaly (B Flat) ase
vikita notes,  According to: conventien the alterna-
tive names of viketas 1 e sa tivea for ro komala ote,
arg pot used.  The fwddba =calo iz similar te tha
Huropean seale of € major.

En addition to these twelve uotes a fow more may
b waed ocensionally in particalar vatna and they aa
known a3 rubia or quarter-tones {approz.),

Musie is weually conflned to tlarve  consecative
suptaks or octaves 1. e, mandea saptak. or low. octave,
maidhya saptak or mediam oidave and  tara saptak or
high octave (saptak literally means a scvics of seyen
notes bat signifies the same az an odave):

A riza generally chooses seven of the twelve notes
for its aztent and descent. These conztitute the
thitd or the wely or the =cale of the rhaa which is
nothing bot the notés armnged in order of pitch, Tn
wuldition ta the soven notés a few more may be e
in the rigs as additional podes or accidontals, Somwe-
times a Taga used six or five notes  Instead of soven
and is then known g3 sidava or hexa-tonic and
audava or penta-tonie, those having seven bolng
namesd sawpdma of complete raeas,

Bagas are cither grouped acoording 1o thitas (or
scales) or abgny (or common combinations of potes
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in - different 1Bgas).  Ragas belonging to) difterent
sales may bave the same afza i ¢, Dahfr and
Diarbéri,

Theve sre fowr princpal styles of developing a
riga in compesitions lled Dhmipad, Klieyal, Tappa.
Flummd, The farm of compesition also differs accor-
ding b stvies.

It is o comvention in Tndia that a rfiza should be
Aung ot itz stated time doring day and night,

In musie rhythm 3 the organietion of time for
producing an impression of cvder and balance on  the
mintl. Rhvthm iz of two kinds :— pesular o atrict
rhythm and ireegular or veryving rhythm.

In regular rhythm, time i wgardoed na broken up
mto o series of matdd or beats of coual divation.
Matess are then avtanged into gronps by means of &
gtpcas - af definite intervals and are ealled talnz or
menzures.  Tgla is the smakleat mdtrical clement nnd
the combination of two or more tiles o mensires
torme particnlar varicties like Trotaln, Chaiitala, Fka-
tila ate,

I arregular thythm  thers = po. syimmetiical
grauping. amd the time-valoe of netes is froe gnd
clagtic. Tles rhythm, though net  well-defined, s

LY
L}

IRELIIXARIES 15

nevertheloss yory vivid in Alipa, o developimont.
Sorgzs use 2 mixtwe  of repular and irvegulay
rhythme,

The rate of spoad of the thythui is called laya o
tempo.  The puce may be vilambity, or slow, madhya
or mediten, and drita or fast,

Sometimes instend of saving the nimbers one two
thres ere. for beats, cortain meaningloss wonds like i,
dhd. ke, te, 1, ete similar to sounda prodies) on  tho
drum, g psed and they constitute the theka or
formula for the deum.  Thekd may be | desoribod a8
the nearest phonstle transeription of rhythim s it i
piayed on the drom,

Words used in musc tend to chonge their | g
nal lwsary forme,  Tn classical niusic thiz chenge {3
very miich in evidenee,  Meaningloss  words like ta,
nil, tom, bere, dini et are wsad in musical compo-
sitions called tariings,

The partionlar notes and rigas ave associated with
particalar rasng o enobional enjoyments.

Instramental musie is the reproduction of voosl
skt on instiiments sabloct to the modifieations due
to instmemental technique and production of send on
insteuments Vocal snd Instrumpntal music have the
same thoarcdical basds

\

\
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Btudy of Hindustani music consists till now
usinly of the analysis of a riga from the stinl-point
of melody, rhvthm and words,

Very hittle has been done to s the ovigm of a
gomplex tvpe kike the Hindustani wiga and to des:
cribe ita ovolution from simpler forms. Buot cortain
statcinontd have aneonaciously crept in the writings
of the authors which throw some light on the origin
and development of Hindustami r5ges;  They  have
Been noticid,

Chapter 1L

Background ef Earlier Centuries.

A Toe Hixpt Prerop.

Fardier, conturies ®may be conveniently divided
into two periods :—1, The Hindn Period  extending
from the Vedic ages to the 11th Centary  A:D. pad

thiz may sgain be gplit up into the Yedic and Sans
keit Perdods, 2, The Muhsmmodan Period lnsting
till the 15th Centiry,

Ranszkrit writers pever fadl b menton the Siing-
veda of about 1000 BC. ss the original soupss of
mmzie,  The Sgmaveds consists almost entincly of
gtanzaz taken feomn the Revedi to be sung at tho
Homa saerifice.  Saradi-fiksa and Pritifakhyas stata
that seven notes aro el in chanting the sima. They
ave named kot prathama, deiilys, teitiva, chatue-
tha, mendmn and wtisvim Intisvarn 7 and the vedic
scale is comevived 05 o deseending seale, thi reverso of
ot peconding scale, It alse appedra that aykis
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chanted in  monotonc, n githa conzists of two notes.
asimn of three note:, nad 2 evarfntr of four
notes. . We do not know  the intervals botween - the
nobes - por, are we inonoposidon (0 compate - the
Vedic scale with the seales which afterwards came
inta existencs,

The Sanskrit peviod beging with the writing of
DNatya-distin of Bharats ot about 2000 B.C. {Mae-
donell ) upd  steetchies 1o the 1lth coptoy AD.
Natvasashia 15 a fneabiss on deama bat desls also with
misie, ko coptain: no  cloar referenco’ to 1agas but
we ot keke Jatiz which sre the procarsar of rigns,
A jadl by ten chargeterisgtica, It beging from oo nofé
ealled  praba and endg in another called nyfsa.
Final powes of differont movements of jatis o toym-
ol apanyasa,, caminyisa and vingl=a,  Aanda ik the
mote (o notes) which s frequently used.  Certain
notes peesive babntvam o ewmphasia and others may
have alpatvam or legs importanee,  The lewer ok
upper renges of ajan avc celled mandia and Eara,

Regular and mechanical  patternz of notes are
called alpbkaraz or ormunental Bgares 1oay s e s,
BE A ve, gn WA g, ete, Nofes are. said fo possess
=thilyl varpa or staying charscter when they are mong
at the same pitel, rohi varna or ssccnding chasictérn,

HINDU PERIOD 19

wearohi vama or descending  character and safichan
varpa or a mixture of the prececling varpas,

Juds use soven notez and soenetimes add tvo
cxim notes called antora gAndhin (between ga and
may and kikeall nigAda  (betweon ni ond k). "There
are three ootaves umd each octave is ponceived na
conzisting of twenty-two fulis o qusrter-tenes
{appeox.) and as such disided into 22 intervals.
They pre distributed smong the notes in the fallew-
INE Way.

12345367 8051058 121314151617 I8 198031 8

B TR BA imn pa dby, i 2n

The drutiz ara velated to the noto following, this
ri iz a thrve-frutl note, i a two-drutl noteote. (Thia
ia slightly differvnt from Samgadora’s arransement
whe pleced ni on the first @t sFor detsils oo
App. L)

Notes may be of four kindy with refopenc to
“ratig.  The wadi iz the same as the anda. Bamvadi
notds e situated at the Bth or 158th drad. from each
other,  Thus sa ma, 2 pa, ri dha, goni ave samsidis,
Vivhdi potes me ploced at the 20th druti from cpeh
other €, €, ve g, dba o, The remaining notes ape
known as anuvidia,  In Safwita-ratafkara viedi, sam-
vaehi. yivEM and  anweidi avo lermex]  the kang, o
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nifitiztor, the ¢nemy ond the follower sad thus gain
additional ‘significanco.

The pats belong to two prineipal grimas o soales
called zadis-grama and madbyama-grama and  other
axcihipry sesbes cadiod murchhands. The murchhanss
tonn seales sturting fom each of the notd of the %~
grlima anel dgrdma in o meceding order. Thus s
e g pe dba ol wiopa re gaoma pe dha; dhis nd sa
ve gl pa snd wa padha vl s rean, g ma ra
dhi i sa re, ra ga ma po dba ni =1 are the thies ot
of the seven possibla marchhangs of the & il ma-
grama  respectively,  Sadjs-prama and madhyama-
grAma. are identdes]l with their si-miirchhang and mE-
mirchhand respoctively,

Eharata mentdons eipht rasas or emotional enjoy-
ment namely the comic, arotie, pathetie, awinl; heroie,
decaulful, loath=ome and marvellous cmationsl enjoy-
ments.  Rasas vary sccording to the prominent note
usod in the jad, Jatis vsing ma snd pa froquently
eatlz the evotic and comic emotions ; those. having
si-and ¥ ooften gave rise to the heesle, wwfol md
marvellons emotions ; and these using dha often
produce the loathsome  and dreadfol emotiona.  All
suceeeding writers vivtually repeat this maldng cor
taity altorations in the arangoment.

XL FERGD 21

Brlswldest of Matatizn (about 400 A1) for the
firat thme sbesses the popalarity of local and provin-
cial airs ‘which are sung by women, children, oo
hevds aod kinge with pleasure and just as ty choosg
in provinces.' O acosunt of the strong emplssis on
the pleasive-aspock of & roa. Bt is not diffelt to.
concluile that, the jatis had zrown rather st dus to
setificial rostrictions. A raga, however, has a close
resemblancs bo n ot for the former having the same.
ten features iz said to be derived from the Iateer.

A melody-type which has {particnlar) notes nnd
vargs and which pleases people is called & Rl
Yarpa or tho way of groupine the mebes up and:
down the stala gre specially mentoned in relation
b0 rigas : for instance Reols is the process in which
the nodis sung ascand one by one {in vomlar onder)
ot leaving intermodiate potes,

wadia bas a controlling et on the sther swotes
for Matahga savs “Padja iz the parent of six potes o
1618 brought into baing by other iy notes or it 12
produeed by six onmns (3 spesch)

“Uhitted by Kallinatha, the commpntator of the Sa tgita-
I_al.',nlkazs (Antandasezma Editicn, p, 390 but missimg . i
the pristed edizion {Tiivandrms Sanslorit Serics i) %
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Throwgh Sabpita-makaranda of Navada {bictwoon
the Tth and 11th conturies A1) who deseribes mas-
ehling, famining snd nenter rizes we pass onto
Saeis-ratnakir by f&ﬁlt@'etr]r' wnowio though livieg
inthe 15th Centyry AIY, sums up the advievements
of the Hindu Period.

gﬁt‘ﬁg‘:’tdﬂ?-l'ﬂ tanily priginally belonged 1o Kash-
mete whenee bis srandfither travellod 1o the sonth
ntiil ‘wettled there,  Hatgita-ratnikars 15 the most
-exlinttztive teeatise on Hindustani musio and s held
iy preat vespeet by all subsequent writers, The
book congists of chaptars on notes, diseussion of
¥k, pr=cellancous . topics, - musieal compositions,
rhythers, mesieal lostruments and dancing, ér:rﬁ.ga-
deva deseribes drutd, avar grima (with o didditional
and - obsolets gandbara geims), alafkaea, j5t, mie
chbanf, raza, varos, vBdl, samvadl, vivadio anuvadi
at longth aod stuwnarizes skilfully all that has been
gdcl Y. previous writers,

He mentions mm-gu.-aaﬁglc-a or suclent musie and
Alestsaneitd or curceat musie and it scems obds
Inshioned jAtis were disappeoring and move madern
FAgan - were gaining sirength,  The form of deg
music may be nibaddha (regular) o anibaddia
{irsegnlar), A repular composition Fle prafianchn

HiNDT FRREIOD o

may Bave four sections nawmely ndaeiha, metapaka,
dhrwea and abhoga, Alaptl means unfoiding and
ewing to tho ahacnes of regalar fenbies is nzzipned
to the irpeaular iypa, In risflapt! o misician deve-:
Wops & r&ga with referoncs 1o four svasthinas o zoo-
tions of & viga each of which las & fixed rangs of
rotes.  Drabondha  and Slaptl sre  compositions
similae to modern songs and alapa,

éﬁri.-;.:ﬂum deseribies the actiave 48 consisting of
soven fudediva ane twelve vikpla notes in s complicated
manner bat it sooms he pses the ssme noles as
farats (See App. 1), Aksiptikiis the name of the
notation of the song with neles; wowh and rhytun.
The suddba notes of the threa consoentive ortives
masidea. madhya and t5m are denoted thas —&1 1
e ;';L dfiani s ga W4 pa dba i
| | ] I
sa ri g2 ma pa dha ni. The mandra and ties notes
e vespectively  dots and verlical lines overhead,
the middle octave having 1o signs,  Thmevalus of
notes is mat clearly stated, Mo finther progress was
mache Hll the latter pert of the 19¢h century

He slivldes 1agus inte gramariza, upofie, o,
bhaga, vibhass, mearabhasa, ragan o, bl aaiem. body-
nga, and wpioga,  They seem to be intervlated
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thoogh  the melaton i3 oot dearly explained,  Ho
meniions some sages which am no lepsy in - vogue
and other rRsa: a3 cordent,  There are geveral
voricties of  Varat, Gurjmd, Todi, Volfvall and
Gaugn,  Heasen amd particolar periods of day  and
might are sssigned to Epas,

He trests rivihm in the same way s Bharata
bt atatea the thing more clearly.  Tola ia etymologi-
eally devived from g word eigmbving the palm of the
Band and means  clapping the hands together. A
math 18 the moeasunt of time required to  proneunce
five. Light sylables,  The dwntions of dvata {iast),
taohn {light) g theavy), pluta (pealate) nve- half,
oy two and o matel (or mEeEs) respectively.
Tima 19 regudated by lagha or other dorationg  amd
thiy measuring 1= done by tala. Thus clatalilen  kas
ot chids deraton o half 4 mated and chatustala has
ona part aid  three deata dorations e thieo and o
hinlf matrés, It will be scen thet no méndon is
wade of any strezz or aeoent and  the old  musical
rhythms bave some anglogy t0 Sanskrit:  poetic
metre,

Laga'1a the mating intorval  between - the achions
{dapping of hands) ol means the rate of speod of
rhythm, It iz of thres kinds pamnely- drata or fast,

MUITAMMADAY PERIOD L

radiya o medinm, snd vilsmba (also - vilambita? op
slow,  Yati (the same wond in proscly neans cesurg
oL panse] regulabes thi prozrecs or flow of the lays;
Thus in the yati cilled samh the sang hag the  sawmm
laya in the heginning, middle and the end,

e aifi sperch-sounds imitating the sounds e
duced by instiwments of pevenssion arp callied Pk
Usually various combinations of - sixtoon ponsanants

T i rrly -
k kb 2 gh t th eto, are used to represent thes
sonale,

B Toe Mumasoaanay Prrpop,

Duting the Mubammadan Period  the  techinsl
terms and the basic theory remain  the same but
Persian nates of sovors) ragas ool which  indicate
tie fasing of the two systems resalting in the ensich-
ment of Hindustanl musie.  But two syRicIE cannot
tv-r!ﬂ:-Em unlees they are related somewhere in ag
ntimate. way. The evolution of riens seems to have
ocewrred  not only in India  but in several LTS
avens ofF the New East f e in Barypt, Avabla and
Persin, Thewe might have bow parallel develop-
ments or the ideq might have spread by diflusion,

The treatizes of this period  concern themselves
with the razas of the 2adja-grama and for this Néarly
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all of them adopt & twelve nete octave. Belercnce
to other pramas and to edrga-sadeith of ancicnt
music i3 sbsent and the wnters hardly. describe
githoy the instrumonts or the thythms.  Alnost
everything else they copy verbatim from the freatises
of the Hiadu Period, specially from  Sangite-
ratnakari.

The veriters may he deseribed a5 belonging te
Northern and Southern schocls acoording e they
deal with the meusic of Novihern and Southern Tndia.
Buot it iz diffeult to diaw  f sharp Hoe of demarea
tion for the basie stricture iz the came and pd - many
of then include ragas both from the novih and the
soth,  Alta it appeord thet the southeen writers
ofter pam to the north to study  the musie prevai-
livier there,  Selecting o from each group, the north
is popresented by Lochane and Ahobala pitd the
soutli by Remamdtya anil Somangtha.

THE NORTIHERE  SOHOGL,

T.ochana from his statemont seoms to hova written
Ffm-taraboint in 1100 A, D, However ag ho quites
fram the poet Yidgapati it iz dosbiful 5 o weote
his book earlier than the 14th eontary.  Tlis foddiu

notes are placed at the vl intervala of frutis. The

MUHAMNMADAN PFERIOD i

-l

vikpta  motes sia komaly o fatloncd and tives or
sharpencd forms of the fuddha notes, Conzequently
% fuddla note occepies & ecnbeal position and the
'._FIE-:g:::se se abtaitiod by Rettehing o sharpening 3¢,
It is .ﬂ;f_- soani With Ahobala andin it they differ
from the southern writers who shapon  their iirhﬂm
notes 1, ga, dha, . to got their vikys,  hats when
I'I[[I'_‘ motes nsnd dha are sung legving theid fnal Sk
ey are rl-;-gmﬂurl A% komala and when ga ke the
firsh frutd of ‘ma Bt is considerod a8 a tv Bole,
ma, it boconies Hviatarn, trratama and ati-t{vr:':..::;m*-
Saoend pa o have no ., vikpes,  Thiongh the -.;-tt.-w:
conziats _ of seven fuddha snd ten vikitas, Lochens
HStE SRy twelvo netes inothe ootove in desesthine
the ragez.  The duddha sealc toaus to be smiar ;.
tite seale of the moden  Kaphi Az See charl in
App. VI ;
.Exy_*szlrzl_'-g of #lapa and of songs in the riges are
omitted.  Avohd and avarchs of riges are not :;1.31.;:{'
exeimt i the cage of Bhndrass, Sardja is 1'E-=~3::-'E.¢'d =u;
the key-nots to the notes specseding in ':II'{IE:: iiﬁgq;_:
me elassilicd under twelve samsthitiy or sealis 1o
Bhalavi &=l 24 ma pa dia ni 3 Todl fen 1 ow

(=L U

b wi), Gl [ 14 iy
P dha nd}, Gami {sa ¥i g2 me pa 'ﬂ]ﬂl‘t!.‘. Tnrnata iy
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ol pa ma pa iba nlh Koddnn (53 24 1 po dha i,

Tmana, (2a vl ga 1t p b nidete, A long dist ol
Thga-gankara o mixtores of 1ages is given,

Ha also meations the réga-15gigh systen in which
the 1fena Bhaisova, Koidiks, Hindela, Dipaka, ‘:ri.
and Mezha are conceived as hushands with JEan:T
as wives a6 also describes the dhy@nas or pictorial
contereplationa®  Tha  woel-pestmiitotes sie I.Ll.
souteo of the famons raga-ragint pletures in Indisn
printing,  Thes representations give no clue, hosw-
ever, to the scitsl notes geed in the rigas,

"The rfens have their stated periods for singhg
with the provision that singess will come t0 no hisrm
i they sing on the stage, at voyal order o1 after ten
in the nights

Sahgita-parijats, pechaps the most notable treatize
of the northern sohool, by Ahcbela  wes written ot
later then the 17th century, He does not mention
tlio dite of writing but thie book was franalated  into
Poraien in 1724, DBhava-bhatia who lived in the
lattor hialf of the 17th. century alse guofes  cxiracts

[l = L = e h &
¥ Ouoted by Bhotihands in ks paighld "A Bberk

Sarvey of the Mutie of Uppor India” but owmmilhed o his

oditon of Riga-sarsfipiol,
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from himt,  Fiom his deseription 'of tigna one may

comtitude: that he had teen  Ripatarbsipl by
Lockana, He deseribes seven #uddhn and Lty
twn vikitas in the ectave but he use: only twelve
notes when ke oxplain: the ragas ind also when he

describes the wire-langths of notes,  (Sco App. VI

He is usuglly regarded as the flvst among. tho
writers 0 deseribe notes in ey of wire-longtlis
and he helpe us o calenlute dedinitely the pitches of
the seven fuddha and five vikita notez, Hea savz, "Ag
thie mites can b prodoced oir the wire and be seen
with the eyes; the places on the wire are memtioned
tor #ha cloar grasp of the nates, The higher =3 f='s
vetave) is sitwited in the middle of the sotid- -
ducing part of the wire on the vitg,  Ma les i the
middles of the wive hetween =2 and tho higher <3, Pa
s situmted ot ona third of the tota] v lengrth From
thae tr-p Grie placed in the middle of =a and Pl
Bi iz sitaated at one thisd of the length betwem Eq,
sl pa.. Dhalies in the middlo ( Beo App, TX ) of
the higher saoand pa, Ni'ls placed at two-thirds D.f
tie: distance from pa letween higher sa o pat

Taking the laugth  of the wies to be thivey-six inches
and the vibrationumber of 21 to by 564 we git the

following - netos.
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MNots Wira-longth Vi No.
an 11 LA
i1 g 241K
) 30 Ale
i o a5
pa ! 111
tha 2 4h9h
ni 20 4TG5
&4 18 88

This viketa notes are similacly obdainad by chivie
ding: pottions of wits into two or thres el parts
The tuddhin seale 1s similar to the scale of tha
modern Fapht riga,

Ahobaly is not vy ayzlematic in hia classilies~
ton of ¥apas Inte malas. A mela, be says, 15~ A Heries
of noles copable of manifesting \producing) o raga.
Wat all of the 117 ragas have been classified and twe
woled have been veposted for no goad RS His
Satkarabliasapa (za vl ga ma pe dbani) and Gaurl
(:a vl o ma pa dha ni) aee the some as Velivalt and
Malve,  Fach rige containg its Slapa bat it. 1= 1Hl2rt
cloatly exptessed ng tha thres octives are ot indica-
veds Arvoha and avardha of o rEza are tob ﬂtnt_-l.-.l. laz
itia ensy to Bud them frouy the aiapeal Ifrr.hni
arhén snd orEsa. ate often mentiencd in relabion to

SOUTHRRN SCHOOL 4 §

tEges.  Abobala states the time of sinplng the s
bt says that some rigas may b sang ad any Hme.

Tan SteraEry SoH00L,

Svarameli-kalanidbi was composed by  Ramfias
o oam 106l AL Dy The teeatment of mude §a
remarkably lucid and rational. T appeats that the
curiont practicn in his time waz in copfliot with  eon-
temporney theory.  RemEmatya saya,"Musio should
comforia - 1o current practice and net 1o (ancient)
sefinitions, fitin the aheonce of the musls in vosue,
ihere can be no enjoyment.”  The contontion was not
new. and it could: be traced back to Sirhrulora's Hma,
Camemdeva zaya “These sciences. spe wparded a2
conformsing  to curront practce. When sciénee (as
contained iu the ancient texts) is in conflict wigh the
practics, it (e toxts) should he interproted 50 as to
bring it in havmony with practice.”  Thiz injunciien
e the textd pretty elastie and was responsible for

w good deal of confusion in the history of mude. Tt
woulid heve been much better to hegin snew the
eimmar of niuzie,

Aftor eriticising some inoonsistoncies in the dofl-

nitions of notes by “arigadera (Seo App. H) Réma-
matya descuthes the soven fuddba and seven viketa
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notos,  The southern nomenclature is different from
the northorn and  deserves special  motice.  The
fqddbn notes have the wsual number of rubs be-
twecn them, The seven vikria notes are sidhirape
g4 mutara ga, chyata mn, chyuta pa, kaifika ni,
kakali ni and chyuta s, Ba, ma and pa mw called
chyata sa, chyuta ma and chyuta g when they ae
placed on their thied drutlh.  When gals I]a]ﬁ-:'w.'t ot
the fivat ond second dentiz of s, it i kmown as
dbirans ga and antara pa respectivly,  When i Is
placed on the lirst and second - Sentis of 2, i 18 called
kaifiks ni and kakslt nf respectively.  There awe
soveral alternative pames of Zubilin and vkt notes
(See App. ¥11), But when Ramamatya desoribes
the vina he omits placing frets for antesa ga and lakali
o, VI byo feets are placed” he saps “for produ-
cing kiikalf and gntara notes, it will hamper playing
owing to narzow spacn (hetween frets)” The number
of notod 19 thus ewelve and the intervals betwean the
notes are equal aceording to the manner of plncing
tic frets;  Thus there nre - two notes hetween g4 and
i i the sonthern system in the place of one note
betweon o and ma fn the northem sthool.  This
maked the southern fuddha i and g correspond o
iho Jeomala 11 and faddha v of the north and 5o i3

ROUTHERE = HOOL 54

the case with Sudidha dhn and ni. It 5 covions that
the diatribution of drutiz s the sams for hoth.

He classifies vigas under lteen or tronty seles
aecording a3 the vikites are fivo or soven i1 number,
The seale comprising only Zaddha notes is pamed
Mukbfiri.  He alzo qualifies thoes s ol ; medinere
i badd.  The good w@ign: are fit to he need for
songe, prabandliss, Hlapa  and thya (seciions of
ragast,  The Jew medioers rizas are nsed for il
compositions (Seo Bomangtha, the noxt writer, for
similar but better defiiitions. In all these zood,
wieciocre and bad tAgas ore included wany mixed
rigns which are conlusing to the ordinary peopla.
Thay nre not used in thaya, alipa and prabandba
pidl a2 sieh are not faveured by thoss learned in
muzie,  Old rales and resirictions seem o have Jost
mich force and we read, "Al popular wiges are
refened o the sadje-grdme and graha, athéa, nyfsa,
Shdave, sudava, and completeness (aconding ta old
textls) may or may not oconr in sl the tgas owing {0
their heing modern ones”

Exgmples of flapa, groha awd svarcha do nob
occni.  Names of foreign rigas lke Iejujil and
Toewska-tedi see mentioned,

Somanithe, another southern wriker, wiote Eg=-
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vivodha in 1606,  His saddlin end - vikita notes and
the placing of &tz on the vipa (with a minoy diffe:
yenca) o the same g5 Damimbtya's, -But he intro-
ducas altérnative northern terms tvra, Hvra-tard and
tivrastamd (See App, VI, He remarks the shsepce
of vikla of 22 and pn in. contemporsry mnsic, He
alao omity antars za and kakali »i in his desoription of
vina this ueing only twelve notes in the octaye. He
wofors to the custom {common to all Indian perior-
wers on plocked string  inspuments! of puliing the
wire with the finger to prodnce quarter-tongs in adedi-
tion to Jepular notes,

An elghopate eystem  of  notation huz been
dezrvibed to provide for differcat ways of producing
sounds on the string instonment. The vikrta notes,
however, ave not diffeeently  indicated from Suddba
nites and one must guess them  from the seales 10
which il razss belong. Smbzadera’s: method of
Inclicating the octaves has heen medopted bue the tme-
value of the notes is not clearly explanod.

A rlien iz called fudidha when it can créate avsisse
plessare with its owmn resoarces.  Chhagakag deponds
on other riras for ita nouvishment and sabkirna riges
sra miixtuves of the two former varieties,  The pamdcs
also ocoar In Rotoakers,  Sarbgadeva  describes

SOUTTHERN  SCHORL ah

certaln compusitions se dnddba when they follow gyams
- striggly avel 59 chhdiyalass when they. are simline

suddba compoaitions. Thie shows that writers on
r':'.'_!ai-:..'.':'.{l possibly musicians too were conacious of
the similarity bétween ragas and of the croation of
15 from the intormingling of  olher heas.  Both
Ll aspocds are coinmon festures in modern rises.

A gooed 18a0. 15 fit to b used in Alipa, Alapt and
prabandba, A medioors riga hes all the qualifits af
Liea ' rmer but 1 net in gencral yee o the,
peopie. A badl vign, thongh vary populsr, cannot be
Uizt for alapn. snd other elabogate compositons,
This clostification by Bomanftha §y - clubbic to s
mocern goping of r5gas inta nrgsiddla or well-
kndwn rigas, aprasiddba or unlfamiliae rizas  and.
dhuhes or tuncs,

Fagns a0 drranged ninder twenty three melas o
soiples, Muldhint boing the faddha acale. Mels fsa
sovies of natés which belps to collect 1agna in. sroups
nwd iz called thata in common dialect. He sa;:'s tha
the swme mign may bave o different hame and &
.'[ilul-n‘rns time of singing socording to provinessin
vidrich Huew qin st and as such he follows the opi-
nion of the majority of musicang, o divides the duy
sne wight into dawn, early mMOorning, Inothing, noon,
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after-noon, evening, eatly night, and night and distri-
butes the vagas among them, Following Lochana
he writed wond-pletares of ragas.

Popular snd colloguial names of riged Ly
Satkthia for Saurastea, Movada for Dhavela, Fin
dhoda for Saindbasi ete, ave npotieed.  He refors Lo
soptatn new (mainly Persian) rigas snl mentions
thirir vesemblinee with Tndian ragas Thus Todi,
Bhaiinya, Ramakn, Vikagzada, Defakin, Seindhavl,
Kalyana, Devakel, Velavall and Karpats ano Iespoc-
tawely, compated to Husent, Julupha, Muosali, Nava-
vodqa, Bikhavels, Hijja, Yamana. Pazka, Barparda
sl Tritkha.

Sanzkrit books in orthodox style continued to
b writeen il the first quarter of the 15t conrary,
that 15, about 100 yours belore Capt, Willpd i
Tichel Wiz book o Hindustant music in English,

Chapter III.

WeLARn.

A Troatiee on the Music of Hindoostan® ipp. 1771
was pelnted st the Baptist Mission Pross, Calentia,
1834, It was wiitten by Captaln . Aupnisigs
Willare, whe, it appesrajivom the Gitls pape, was an
offfcer commanding in the service of H. I thw
Nawab of Bands.  We alse koow that “The authos
was known to be a skilful performeor himslf on soves
ral instruments and to have enjoyed local advanteses
of observation from hiz pppointment at the court of
the Nawab of Bands ¥

This is the carliest systematic roatise on Hindu-
stani musie and i delightfol reading even aftor the
bipse of & contwry, Willaed was & cultured, woll e
gentieman thoroughiy at howe in Hindustand and the
tange of trestment was by 1o meanz narow and
ttrioted, a3 may be scon Irom the author’s sunvmary

“helsntific Inteligoncs, Jou

i
3T
i

| oftha Adinbie Sselely,

Yol REN 153, Quoted by Fapm 8 M, Teaovein "Hindy

Muyala feom werlons Authors", 1575
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af contents - —"Tha similariey of e maizio of Feype
sl Crioots 80 et of this colinfiy bas boon tracsl
snd pointedd onl, harmony and melody have been
compared + and time notieed,  The vavietics of song
have been  énmmerated, nnd the character of cach
getagledd ; a brief account of the principal muaivians
super-added. aml the work concuded with o shert
siphabetical gloszary of the meat weelal tepms™

The great mierit of the book lies in the fact that
tho agpeoach of  tho sabject chosn: by Witlped wies
Toaclint auel 55 sch Jtmﬂhg{nh: to Indians,  Ho reats
Hinclatani musie in & general, descriptive way withe
onl dizopssing particular instances.  But:the bool is
viluable hecacss the data were collected  largely from
professional musicians nnd observations snd, generalis
entions basod on thom cshow geeat inshght i gesd
zounel seumintahce with  the profesmonnl tochmique.
Willard says in the Proface, "1 haye hot confined
wyaelt o the detsils n-books, bt have consulbed the
winst famons perlermors, both Hindoos and Mosenl-
g, b fret weenloars in Indin,  the more expert
mnsictans of Lukbnow.” A=z this is tha Hvee vecoed-
el aid syseematized statement of infornuation rocoiveld
from asusicians, all the writers succceding Willard
have deawn both inzpivetion snd material from this

'3

WILLARD

sﬂ'

sourse,  Banerjec spesks  highly of the work done
by Sir W. Jones and Capt. Willand and of their
timely belp towatds eollocting waterial for Tindus
stanl muie,

As fie Bonslont meatisss omit many items of
intercst that may be oollectad from professional
mnzicians, Willand's hool is o sipnificent depariue
frome e opthodox  teestises,  Hig cormuents in this
rapeet me Interzating. Ile says, “When frem
the Wheory of musie o defection ook plies f'its
practios, aud men of Jearniug confined themedlves
exclusively to the former, whilo tho lntter branehy
wes sbandoned entively to the illiterate, all attenipts
to - elueidate music from roles laid down in books,
no stenee jncapable of explonetion by mere watids,
becayme dle, lh|~ is t_r-.-: reasoi wlw i-".-’-r'. &0 nbla

;
has fadled, SlCWhbsm Joves, 1t seoms, E'-—':F Eci
hvis resenpch to that phenix, o learned Pundit, whe
might likewize ‘o a musidan, bhub I heleve such §
person dees not oxist in Hindoostan”  Willand way
wize im siding with the musiciang in this pundit-
misicing controveray bt the reminks were onelasdt.
atie wheao i Jones waz  eonéorned, fot the tller
did try 1o Hove hiz eonclusions verified by nrofess



20 PROBLEME OF  HINPUETAND Mugld

shotals. A casual plance at his article on tho Musi-
<l Medes of Hindooz, written tn 1754, will convinee
any: body-that Jone: consultesd pundits and  prefes:
sionals alike but had not soificdent leizuve to devete
to the aubject,

Tt 15 evident, on the other hand, from the writines
of Witlard thet he had ne weans of checking the
datn collected from  profeszionals, in the light of
Sanekrit treatizes on the subject,  But thig iy in come
wapecks to ol advantage.  We got almost intact the
lows of musieal knowledge among the  professionals
in-tho fist guarter, of the ninetecnth centry, We
find that the peofossionsl equipmaont of technicel
torms was not inconsiderable and that the musicins
tarmed a good working hypothesiz out of fragments
sleancd from Sanskrit texts. It may salBice hivre to
present & few princpal frands of thought which
show Willard took painag to understand  crisieally
the details supplied by musician:.

"Hindotstanes melodied are shorte  lengthensd by
repetitions amd varistions. They all partala of t‘ 2
nature of what 1o dencminited by uvas Rondo, t
pieco boing nvaviably  conclnedod with the first stran
and - sometimes with: the fivst bar  or nf lopat with
the first nots of the har (MH 480", *The peculiar

|

WiL.LARD g1

naware of the melody of Hindoostan not only permits
but enjoing the singer, if be bas the least pretension
o ¢Red 00 not 0. sing 4 song thioughont  mens
taan once in it4 naked form: ; but on its ropetitions,
which iz a nabaral comsequence, Octasioned by the
hrevity of the picoes in. general, to hroak off som
titnes at. tho conclusion, at othor times at e
commenesment, middle, or any . coitaln part of 4
nesgure, and fall © inte & Hapscdion]  enabellishmint
alied Alsp, and aiter going throngh b varicty of
liitum passapes mjoin the melody  with as mach
froe as 3f he hndd pever been disunited, the  musieal
perpimpariment ol the white keoping fime (MH 853¢
This iz g good description of the way o riga s
SUBZ. G sGng et in 0 particelal 1ga 15 first <ine
and then passages are improvisod ‘with the ledp of
the Flaps or the development of the risa overy tine
ﬁﬂ.i.—-i;f:*g with the ficst line of the gone, Hepe the
Maps commences ofter the seng haz onee heen sung,
Somerimes the 8lapa ociurs 22 a complote and scpa-
pite compoaition  before. the song withoot rezalic
virythmical aocompeniment.
Ho savs, A That eomes nearest 0 what with
ws b3 dmplied by o mode, swd eonsishs in determining
e exact pebalivo distancts which conatitute an cdtave,
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with rospect to each other; while the reginee dis-
poces of these soands in & given smocession,. smi
determine the priveipal sounds,  The same That may
be addapted  to several Reginees, by a diffevent order
ol saecoseion, whereas no Rapinee can be played hut
ou itz ovn proper That (MH 5137 Tt measna: fhiat
savoeril 1o may have the same 'g]ﬁ{._r or =eale which
arranges the notes in ovder of piteh.  Tho notcs ol
i M progeoss inoa defimibe manner, that s, they
have what we pow call ‘an arohe awd an avaroha
and tieas in the same sealo having difterent’ prlo-
srersions of nowes ave diffoent from one another,

He describes some important features of ragns :—
1t 33 likewise not o song, for able performerz can
adapt the wotds of & song to any Roeginee, noe does a
change -of time destoy its inbescnt guality (M
517, "Rome Raz: and Raginecs resemblo cach
other in the sindlanity aud soccession of thefr souneds
ot toned, but differ in the Srooties which gives them
a elaim to distinetion (MH S8,

A yeiy importsnt diffaence with the Banskrit
wrters mrises.  The duliba seals iz nelenger the
seale of Kaphi {sa ri g wppa dba nil but i1 thet
of Vildval (ga i ma ma pa dha pl  Jones in his

e on the musiesl Medes of the Hindoos says,

WL LA 43

“They uwnanimonzly reckon twenty-tRo Guties, or
quarters or winds of a tone, in theie octave, They
do not peetend thet these minue  Intervals are
mathematically equal, but - consider thom az cqual
in practice amd atlet them to the seyveral netes:..
[ requested a Germon professorof muzio 1o aceoms
pany with bs viclin o Hindeo lutanist whe sung
by note seme popalar sita on the love of Krishea
ancl Radhba, ke ssstned me that the geales were the
e, pad Mr. Showe alterwards informed e, tharn
when the velee of 8 hative sisger was in tune with
lia harpsichord. he found the Hindoo series of soven
notes to ascend, liko ours, by o shayp third”, The
notes ave amranged according to the following order
replacing the frats between sa nnd 12 by thess bt
nt and 2a.

18846678910 11 19531415 1617 18 15 90 91 22

-] T g1 e dlp ol

He iz zupported by Willard in his statement.
Weo may renark hero that tids aste seems to be of
geoat antiquity as the professional muziclans, Some
of whom gre desconded from Tapzen who Beed
during Akbar's refon, have no knewledgo about the
exigience of any other fnddba scals exeopt their
own suddha seate which iz similer t6 the European
seald of € wmajor, (e App, IIL

2
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Willard mentions Seadh  (Seddha), Mahasoodh
(mabidaddhal, salang (chayalagal Sanlieeun {=nnkir-
vl xamas Jike Sanskit woiters with sinilar meanings.
It appears be found uncevtainty provailing with res-
pect to the clessification of rigas inte Rags, Raginees
{pives s their Potraz (sona) and Bharjyas (daughters-
Ielaw) (MH 530 It appesrs that riges wew classi-
fied noconding to both seales and rage-rBgint system
bt i the shaence of illustrations it 13 diffienlt w0
sy how it was dope,

A pamaber of mized 1foas are mentioned. A
fow pxpmples may ba given —

Eheopali—DBilawal and Cakan

shubang—Twdnst ant Canhea

Claned— Gound and Bilawal

Diezoe—Tori and Khut mug

Hamerr—Kidare, Emen and Boodh {ulian

He remarks about the naming of wmixed ragws

“The wde for detcrmining the names, i3 agrecably,
to some anthoritics, to name the principsl one  base,
and that which is introduced In 1, fiest ) g9 Pooria
Dhandsiee § cthiers; more naturally say, that, which
{5 intiodoced o the fivst part of the song should be
mentioned first, and the other or others subjeined
b ity in rosular succession i o Shyam Ramenle
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{MH 571" It may he stated here that ne hawd
and lact pale i5 obervid in paming mixed résas.
Gienerally, the constituéot riges are casily apalyeed,
bt 1= sometimes extremely diffioult 1o detoct the
clements a2 in the modern Poriya Dhanéri. Bt
mixed rigas do not always veceive 5 mixed pame a9
mest of the modern rigas without compound names
ate the produets of inter-mixture,

About the ywordiog of sopgs Willard | says, ¥A
good nwmber of pieces are in dignified prose, of an
eierated strain. peenbiar to the Sangskrit and the lan-
onnges  derlved from it. Theso are not strictly
confined to: poetical feet and admit of much variety—
These pleces and all those Kheala az well sz those
of gome other species, are commonly in the language
spoken in Vo] and o the disiriet of Khyrabed
(MH S5,

He adso explaing the different styles of compasis
Uhs, some instances of which ave given below ‘—

Dhoorpad—the  subject is the recital of iha
memorable mebon of the herots or ether didactic
thémee, It also engrasses love matters, The =tyle
15 very masenling and almest catirely. devoid  of
stadiod oruamental ftourishes. Tt dates from the
tme of Roja Man of Gwalier. Dhoovpad has foar
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Tools or swaing :—1, Sthel, Sthayee o Bedha 2.
Antary 8. Ubhog. 4. Bhog.

Kheal—subiect s gonerally a lowe tale,  The
stylo i3 oxtramely gracelul and meplets with studied
elesanco sl embellisdonent. . Soltan Hsasvn Shol=
guee of Jaunpurds the invontor of thiz dess of zong
peneratly consisting of two Tooks,

Kheal iz perhaps the more immediate sphere of
tho pathetic. To a person who nnderstand:  the lan-
guage sufflciemtly, it iz enongh to hoar g few mood
K heala, 'to ba eonvineed of the heantie: of Hindoos-
tahi songs hoth with wegord to the pathos of the
poetey and delicaty of melody,

Tuppa—beought ta perfection by Shopss, sener-
ally sung in the lamguage spoken in Punjah ova

Thoomree—Thiz iz in an impure dislect of the
Y ijbhasa,

Holeo—like Dhoorpad.

Tivhut and Terapa—XNo words are pdapted to
Hicse,

Dhoon~—It is used in contra dishineton to Reg
and Ragince; any piecs of melody pot strictly in
conformity with the eatabliched s this chasctarizod,

WILLARD i

In distizsioz melody and barmony il s remar-
kable bow singularly free he was from the Hias that
hirmonie mushs bs essentlally and absolutely SO
to the mejocdic varioty,  But he remtarks once, “There
19 1o thoubt that barmony is o refinement on melody
It moy be remarked here that thore is o inevitss
bility in melody for its developing into Larmony and
he presest Ewrapean melody is entively different
from meiody in the aviental sepze.  The truth = that
melody ean remain molody and  develop into richer
aiil more complex vavisties instead of hecoming
harmony,




Chapter IV.

Goswaimi te Bhatkbhande
A Gogwanse

Safgtti-sara or A Treatise on Hindu Musie by
Kahetramohan Goewami appenred in 1865 under
the pattonage of Raja Powindra Mohun Tapere
Tagora himself was the anthor of several bools on
Indian music and did 4 good deal to help the
caties pncl raise the stang of Indisn  musie jn
India snd abread, He wrote “Sabgita-:dra-
gabgraha in 1875  containing exteacts  fiom
Sansheit anthors =pochally from Sarieadevs anid
Damodara ;. ‘Hindn Musio from various outhers’
in 1875 collecting all articles written in English

abont Tndian music (incloding Willend's book) writ-—

ten prior to Tagore 3 and hiz Universal History of
Mugic in 1806 desqribing the music of variows
nations, The last book hns a good deseriptive
account  of Indian music aranged acconding 10
provinces,

Tagore wittes about. Goawami in bis Univessals

GOSWAMITES BHATEHANDE =4

Histary of Masie. (p- 87) *"The first troatiso in the
same language (Bopgall, writken on- a . aystematie
pla, embodying the  theory and practics of music
wia hiought out by Professor  Eshictra  Mohan
Cloawami in the year 1568, Ha compasid
soverl aire for tho Sitar and Onchestra, as siso a
wamber of =ongs which e pablished later on in his
work called Kantha Kaomedi or 4 teatize oo
vocal music’.

Goswami 14 the fivst writer to deal with the
differcnt aspects of Himdostani  music, Whent wa
catimate the value of a writer's combvibution, we
neel keep B mind  ¢he data gvailable st the
time of woting It i unjust to  use medeérm
standards which ore  hased  em materiel  mmsch
preater in extent than what was within  reach
of Cioawsul, The rapss with their songs wemd
miostle in the safe custody of professional mEsichns,
none oF them vaiy eager to part with them. Thoigh
he had apportunity of coming i contact with maei-
ctang which yisited Raja 8, M. Tagove in Caloutta,
the move celebtated famitics of musicians of western
Tndia were living ont of Lis reach. The fexts in
Sanskmt i not been printed.  He collevted wheat
ho ponld from extracts gleamed feom diversa soursts,
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With them he produced a comprelionsive and rational
teatinent of music,
B. Bavinire
Gitn-sftrn-sira or Basie Principles of Musio was
wiittn in Bengali by Krichnadban Bancrjee under
the panonage of His Highness  the Muheraja
Bopendia Noravan Bhup Babadur of Cootls Beliar,
He aleo published ‘Bangaliating n 1507, “Hindna-
tani aivy arvanged for the Planoforte® and ‘Hangit-
Siks in 1805 and Sisir Siked' in 1573, Gita-sita-
sira, his most well-known book, was Brguzit out in
1530, He vaa hold in great vespret for his sehiolar-
shap By contemporiry musisans, Bhatikhande lias
isnsiatod potions of Gita-sitra-csiva in his book,
Bancriee's achievements do ot lia =6 ch in
coneiuzive resiits as iy his attempting to meach the
buisis of music over a wide range. He haz 0ot left
A single phnse of music on which he dees pot speak
with resson and insicht.  His evitieal Farolty g
astomishingly sensitive to flner shades of analysiz,
bt thein a0 tines whea he docs not weizh cavelilly
the opinion of musicians. This: leads to hesitation
and disetepaney botwoen diffiaent viows. Tl book
iz valuable for its discusaion of fundamentals’ of
muse and the searching siticlsm of existing theoties.

GOEWAMI TO BHATEHANDE 5t
. BaoitkaAxpDET

Pandit V., N. Bhatkhande was hom ot Walke
shwee, Malabar Hill, Bombay in 1100, Hig  fathes
was fond of muzic pod used o play on gitar and
occazionadly o quanun.  Bhatkhandoe showed  inte-
reet in musie from carly childhood and whon abeat
axkeen began taking logsons on sitar from Vallabh-
dna Damodar, o Bhatia gentlemnn who was o finished
player on sitar, In 1554, he joined the Gn}::.u
Uttejale Mandali, my institution for amepurmging
muzic, o5 A member and  lewmt Dhmupads from
Rayjibuva Bolbagkar, He also met other musicians
cmpoyed from tne to time by the insttation and
nesl t0 keep dotailod notes of all he learnt Trom
them. He slowly camg to have thus o thoreugh
knowledge and o conaiderable meterial about rSeas
which he wilized in the hooks.

PFrom 1880 o 1900, while practsing az a pleader
Bhatkhande wade o thovovgh stady of the Sanskrit

* Tha  main evensd  of his life have been dompilsd fpom
ehori seccnnt [eonciesing of fva  elewsly-typed pages) roceived
by me while L was one of the Associste Editors of fla -
tonly 'Hangeeea’ 1o Marrin College, Lushnor, . Blogmphical
detnils of elber wrilets’ namely Wiklard, Gosvemi  aed
Dnoeree T regrel, are pos - oyaiiable.
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texts on masic,  From 1904 he began travelling all
over Indin for collecting material on rhzas  and their
theory, amd wisited  Caleotta, Benares, Allahabad,
Delthi, Rampur, Luckuew, Agra, Gwalior, Bikaner,
Jaipur, Jodhpur, Madras, Tapjore, Trivandrom,
Mysore ané other places: of musical smportancs, He
slwavs looked for tmportant manuscrpts on musie
in public and private libravies and bad them copied
i found valuable, Many of these were published
by hint with or without tranzlation. In 1D06-1807
ha cmploved the service of Mohawmad Al Khan
and Ashak Al Khan of the cdébrated Manarang
family of Jaipur amd pot thow sing to the phengs
graph nestly four bundrved kheyals in diffevent vagaz,

Hig fwst book, Laoksya Sangitam in Senskrib
was published in 1910 which wes scon followed hy
the first volume of Hindostani Safigie Paddbati e
Marvathi on the principles of Hindustani music, the
sooond, thivd aad fourth volumes heloe dut in 1915,
1914 aud in 1932, In 1916 Bhatkhande began)
piablishing notations of songs cofled Gl Malka in
cighteon parts many of which wete reprinted  in the
four volumes of Kramik Pustak Maitka issusd from
1020, Fowr parts of Kramik esntain aboue o
thousand standard songs and alapa in the principal

GOSWAML TO BHATEHANDE i

rigas, The sonps wers tollectad for the mest part
from distinguished [amlics of musiclans - of Jaipay
Rampur, Gwalior and -Baroda. Tho  saveanms (soaey
composed of npmes of note: namely ea, pe g e
instemd of words) and lakzap-gitas {songs  describlug
the charseter of vigas and ewmposed attel the  lmita-
tios of well-knewn kheyals atd Dlirapacds)  incheded
in the Kramik are  Bhatkhande's compositions, Al
the hooks are zold practically st cost prico and the
little profit ‘made ia utilizad fov dolvaying the ex-
petses of new editions,

In 1012 Bhatkhanda lefr the legal profession and
devobnl  hiniself solely to mume, Throbgh  his
initiative in 101G, 1015, 1910 and 1920 fonr scssions
af All-India Music Confereness warg hold in Barada,
Tethi, Benaves and Luckoow wheta noted artists
Jemonstrated and important topies onh niusie were
diseuszed.  ITe trained some students snd musiciang
fromn Gwalior sml Baroda and  also sorved az an
examiner to the nise institutions founded by him
i Cwalior, Barodn and Lacknow. He dicd in
1936,

A summary: of Bhatkhande's theoretieal contri-
bution in Faglish will be found in'his articles (1)
“lhe Modern Hindostani Rfzn system and the
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simplest method of studying the same® in the Bee
port of dth All Tndin Music Conferones in Lucknow,
1825, (3 i Muzic Svatemsz of the 15th, 168k, 176k,
and 15th centurles™ in the fitst fopr jssues of San-
geoll, querterly journal, Marriz Clollege, Lacknow :
A shet Bwrvey of the Musle of Upper Inclin®
By V., N, Bhatkhande, Bombay 1917 (issued in paim-
plilet form bot wow out of print). A short deserip-
gve summary of riges will be found in Laksyo-
safrzitam, Second Edition, 1024,

Major. contribution of Bhatkhande consista of
the eollcction of the mapas with thelr Blapas and
standard somga.  His four volumes of Kramik
Patak ave a rich store.house of famous compositions
represcating the celebrated familics of musicians and
ave the standard texts in Novthern India. His
Hinduetani Bangit Paddbati in fow volumes containa
miainly o description of the vigas with their alipa and
their variants in the past and prosent and is the heat
ntroduction to the ragaz of Hindnstan, He busics
bimzelf with the fundamentnls in as far s they
are helpiol te the praclical  arrangement  of
mateniad and to making it available in a sultable
torm to musiciang,  Hiz theoretical view-points lie
seattercd over the pages of the Paddbatt and of  the
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introductions of the Kramik and Yerr few’ of the
abstract principles receive in his hands o thormoagh
and ndependent treatment. For instance, a |
necount of bis oomplex Bmetheory with dersiled
examples  doss not occur in his writings.

Hig knowledge of the Sansiodt texts was P
and his explanation of the seales of pest-Batesker
writers made a compeative study of the rexts in
relation to riges possible for the flist time.  His
ecitions of trestincs most of which ara out of nrnt
now, vovesl & seliolar who is thoroughly st home in
bis subject

There was & keen desive in all the theee weiters
ter find authovity from the past for the Plssont hasis
of Hindastani music. Yeb this did not blind them
to the insccurate statments and faulty generalisstions
made in the past, for thoy did not think that the
wnecients b thought out everything about musie for
all time.

A comparative study of the above wrlbar: dicids
o inko suitable seotions follews in the noxe Chapter.



Chapter, V.

The Problems.

ELJ‘;I'HI.I

Nothing - is more charactoristic of a raga than
aldpa, 1613 what distinpuishes a Bga foom belng 4
wete song.  Hongs themselves, &% sung in the
chassicel seyle, alwayz: contain flape or impiovised
additions swited to the nature of 8 riga.  Apain it
may ba sung or plaved independently of songs or
instrmuental compositions {named ‘gat

Tn-flape and in the compositions calied Dlonpads
thero pre usaally four sections pamely sthal, anted,
safichiirl and ibhega.  The sthafiis genceally limived
to the low spd medivm ortaves. The antarfi naually
beoing near the middle. of the medinm octavo and
wstende 1o the high octave, The salchar and
abhopa  nro more gr less similar to the sthai and
antari,  Thesa sections vesomble the four svasthings
in rimalapti of Sarieadevs, and show bow the same
wanner of developing a riga wss current in the

#
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1dch century. though it need not he sumnised that
the present technigue is a replica of the past.

The Alapa 18 the most abatract part of the ragas
atvd to the uninibiated proves to he a stures of con-
fosion and wonder, It iz usually sung with mean-
ingless words bke 3, nA. tom, de, num ete,. Tt is
also deveid of tila or repular rhythos and s solely
regnlated by slow, mediom and fast layn or specd.
The uanal procedure is to develop the lipa on the
lines ineicated by the Groha and avaroha of the meaz,
Cortain notes come intd  prominence duving the
development 1. €, A, ga, pa. of, in Y amon, Bense
wnd Plrdd.  Soch notes are knmown ai mukdins er
resting places in o riga and resemble  fhe amds
(ol améas) of the Sanskrit writers,

What relation docz the fldpa bear to the songs
inariea? Hindustani’ musicians basa their idea of
i riipa on standard sougs (ealied Chij 1—lit 2 musi=
al thing or a sonp) and in their  distussiona about
riong they are in the habit of réeferring {o them,
Banerjes thinks flapa grows ont of songs awd he
who  has a good collection of songs in o Higa 66 kis
dispossl may essily pick it wp (But he does not
tlovelop bis statement), From this it may conchuded
that the songs pa mmple compesitions were the frst
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to cmne gnd weme followed by mere complicate]
forma of KlEpa (Sae App. V)

Sedie or the Tonia,

1o the notes enjoy autonomy and act indepen-
dently o do they obey some puthority ?

We have slready seen in Brhadded that sadja
iz the dominating note and other notes ave sabsidiary
to it Most of the pozt.Rotnakar writers peiternte thiz
iportant function of sadjs.  Sadja. Goswami says
iz the key-nota of the scale and’ there can he né
gensihle perception of e, gn, ma et unlezs there s
a sadja before it

But other notes like the améas or the mokims
oocaacionally function  as importsnt cenfres inm
rikan and m;].r then be regavded as adoitionsl  tonics,
but: their position iz always secopdary o sadjn or
the primary tonic.

Vadi, Sawegdi and Ain,

Clertain podes seem to be - meeo important thaw
others, Bub o we fix thelr pumber or acrenge
them in oider of importance ¢

The proper siznificance of vadi and samvadi has
not yob been sedtled  satiafactorily. Present usage

5
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following the definitions in Bathakarn rogpards the
vidt as the most inportant pote which s wsed often-
ot tham other potos,  Samwadi 3 nost to vidi th fme
povtance, the anuvidis pre the remaining notes and
tho vivBdI3 aee infmical notes genently left out, It
ia with the vadl snd saiwsdi we aro primatily
eoncarned Jor the last two are not zenotally’ mon-
tioned in:relation to the rHzas,

T3 i¢ always possible to seleet the most impartant
note, for the greatest difficulty seema 1o b the clodce
of 2uch 1 pote out of all important notes in « haa ?
Lot us examineg somo opses. Sadin 18 by far the
most important hote i a rasa owing to . itd. position
4 the tonie but it 1= not the vadi in all 1agag. In
thigad like Labit, Kedir and Malksad ma ceens to
hio thie st prowninent nebe, bub it i possible for 1
clover musicien to dovelop Kedar and Malkand
without veing ma vy often. With tespoot to most of
the other rigas there soema to refen wtter confusion,
Flowr shall we decido in favour of the most important
noa in rigas like Dbl Kanadd, Yaman, Behag,
Uhlayfinat, Kamod, Khama;, Kiphi, Bhairavi
Villivel, Todt, ete?  Banerjee points out thia difh-
eully in - selecting the vadt about Yaman and thinks
thit the eonception of vadi and sawwadl is mot ysefol

4
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far o lonowledge of the ifgos; for ihens prevairls:n
gropat uncertainty about thei sclection. But he aticks
b desotibing riieas with vadi s pammvadi ]{E{':‘.u*ee he
cannob deny that ceptain notes are mﬂrmmp::urf:mt
Hian  other (5. g 713, Though' we sta rLum.cm_uuﬂ
of the polative importance of cortain MOS0 & LGk
we b it diffioult either to fix their viwmber of ta
arvange them in onder of importance.

Bhatkhands placst o greab cnplasg . on _E]:&?
onpception of ¥t in rejarion to r;;_..s .Ex:uﬂ.‘ e,
L s, Has o vadi exconding all ethers bn IpOTGEES
o un:] divides the régaainbe plrva oc he]-}ngLFg ta
the [one-part the seale (hetween i ani pﬁ):ttt[-!
uttara or belonging o the hind-part of 196 s0nld (et~
i i amd s ) acopdine. to - the posilion af m.{“ e
Pha Arst ot second hall of the seale, Tha s:nmml?-
notea ara pext to ¥adI in importance and are uanaily
celeater] by bim as the fonith of fifeh of the vitdl,

This is open ta abjections, for there may. bo Pwe
or several motes of oqual importance in the n’l.gn
in actonl practice, He does net answer Bnnerj,eles_
objection to calling 4 coptain pote vEdL and treating
o1 others na lees imporgant. Al sl and au.:!u'IE‘di.
el ot shamd in thie velation of tie fouoth or fifth
b pach ofter for the two eptvadis (nd net the vl
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anel easnedi) bave that relation acs rding to Sanskrit
[xta,

What fs the way oot of the impasw b W
ot vid of vadt and earhesds and in thely Pl
the several important nobes, Primnir

i ' v significance
0f earhvadh, souvadi od vivadl was soinething per-

bhiting b eotishnancs and dissonance of nobss, Bt

happily there iz another torm wiicdi is usedd by the

writers in the sensa. of important nota i a Az,
AL e Hamskit wvitors wse sméa imstand aof vt and
st for exprissing the imporant note of a raga
with the advantoge that a rign ey have mere than
e Amdd {Seo Aph, TVE  Hindustant migae 0
Ccenbaing a4 very apt Hindustani temm in mleiims or
tides which serve as rosting places o rhgs (Haheit

I’i ha T .-.-' ] ¥ o
wlthdi vol. 3. pp 17, 657 and they fit in happily

with the significancs of aréa,

by mot
H03 mame

Arake and. Avarche

;'.[1'::-&..1. and avaroha are the particnlar wave of
---n--mh{:g and descending of notes in T n.n;l tha
anception is similar to that put forward by Matnisan
shout 400 A.D.  Bhatkhande 15 the ﬂl‘;t 1o, tlefine
i and avaraha yeith Toftrence ta T-']iﬁ':ll;m i
il liates in a g He says that Srali _ruf[f AR

i

rof
5

b G LR

“-..:"Ffrr-j"-!.M
By
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ary fxod {Repoet of the  All Tmdia Masie Clomfeterce
vol. 2 p. 1258) amd wo have to sco how far i is
justifioble from practioe.

Lt us take a conerote example pamely the Graha
and avaroha of the raza Dez according to Bhat-
khando :—

Apoha—sa, ve, mE PA. D s1,  Avarolia—sa ni
ifiia pia, g8, re @A, B0, Wi plso goe from thes
developinent of the riza that in addition to ‘v ma PR’
th 1 pavenels occassionnlly in o slighely dilfevent
vy by ‘te pa ma pa’ Under the ciscamstances it necd
ot be said that the &roha ond avereha are lized buk
tliey are the mest important oF the several ways of
ascent pod descent.

Pakad, acosding to Bhatkbande, is the eperific
comlitations of motes that by itzelf iz sble to depictS
a g 4, ¢ in the case of Dus: rpe, ma pa, ni dia
pa, pa dhin pa ma, ga re ga =4, 1t will be sean thats
the exact opder of the musical phrssc: in o pakad 18
not essential for we can write the above pakad &8 pa
dlis paoma, £a e pa s, e pe, ol dha o We
may even omit the fivst phaze pa dba pa wn, (Hea
App. VIID), Pakad iz the mest important porties
i the Grohn and avercha, Analysis of a riga i

JTHY PROBLEMS ﬂ-\a

- = 1t
terms of frodd sed averoba amd pakad has made the
dlisenzsion of similar rizas much essior sud  rational
gl is a valsable contribution by Bhatkhande

}Il ol i

‘ Hindigs had soma form of n,-'-t,-‘.ﬁnu which will be
evident foom booksz wiitten by SSrgadva and Soma-
nitha.  Bab thes i3 litthe to show that it was cither
improved or extensively nsed by musiciana.

Ii1 i mot possibla to reprochies sn Indian song
axactiy m nolation, but that does pot make  notation
wseless, “The aldect of notation is t0 preserva . recapdsz
of tongs and o aid memory, Goswami basea his ayz-
et on the ancient Hindu notation with additional
signz of hiz own and argues agalnst the infroduction
of staff-notation whicli uses dots for notes on lines
and spaces. He says the way of nsing notes and
thythms in Indisn musie i diforent from that of
Purope and staff-notation iz net suited to Indisn
needs,  But thers §s another systém in Europe, he
reimarks, namely Tonie Solia in which notes are ne-
presented by lettors in the Indian way. It ia begter
1o dovelop the Indisn system, he rightly conclodes,
lilee Tonle Rolfa ns it dons not intraduce stiange and
unfamilisr signa. E
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Tn the frat echition of hia book, Geswaant vaes
threa parallel and Lovisontal lines to dencte the
tlaen otaves.

Munilen za 1o gn ma pa oha ni
Madhya 54 re £, g pa dia ni
THra. ea to go ma pa dia ni

But s thizs occupies  gome zpace, he nses afters
wards the potes on a single line denoting mandra
and tam octaves by dote helow and above the notes
respectively,

s v ga ma pdhan niosR re A A pa idha o
& 1o gEL i p:i dhia nl

Lower and higher oclaves than these may be
denoted by inceensing the dotz shove and belews A
trinngle nnd 4 flag above o note indisate that it Iz
komala or fat and tives or sharp.  Tivra sign i35
used oinly in the eize of ma and kemals with wapects
bo e, ga dha i Timesvelus of notes s shown
by the snmber of vertical sivokes above  notes, thatt
i, notos having ome, two or three steokes abovo fhens
have s many beats,  Froctions of beats are showas

for: balf & beat; x for one fourth of a bon@d
a.nd go on, Ilis svstem of nefation iz a e cumes
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brous. for the diftevent signs uwsoed for fractions of
bicata.

Bancrjea mses  both the 2iaffuotation with some
modifientions and tho Tonie Solfa. He prefers the
gtaff-noiation but pives na yeazons for it apd in many
places wzes it along with Tenie Holfn for the same
pong and the latter 13 slways casier to follow then
the complicated form of the farmer.

Bhatkhanda trics to provide a system of notation
that shonld be paeful withonut being  cpmbrons,  He
hog deviged a system that is wery sunple and cons
taina only those sirns thet are ahzolutely necessary
and is pow. widely wused in Nerthern India. He
denotes the three octaves as Goawami and vwses a
shoct horisontal line below a note for & komala pod
n-zhort vertiesl line ahove for & tivea sign. There awe
the following signz for expressing charpcter of notes
L ¢ bracket joining twe notes sbeve for mid or
conbimaous teansition and notes plaesd above a note
in gmall Jetters a Dittle 1o the left calied kan to denote
i nobe which is sung a little before the note  proper,
Lich note bas the time value of a beat,  Fractiens of
beats aro shown by means  of bracketz below.  For
instance two nofes within a bracket below will mean
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twa notca - of half & best and theee petes within a
bracket mean thres notez of one thivd of a beat cach.
Az veryiravely a note whoase duration is =hovter
than opc-¢dehth of o beat is ueed, not much space ia
usially necossary. for denoting fractions of heats
LS App, VI
Noder ad  Cuarler-nolez

If wo admit the exiztence and the wse of guarbir
tone: in Hindustant mmsie, we have to aseertain - the
number of notes that are actually used in the octave.

Gioswamni wses twelve notes in the octave but ha
gy oocgnsionally notes ke tivatarn (sharper than
tivra), Hyratama (sharpest) and komala-tera  (Batter
than komala), komalatamn iflattest) sre wsed,  They
are in hiz opinion not really tones bt ame quarter-
tomes and thoogh not recoenized in Buropean  music,
are very essential to Indian mueie.

Banerjeo does not admit the existencs of standand
and definite intervals smapller thes a scmitone and
thinks that the use of guarter-tones make the musio
ot of tine. In his opinion dquater-tones ame peither
PleRsing nor endy to use,

Thiz 15 n sweeping generalisation by Bandrjee
based on insulficient dota and bis opinion that
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Auartettongs o to make mesie out of tune (which
proves by te way that Hwy e actaally pocdi will
gt little gupport deom - misichans, A liktle expem-
ment with a string instroment with frets like the Tarag
wonld have easily copvinesd him that many noles
(CF. the kemala wotes in S, Bhalvay, Rhtupalien
ebe, Sew also Willard) do not adhers to fixed pisclues,
Bul he nghtly expresses doubt when it is allegsed
that quarter-toncs can he  used in the rense of stan-
clard intervals.

Bhtitkbande often mentions  the use of quarter-
tones in rages in bis Havgit Paddbati bot be =ayvs it
g eate to deseribo rdgns with twelve note: in the
octave to avodd  froitless disewssionz with conflicfing
WIEvFE,

Summing up  the views of tho above wiiters,
one may ehpcinde that though qoarter-tones . are aes
tonbly wsed, 3t 15 difficult to delerming either their
proper prbches or their uniform use in ragad.

(uartor-tones o drutis have enothar important
fanction.  With their help the Sancloit writora deber
mine the intervals between notes in g seale,  Fhere
have been recemily attemapes 1o Bnd oot these inter-
vals mathematically (Bee App. I\
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Soale

Hindustani rigas belong  to soveral sesles,  Al-
most all witters of post-Ratnakar period classify
migas pocotding o seples, Clan we find a vational
basia lor =cales ¥

W have seen that Bharata gota additionsl scales
feomn Radje grama by treating the other six notes s
tomice.  If we treat our Suddhba. gonle in this manner
wi ot somo Bew soles 1. g

1, B gaown pa dba pl {faking 88 tomic)
(Heale of of the raga Kaphd
2, Bare g ma pa dha ni{taking ga as tonie)
(Heate of the r@ga Bhaavt) and s o,

Banorjer follows this method with the assertion
thot atl seales may be derived from the major pnd
it scales the, howerar, docs not dizcuss the minor
seale). But unfortunately many important sealed i e
woalea of Privvi, Blaitay, Marvd and Todi ofe, lie
gatside thia schime,

Bhatkhande fiads he can sccommodato all the
rgas within ton seales and thinks that modern
Hindustani music uses only ten scales gut of o possis
ble soventy-twe found out mathematically by  Vynid
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Entamakhi (Se0 App. THY He saps that ncoale or
thata shoukl be a sories of <ovon notes nzing ol the
nobes =a, By g pay s and hi (duddha o
vikrtal, It is not necessary, be mamarks, for o thEta
phontd sonnd swest, for the thita iz not o vags. e
yaes ton thittes and names them after the mose charae
teristic rizas called adraya-rigas in them {Banerjee
does nob pame the acales) i, e
Bhaimav—sa v ga ma pa dha ni sa

F L]
Pirvi —se:1e ga wa pa dlin ni g

1 ]
MrvR —sa re ga ma pa dla ni =3

Kalyan—e 1 ga ::1:‘:. po b mi 5
Vilaval =—ep re pa ma pa dha pi £
(Audctha thata)
Khamij—sn re ga ma pa dba pi =
Eaphi —s 2 ga wa pa dha ni 53
Asfvar —s4 10 ga ma pa dha ni =

Bhniravi—ea re g ma pa dha nioza
|

Todi —sa 1o ga e pa diia pi <

It may be avgued hepe that if the thaka or  seale
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i= 4 mechpuical sorics of nobea, 1t shopld  be lept
soparate from a rage,  Bhatkhonde pees the  smng
mawies for thatas and mgas.  Again e says that
a thata cannot consizt of Jess than seven netes.  Both
theze lead to confnzion az we ghall see later on
{2k Clagifioation's

Simeler Nagas

Similarity nmong whgaz Is poseling spocally
when one zoes to develop them for # iz often im-
possible fo develop ono withont being influcnecd by
geother,  Rézas may be similae in two ways,

1. There may bo almoat total similavity  in the
froha and  avaroha of the rignz.  Such réges noce
=zarily liolong to the same wale,

Groswami iz not very consciouz of thiz ko only
oneo Lo mentions the similavity betwesn Kalyap
(mgdern Sudh Kalvap and Dhopsli (Satgite Sara
p. 374 Ho deseribes about 103 ragas with laps,
but excepting some of the developments (pavticularly
thage of Jhamaj, Javiayantr; Mish Maliay, Jaun-
parl Todi, Koinawla and Vindivant which: aro well.
develaped] similar ragas ave not: clearly distinguizhed
from one another.  Seme instances may be cited,

TIE PRODLENS e

(1) Barpardd, Kukubha, Sakhal Velavall, Deo-
airi, Natika

(2) Faverdd, Malignur-

) Sahand, Doossg,

{4} Bughrgi, Adana

(5) Kankda, Nayaki.

(6} Mangal, Bhaivav, Baseshi, Ahit,

(70 Malavi, Trivan.

i8)  Maliar and Mogh,

Banerjes named gome geonps of amilar rieas
like,

(1) Bindhugs; Sindhn, Kaphi,

(2} Vibhas, Dodknr,

(5 Bhabay, Bamkell, Bageall ote,

He ouly voders to their siomdariby bub - doos et
iHusteabe them with glapaa, It is not always casy @
findd them eut from the fow comgs in his hooks:. He
zaya some of them tond to disappear for people fsil
to distinguizh  ono from the  ether, He thieks
that this =imilayity is due to the provalens: of =imi-
lar tunes in adjoining provinees ov distvicts. Though
he does pot pzsign any reason for the oxistepes of
similor tupes in o adjoining provinees (which is evdi-
dently due w0 the diffusien or spresding out of the
sam tune) bhis 18 o judicions observation.
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Bhatkhande with &lapa: and nunesos standawd
songd ol big dispesal goes into the subdect with
thoronghness,  He mentiong similarity between Deog
and Sotat, Pavaj and Kalingda, Bhaley and  Rim-
Eclt, Bhimpalss! and Dhansgi; Kapht and Sinduck
aml between others, He tries to distinguish them
withi the help of Groba and Avaroha of the mgns of
wilh the help of the v&@dt for, in his opinion, vad1ia
the diffevontiating factor in similar rieas.  Ha saves
some of them from extinction but it may be donbted
i e = uniformly swocessful,

We have alveady discussod abont the dillicalty
of selocting the vadi in o vign and it iz donbtful how
lar Bhwtlchande sueceeds whon, {or  instancs, ha
sgigmis ma and paias vadis of Bhimpalsst and Dhagn-
a6 respectively, Hiz teeatmont of Asivart (with
duddba ro! and  Jaunpurt suffers from wncertainty
inspito of the difference in vadi and & light chanee
in froha (hy ewitting kowmnl dlin) sancticned by hin,

Tho tact of the matter is that paless thep j9 8
matural tendency  in rigns to remain different from
Gaeh otlur, it i perhaps hmpossible fo distingaish
them with avtificisl adyustuents shont which thera ja
W0 uRamimity smong musiclan:.  Semo of these
similar wWipas are bonnd to disappens as forecasted by
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Baperjee. 15 not zuch g tendency for instanos, als
reacly veflected i the development of many 1mzas of
the Kanada group. 4 ¢ Adang, Subf, Soghii; Sabs-
nf, Devafikh, and Navaki. Sach cxample ase
common amopg vagus in dmost all sealos,

2, Régaz may he similar owing to - the presencs
of ‘' comsmon element caliod ahea i thelr Seohs and
pvaroba. Such similavity may occur among rigas
belowping to different scales.

Goswand and Bancrjee name eightoon vareties
of Kanada, thirteen' of ‘Todt, twelye of Malliy, nine of
Notond zeven of Hiranz but they da not illasirate,
Banciwes mentions also severl riigng forming class-
oa ealled Kalygs, Velfivall, Dhairay ete. Buch exam-
ples pocur in Ratndliorm oo,

Bhatichando cxplning them with detads.  Let us
taka some instonce: of Kanida. Thoogh Bagedvan
il Bahfr bolong  to o scaie ditferont from Darbar
Kanada they bayve some Kandda shga or féstares,
ni, &4, e ga, re, s, nioea i dba, nien, pave, sain
Hagefvasi and ni pa, ga ma re sa  Dahar  show
Kingdy Afaa,

This way of lratieg razss is slowly gaining
inportancs and 13 cxplaining rigeg with vepson amd
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insight, Tt has become the basts of 4 rational classi-
fention of 1igas.

Claasifioadion

Bagas may be dassified under scales or abans,

The lattor has slvady been deseribed. We ave o)
goon with the former. Classifieation  aceording,

bo sealed iz common with the writers of the poat-
Ratnakar poriod.

It ug fisgt state the problems that face clazai-
fication according to siales. When 5 riga uses only:
seven notes sa ve gaoma, pa dha ni (daddha or vilota)
there is no ditfienlty of Onding its scalo which 15
nothing but the notes arranged in order of pitch.
But the case 15 not so simple when there are moro
or lets notea 'than seven,

1. Lot pg examine the cise when thers are more
than soven nobss.

Banerjen fingds soveral riigns uzing notes in - addi-
tion to tho seven proper nobes  of the scale.  1le
includes the ndditonal sotes in the soale of the v
L & hiz goalos of Yaman Kalyin, Kedar, Gand-sivang

| |
use the ceale :—sa re ga ma ma pa dba ni za.

Thig i3 epen to objections. A r&en may use
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move tnan seven notes but will be wsaally found to
helonz to & particilar seale to the exclusion of others.
For inatance at pecsent Bhairavi asd Pilu use tvelve
notes ol fhe octave but the main progressions are
conflnad 1o seven-note seales.  From this eonsidera-
tion, Yaman Kalyai's scale is za re ga ma pa dha ol
s ated Keddar and (3 mulsdrang belong to the éuddba
scalesoale of O major),

Incrdentally when explaining the passing of rizes
from one kev to ancther, Banerjee feies to aecoumt
ot cevtain motes which are net in the sosle proper
(Grawami gives an exhaustive  lat of modulatione
from Muropean music). He shows that siga Khams
uses both ma and tivrs me i snd komala ni, He
saxs this can be cxplained on the hypothesie thet a
iAga nses additional tenics. He remarks that the
oxistence of tyra ma in Khamdj shows that pa is
sometimes used in Khamdj s sadia using 1l in, the
nscent and then Hyrma, 4 somitons helow, sovves the
BRILE pUEpGER a5 ni, boosemitone below 5 in the
major scale.  He explaine the existence of twe Za
nnd twe ni in Sipdln, Kaph! and Blimpaltsi on
the pame. principle  and tries t6 prove that thepe §s 4
general tendency it 1@gas te adept ma and pa ss
tottics in pddition to ap,

-
=&
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The main idea bebind his theory that the major
scate (olitha zeale) tries to Teappear i othér sehles
with the help of ma snd pa s sdditional tonics
Bt ho fails to account on this principie the existence
of two modhyamas in Pl or Vazant where the
reappentance of the major scale i abzolutely  jmppo-
sailve,

Bonerjer'd explanation would have been far wore
valuublo had ke tried to account for thess  additional
potes with the ether Tndian seles In addition to the
majior peibe fwhich is the duddha zcale of Hindustuni
mtsio), Iuspits of this he explains with reagen thi
seurtence of at least some of the adiditional notes
i the =ealos,

Bhatkbande says that extra noves like komala i
i Ioedny und Hamir ave to be teated az vivadl
But it i3 dilteult to regard on this princlple ma in
Parvi o1 Lalit as vividi (it infmdcal] for they sig
cccontial to the development of the riga (ma ln - fack
is tho vadt in Lakitk

Thi canze for the existence of extr noles has pot

it e sdequately expliined. It appears, howevery
that o rhea B owainly conbined vo @ seale of seveRs
moted whatever nmy be tie number of poles actualiy

wsed (Bee App, THL
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3. Whaou the viga uses zix o five notes,

Banerjee is not cléar on this point,  He déseribes
?. !-,{fliﬁmm (s re ma pa ni sa) belonging to the
sildba scale of the fve-note typa hut in snother
it he seems to regard venote scales as “GpaTate
stides 10 3, p. 2100,

Phratkhande's 1on svales for dassification are. ali
seveR=Role scaics and ho freats five-note and :i%-note
seales ms hefmg derived from tie ahiove ton sedes.
Amording to him, Bhipali ( sare m pa dha <)

1= classed noder Kalyan (sa re ga ma pr ilhia i sa),

This leads to seriows confusien, If wo pegand
F]]hlip.ﬁ]l'E scale to he produced from Kalyan by
omitktng tyra e, and w36 way as well o ::]E;'E\'E\I
lrome Khamaj's seala by omitting ma and kenals ni
ov frem Y ilaval's scale by omiving ma and ni. Dt
Bhatkhonde puts it under Kalvan becanze the rim
Bhiipali belonge 1o the Kalpag _.g_rrirup of ¥Eras as it
has the fesbure or atga of Kolvan, Here the YA
Dhiipali has  unmistakable affieity  with Knlyan
it Bhilpale's scale has ne inherent vilation 'F'Fiﬂ.'[ul}t.':"
H.-u]-..-.-ut' Kalpan, Should we not mther keop the
\wo lestures separate and say that the  scale: of

. i x 4. 04 A
Bhapsliis <a re g pa dba sa and it i mes with




in PROBLEMS OF HIFDUSTANI MU=

tha characterlatic of Ialyan ¢ The ease of grouping
the Bvo-note posles of rigas Biradg amd Malls which
have little: relation with ifga Kaphi under whose
el thiy e cdassed is move confusing.

Thea only way out of thig diffieuity stems o e
the pocognition of fivenote pnd six-note soalis fs
independent soates. Tt may be objected sach a proce
dure will imorease the mumber of scales, In the

casn of principal régas the incrasa will b abont
Bve o sealog and for all rhess will not exceed

Rl and from: the stand-point of darity and intelli-
gibility the price iz not excessive,

The attempt to inckads the: aho and the sale in
the same chiss brings teonble even i the ise of
earenonnta prades, Fedar, Hamiy, Cliiylingt (Gauds
shrane and Kamod belong properls to the Yilival
anale heoniize tiven ma serves here as an addidonal
note,  DBhatkhande places them in the smle ot
Halyan because thess rigas have the fenture off
Kaolyan. Hod Vilaval scals beon knowa a8 the seale
£4, 12 ga mi, pa dha ni ia {or the feddha seale), there:
would have been no difficalty of plicing  these 1AZ4S
t the daddha sceale  ond menkioning that they have
the feature of kalyan.

==
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Eage and Time of Sisging,

To sing o rhga at its stated tine and sometinies
i particalar sasons {5 g eonvention in Indian musie.
Péet- Ratogkar writors all réfer to thin, thowsh thers
12 ittle wnanimily among them as rerards the porieds,
Many ragas, according to them, may be zung at any
}druu and same hold that after ten in the night there
18 T} yestriction,

CGroswami sayg that a seasonal wiga like Vasant,
Hindol or Bahfir may be sups st any time in the
cay or night in the speing scason and similar §s the
Cise of Meth, Malliy, Jayjayantt and Hoeat in the
riiny  season.

I Banerjew's opinion time has no relation to a
viga and the reason of singing rAgas &l partieniar
periods is association,  Bhairav, he says, i3 slwars
sung in the morning because Bhabravy 13 sssociared
with the moming.

Banerjee miight: linve  ndded that the silijects of
the early moming and evening songs in partionlar
very often include deseription of natum at those
poriods,  This also liclps the nssociation of morning
ond evening with rapas like Bhairav, Pini, S et
Buat it does not cxplain the whole situstion snd
thore may. be some relation: between | the ssle and
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man's smotionsl coloaring ot the penad ( See App.
VI

Bhatkhande formulates a theory which binds the
eealos anid perinds inbo a law, & shoet suminary  of
which follows. The ten parcent scales may be na-
rasred down to theee broad classes fe. (1] Komala re
and komaly or tives dha elass comprizing the scales of
Bhairav, Parvi and Marva (2 Swddha re, ga, dhis
class containing Kalyag, Vilivel and Khoamgj ()
Komala ga and komsla ni class eontaining Kaphi,
Azyaa, Bhaimvi, sud Togt, The first ¢mes of
Bhairar, Poret anid Marvd fs sung at dusk and the
rEpas inelided in them ave known as sandhl-prakis
ragad ot 16gas which show the junction of day anl
night, Then follows the socond class with Kalvig,
Vitival nnd Khamaj scalea.  Next peocced the rigas
of the thivd class included in the scales of Kaphi,
Asavari, Bhaivavl sed Todl,  Similar iz the pro-
gressini of rhen: from suniisc o suncet FAth the
privizin that gnddba ma is prominent in the day
whilo tivia ma is conzpicaods of night. Some izgs
help the easy transition from one sisle to ancther
by linwiie an additionsl note which iz o matarnl nogs
of the noxt seale and are known as parswncla-praves

Saloq yagas Lo, viga Javjayant of the Khama) seales
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which, owing ta the presence of the additional nese
komala ga in it Shows the advent of the ITaphi scale,

Tho valdi too haz gomething to do with the thwe,
According to Bhatlchands vadt Bes in the forepart
of the seale in the ripas which s sung fom 19 L
012 rot. and in the hind-pert of the ecale fromn
18P 10 12 A,

There may be sovers] ohicctions.  Avo the musi-
clans unamimous about the periods setapaet S <ing-
ing 2 If we compare the lists of rEges with their
time of Geswami nud Banerjes with that of Bhat-
klinnde, we find then iz a fair amount of sgeecment
abont day and night riga: bue the former two welters
do not arrange the scales according to o definite
order, As wgerds the progression of the senldes
accopding to Bhatklande, there ame many looss ends,
Far instance the arder of the scales may ba faiddy
followed and vealized in the nisht, but'in the o
the seales of Kalvan and Khawaj am sheent in
the momsing for no good rason (Hindal, the solitary
oxception of Kalydn sung in the morning mey as
woll botaciuded in the night rizas snd in the Mares
soilo and Gaudslirang eomes in the aftarnoon). A zsin
Mallcaud in the seale of Bhairarl i placed aftor wids
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niglhit whereas Bhairazi in the Bhairavl scale is sang
8 o morming riza before mid-day. Todt and Mul-
wint i the day sufter fom the same handicap.
Abaat’ the vadi we lawe alrendy dismssed at length.
It may slso be pemarked that twelve in the day ot
night does not provide a natorel asd definite bresk
in tho bventy four Lours so s to e of special in-
Huence or sigmilicencs.

The printple that dearly emerges from Bhat-
khande's theory is nothing but the tondency of ¥igas
to follow the line of least reslstonce in the enay trans
gition | from scale 10 sealo pnd it §= ohaerved to a
eentain extont by all musiciang.. Tt will be p liitle:
abenpt for the audicnee und the arfist to lyye Ml
kaud nfter Yamen. Dut thero 1z handly any nece-
ssipy for regulating the periods by an clabornte
theory: We do not speaks against the convenfion
for it does pobody any harm. T may be hopedy

hovever, that heavens ‘will nobt fall §f somd one

bieping the ovening with o Darbarl Kanadas for afger
all it must be admitted wo belong toa soenbilies
goe,  There may be some relation biween the emo-

tion, the seple and the day, but as kng a3 wo do nok

cloavly  perceive it let us leave phe thing e it i85
(=ee App. VI, '
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Naduve and Devslopment of Kanas,

Vory fow weiters on Foding Inclian music 2o
Bevord: defining 4 low technical tirms and writing
some Glnpes and sonzd and very littlo i3 said abont
the origin and development of the ragaz.

We  have seen in DBrhaddod that  provindsl
i or tunes  Sans, dhvanil sytematised ave regarded
a2 tAzas and from the statements by -/ Pomanatha it
may be concluded that such tunes wees colleeted by
MUk

Banerjee says that certain tanes spread like lan-
siage in a community and ave clled 1fizas; He is in
agreement with people whe say that raras canngt ba
created  for the rgs is o type and not a more eoms
bination of notes.  IGuropest music, in his” opinion,
ia of different natuive for culmree of music in Eorope
does not depend on collected tunes,

Then Banerjes holds the composers responsible
for not creating new tunes.  The argument that all
new  compositions ‘will be found to. boveew from
ragas; he save is falso, for many nmes in Beogal
ape froe from the influence of rigas.  Thero wea
never born & geniug among composers, he concludes,
who eould gunpose a new tune foe from ragas.

Tt is dilentt to hekicve with Banerjee that ameong
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=0 many great musiciang of the past nobody had
bad the requiziee genius to eompse something diffar
ent from ragas. The pesson lies elsowhers.  Alse
it is evident that he spoaks of tune in & loose Wiy
If the tanss in Beogal spraad (which ther really dog
amang the commusity, acearding to Baneriec's own
definition they woald be rigas, Had ke been cane-
ful before going againgt the veudict of miyziciang, [
sheuld have =ocon that Bongal tunes wers not veally
Free fron the influence of igas, The singers of these
tunee often use the names of rigss in relation o
thoir songs, The fact s thst there is handly any
bame i Nosthern India which is free from slipht
admixiurn with eithor folle or classical melody {fypas.
This doos not mean, however, that there rannot be
aty devolopment on new linos, (To be discassad in
“Falk-songs and Melody-types™ See App. V.0

about the development of the riges Banerjon
remarks, 0 one place that Dhrupad and Tappa ave
tound in 15gas like Bhairavl, Khard] aed Sindl
But kKleysl types ame pheent, Elewhers le RAYH-
thigt #igas like Jhidjhoth, Piln, Tmni, Basadl, Kiphi,
are sunz in Toappd style which i modern and dowly
thesa ragas will grow into doveloped risas which
beve Dhrapad and Kheyal,

I

THE PROBLEMS o

It seemie from the above statement  that Tappd is
hielping some madern 19igss to grow  into more deve
lopedd forme. It also shows ot rhesa avc being
eraated and devalopod every day.

Profet=tonals who sometimes try 0 sing’ Yaman,
Kodar, Kangda in Tappa styie do not find E:w.a.ur
with Bamerice, e also holds them rre.epunsihie_ for
not eompesing Kheydls in the ragas Bhairasi, Sine
dhu, FKhamaj ere, in which Tappd i2 sung.

Banerjee should have soon that if ragas s sumg
in Tappd stvle before attaining the I hevil form, it 8
vensopable to conclade that all vizas that are af
present snog it Kheydl siyle must have pascid
throngh the Tappd stage,

Grogwami points out that very few Tagas Gre pars
and baming o few el the rages ave the pr-uclu.:ﬁt of
intermingling among themselves.  He also TT'I!-."Hl'E'."EH
Tupkheyal ns beitg o mixtare of Tappa ond Kheyal
Both Geswami snd Banerjes obscrve that Tapps f*rul
Thuml {which uze the spme rigas as Tappa but s
of 4 diffirent style) are the most popular foring.

Blatkhaude calla eortain rigas like Prabhat,
Mad, Dsdnt, Pilu, Bire as Dhun fit o fane, pelated
to Sanskeit dhvant, a4 tovm alse nsed by Willard® and
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says that only short compositions cxisy in these
rigis.  Theee §5 o vary Interesting faet roconded
about 15 Prabhat which, Bhatkhande says, is sung
i Vaispava temples in Maharistya in the morming,
Ieis cirious that the tung with the same name 38
sung by Vaispavas in Bengal in the morning in a
shightly modified way (Zee App V.

fhapthan,

In Hindustani musle certain compositions are
aocompanied by rhythm while others like alapa are
conzpicuona by the absense of rhythm in its popular
oo,

Banerjec is not tand of the absenee of whythm in
alipn and deplores that Kheyal ind Tappa singers
Ban o not like to keep rezulor time, Huch remarks
show how often Hindustanl singers leave resular
rliythin and mprovise in alapa. style.

Banerjes divides the vhythma inte  four-heat.
tice-beat: and mized thylhms  acording &g the
particalar tAla containz a group of measares of fouy
‘three. o combinations of Tewr, three and two beals,
We quoto one instance of esch from modemn Hindu-
atant wnsio,

THLE  FROBEEME vl

Trtal (four-heat rhuthm),

1 2 5 4 3] fi 7 =
i dhin  dhin' dha dba  dkin dhin  dhka
i) 3
_9 L) 11 1% 14 4 iy 16
dhan  €n  tin ta, ta  dlin dhin dha

Dadv (thves beat vhythim),

'.ﬂ ‘I‘

i ] a 4 il ft
idhin Abin diia | dla thun na
Jhaptzl  (mixed rhypthm).

™ ] i d
1 = ] 195 [ | 5 g 1
dhi  &a dhi. -dhi s £ o dhi- dhi =a

The placea marked by & crozs e o clrclo s
respoctively known as sam snd kbl The chmifi-
vance of the terms hos not been clearly cxplained
by omy of the writers. Goswami says that the
thekdis made uwp of meaningless words like dha, g,
nd, ke ete are imapinary for the drmn will seareely
prodiee words constituted of vowels and  consonants,

Banerjee tries to find some term for the accent
or steess of musie (in Sanskeit prosoiy  Hanzkeit
verse i3 regulated by quantity but Banerjee tainke
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he can copvert the tenn vabl (meaning cesurd or
pase in prosody’ 40 one meaning sccat,  We have
alvencly soen that Saeheadova uses the torm yatl in
different senso in muste and o Sanskot prosody too
e panse does net owcnr At regular inborvals
Banerjos hisa litthe  authomity for wsing yati in the
senco of accent but hiz relune the problom has
some value,  Ome wonders how scsint  op stroes
whieh 15 50 streng and marleed In mesie and Bongali
prosody  his no eounterport in Sanskeic or Hingdi
prosgdy,
¢ Lo o treated i ‘Rhythn and Music))
Wordds aned - the Melods,

Hindugtani  musician:  endure  many uniing pe-
marks for not pronotncing the woeds in the song
elenrly and corvectlv, Banorjee tdoes not believe them
whent ‘they =ay that the tunea (o not spund aweet
andl graceiul pnless they modify the pronuncistion.

But the problem e not new. It 1= nz old 0y tha
Viades nnd if one observes the fransformations a vedie
hyun undergoes when it 15 sung [(CL the variants of

hymng in Bamaveds and the remarks in Bayopo's

commentary )l he witl bave to think scrionsly befors

socuging masciana of willul ond neghgent ¢hanging:

of words,

THE TEGBLEMS =i

{Te be toaped in “Words and the Meludy's
Homa acconnt of chonges of the vowels and in
the structore of the words may be eeen in the
writer's article in Sangeets, Mareh, 19513

Eideliom fmd Hslo

The wotes and the rigee are nzsocipted with
particnlar emations: by Sangkest writers. Man g
movod by meic, for no At ostics the emotions =¢
deeply ps musie doce.  But how far com we o be defi
nifely aware of particnlar emotions in  particular
mitdical situations ¥

Croswami sayvd that the Sansknit writers de pot
ulways agree regarding tho enotions to be rolated to
cocil Hea, ver he assigna the pathebio, the berolc,
the erotic and the comic caotions 1o soveral ramas.

This - statement goes sgainst the suhject of comes
pesitions.  For the songs in the rigns mentioned
in. relation o pathetic emotion may contain liosuls
ar.croke subjects 28 well. The fact is that a risa
iy v any suoject switable for lreatment m muszie
andd the various typea of song: exizting in ench raza
prove: this.

Bhatkhande dividea' the emotional enjoyments
ints thwe dasses G o, the erotic, heroie and  patlcs
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W) corceponchng to his thiee proupe of scales

(Paddbati vol. 4, p. 81 But he is open to the game

eritictsm as Closwamd,  Mowmover it i= difficalt to
find - sathovity for sclecting  theee emotional pnjoy-
ments a3 pepiesenting the cight or nine onctism]
enjoyincats, For instancs, it is diffiealt to derive
the comle and loatlsome cmotional enioyments {rom
the above three classes (Bee App. VIL

Chapter VI

State and status ef Classical Musie.

Not - only the apocialist, but the layman alao has
lits probloms about classical musie, It s ofton re-
Hoeted in popular critivism, a few spechingng of which
ate piven beiow,

“India has nz ita heritage nn  undoubiediy  grest
atid beautifnl art, well worth proserving and cola-
vagne,, .. The Pandits, however tell wg that Indian

mipsie i pow melodically periect, both 1 form  and

development, and that all itz recomiced have beo
oxploited. all its mysteries explonsd [ Listener,
Official Organ of All-India Radio, 22nd Nov, 56}

“Most listenerz ave thronghly borxl by dassicad
music, In fael, it may be goestioned whether
ciassieal music in India iz not & moribund art' {Lis-
tener, Jan, 7, 371

The very ides 15 fallacions fov arb 58 m expro-
sajon of the feelings of an age i alvayvs 1ol of Jife
and no living art con ‘be moribend.  Tdo mot know
if 1t is pessible to keep a thing going in art after

i
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it bas bocome lifelesz and static, Rigas are spon-
taneomely created every day in onr midst and there
15 ehall room for evolntion of new forms

“Many people bold that Indian music can be
doveloped on western lines without in any way
mqdering it Jesz Indisn, The ctatement usaally
made that western music ja dependent on harmony
is surely untrizo, Harmony i used merely to en-
rich 8 melodions atterance. No musieal atrcture
= stand withont welody, and harmony a8 usnally
understood by the bulk of Indians (i e, a3 2 sevies
of pleazing chowds) cannot be called musio by any
stretch  of imagination, If Indian s iz deve-
loped on western lines, it is toward counter poing
thorizontal harmony) that ono must ook for enrich-
ment” (Listener, Nov. 22nd, 30}

Western conception of melody is not the same
as the eastern.  In FEuropean melody notes may
peagress gingly bl the relation is harmenic, and
for: that resson they are confined to the major nnd
minor seales,  Oriental melady is of different natue
though, 1 think; it is possshie for Indisn melody to
asdimilate a lstle of western melody horizontally
in its oWh Way without introducing harmony,

“The theory of Indian musle must also be stah-
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digdised. Tt will be o slow process, hut the walling
will be worth while, Sweh a standmdisation will
vesult in the banighment of all fanciful idess that
Linve bixm embodiod in our present ‘syatem!, 9t
T called that™, (Ihid),

This i5 a corect estimate of the stabe of aftairs
in theoretisl Hindnstani musie

Many people aro nunder sn lusion that all musie
shenld be intelligible to every one having the caps-
city. for hearing soundz.  The ear, they hold, dees
not require training nnd preparation to comprehend
4. complex and developed maesie like the plazaieal
Hindustant music, It i3 strange they do not  clalm
the came privilege with respect to ligher stages of
knowledge in other subjects like matheomatios, svience
of nrte. Every body with a  knowledge of the
Hanglich alphabet docs not understand and approciate
Shaltespeare, Shelly or Browning.  What musicians
acquire after vears ol experiment and industry wust
nozds be g lsthe complicated,

Bul the public iz not whelly to blame. Tha
above extracts réeveal o curiesity and a keen desire
to understand the intricicies of Indian musie. But
thera iy ne book ywhich teeats Indian music in 4 popus
lar style sod the pablic knows next to nothing aboat
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the witare and principles of it musie.  The pro-
fezsional musician knows  hardly snything  better
than applying certain principles traditionudly withont
& tleny notion of their sipnificance.  Mumo troabizes
i goncval consist of definitions of certain code-words
with big gaps which prevent these fragments from
being unified and co-oedinated into a single whele.
They never emerge out of the hot-house  atuiospheve
of specialised stadics and have very little to do with
the main curronts of cultoral life in Tndia,

Thete ave at present several ways of popularising
chassical muzic one of the principal being the meidinm
of All-Indha Conferences held in several towns overy
year in Novthern India, These wseally award medals
and eortificates to competitors and invite prolessional
and amstonr musicians for demonstation.  Somes
timas debates are held on important topies of musio
hut this feature 15 slowly receding into the backs
gound. Owing to the dearth of goad iustittions
and the disadvantages of musicians in arranging theis
awn concerts, the confevonces are of some service 1o
the community.  But one of the most harmful things

done by orpanizers, perhaps unwittingly, is the en=-
courngement of the use of havmonium in . classical™

muale,  Batring a handtul of musicians, the poblie

STATE ARND STaTUd OF CLASSIOAL MUSIC )

and the musiclans bre peting  havmoninm-minded
andl the delicate sense of tones which i5 an invaluable

sot to oricstal music is slowly gewing dulied, It
mny be taken for a truism that he who sings with
harmenivm  sings soonething very  difforent  from
classical musie.  Huropesms who use  key-hoard

instraments do not sing in unison with them. Before

uaing quarter-tones Indian musiciags shonld he. able
to manage the tones properly and confdently, The
Iollowing is an impression of a foreign crisic; “Henes
the serious menaca to Indian wmuzic ofthe. her-
tnonium, which has penctrated already to the remo-
teat parts of India, [t dominates the thestre, snd
desolates the hearth & and before  long 16 will, if 5%
i not already, deacorate the temple.  Besides its

depilening effset on o living art, it falsifies it by being
.ot of tane with itself” (Music of Hindostan by F.

Strangways, p. 168}

There is always present an urge in the Indian
wiiters to connect the present 1o the past and 10 base
modern music oo the fndiegs frow the old fexis
‘This iz necessary for wmusic is the product of 4 pre-
woag of ardstie dovelopment whose maih  stages
should be traced o theiv origin.  Used judiclously it
contributes to the onrichment of our art apd life and
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evin helps to unloose tangles in present theory, Bub
it is dangerous when it becomes the sale procerupa-
tion and is confined to quoting irrelevant txts in
support of fantastic and impossible theories, Hin-
dustani inusie way he traditional but it has never
been stationary.  New peoblons ariss which require
& fresh orientation of outlook. New ters have to
be coinied and a different grammar is necessary, Lt
the past and the presont join hends in evalving a
complete basiz of Indian music, Only then will it
be posaibile for s to remove the just erievanea of o
writer like Mr, Fox Biungways who save “Wo
gpoke of “Inidian musical history as a jusgle, S0 it
is, anid 5o 6 will be until the thinking minda of that
country attack it zeriously and crideally, and cense
te wazto time over pious beliefs and mathomaticsl
tricks, to repeat dokas, often out of their proper
conneition, instead of to examine problems” (“The
Gandbara Gréma”, JRAS Oct. 1835,

The writers meviewsd In this ook worked ns
private scholars mostly for the love of the thing and
recoived little outside help, Banerjee wrote in the
intvoduction to hiz book {vol @) in 1558, “Puble
in Bongal have not yet learnt to care for books an
miske. < o« But one zhould not ask mech in the
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inilinl atages of progress. ... Baooles of this namce
will teach the pablic to: bold the study of musical
geicnee in respect and b have confidence in learning
muzie. [ have taken paing with that end in view and
et to gain mckes oF fames”.  Inspite of this bandi-
capy we have scen; they contributed materially. to toe
systematic and scientific study of nousic.  Buk a selt-
gmorificing spint is  not emough. Hesearch has
mads great progiess since  the ecighticss and the
technigue is not the same.  Research in musie now
means apparatis for phonetic  investigations amd
psychological experiments and facilities for compar-
ing mapuscripts of standard texts from libraries of
India and abroad amd editing them with English
translation and short commentaries, If plag pre-
aumes the exiatonce of an up-ro-dpte library within
enay veach containing books not only on music. but
a- few authoritative texts on psychelogy, soand,
acstheties, langusge, phonetics, antiwopology, philo-
sophy, histories of avt, literary criticizm and hiology.
Thiz is beyend the resources of masivians and music
schokara till the state and the public come to their
help and place matevial at theie dispesal,  The place
that musie cotupies it some University cnrricilims
iz insignifitant and apologetic. It provides mestly
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dop practieal . snd thepratical examinations upto the
Matricifation standard,  It14 not thought Bt to he
a subject wolthy of sirions stidy. and resepnch. Al
tald 13 ratlier depressing when one compansa the
status of Indian suvsic in Indian Universities to that
of Buvopean music in PBuitish and ather Eurcpean
Unsversitios,

APPENDICES.
AFPENDIN L

Muidres ad Seatis.
SOTER AND QUARTER~DTONES

Betore one proceeds with the signiflcinee  of
drotis, it is beteer 10 heve somo iden about thed
position  with respoct t0 netes  Swideadera is pes-
ponsible  fr some confusion  to post-Ratnakar
wilters,  In a few places he repeats what he finds in
earlior. writers.  But some of the mistalkes and psss
representabionz ave his own conteibation,

Hig placing of tho sevén notes o the fourth,
soventh, ninth, thivteonth, seventeenth, tiwontieth  and
the twenty-second dentia hes been followed by all
writers on Indisn music,  This distribution of frutis
by Sarhzadeva i, t say the least, iz peculiar and
untgtuaral for the padjezrima begins not from sa
bt foom ni of the pocceding oetave, =0 that the sxle
B dengted by mika vl zaoma pa dha nland net by

st ga wa pi dba ni g Somandthe thongh nume

harig thi Sratls a: Bhvheadera is probably the only
wriber who sees the alizurdity of the thing and ex-
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temids the soale té the octave, He comments that
unless he goes uptd trm-fadin it is neither possible to
Enow if the froiz are placed corvectly nor it s
possible to inclode the vikrta notes hotwesn ni and s
ikakall and kaigika ol of the sadja-grima. The
argument is sound  and looical and we shall sco that
be is zupported by pre-Ratniker writers.

Bharata says. “There ave two grimas, sacdia and
madhyama and resting on them are  twenty-two
frutia, Thie, two, fourn, four, three, two, four aro the
example of dentia in the srfima named sadja’’  (Seo
App. IX),  Dattila living at abons the same fine 68
Bharata explainas more lucidly "There i3 no doube
yaabha is the thivd up from the note which iz taken
a2 sadja in sadja-grima.  Gindbhara iz the seconed
from it ¢ madbyama iz fonrth from that (gandbiva) '
paiichama 1z the =zame (fourth) from madbyama;
dhmyata i3 thisd from it; nisdda is seeond from i
(dhatwta) § gadia iz fourth’ from it (nishda)™ (Sde
App. IX):  This shows that the scale beging from
22 and is represented in the dollowing way :—

1283+ 5 678910 111213 141016 17 18 1990 01 22
g T ma T G R diy.

Samgadeva’s crror is dua to the fact that Bhavata
speaks of gadia es a four-drut nete.  Bharata does.
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net mean that these four fratis are to be placed i

the beginning., 1o mentions sadia first becanse it

ia the first note of the seale.  Lochana and  Ahobals
seem to fallow this interprotation.  This is an impor-
tant potnt for thero iz hardly any writer, past o
present, on Indisn music whe does not place za on
tho fourth €roti of the ancient: seale,

Srubz hare heen nsod both &3 uotes and intervals
and this double meaning canses some conhision.
Liet us treat the two aspects soparately  though, as
wo ghsll sea, it will be impossible to keep them
seprade when we discuss drubis sa intecvals.

We have plready seen that modern nipsictans
use srutis wmally for additional notes In the octave.
It 1a not possible to get much support for thiz view
from Sanskrit writers who sre not particalavly lucid
on thiz point.  Dattila says thab the fratis aee
“species of =ound capable of being heard, some ol
which nre taken, sung and cared fov in il songs™
1t refers only to the fratis which are used as noles
and the nmmber of notes i3 principally seven accor-
ding to him. Bamimitya says thet for vocal musis
ciana there are twenty scales and for vipd theoo ase
two alernatives.  Ho says if antars ga and kakall
nt are pegardad dillorent from chyuta mo and ehyuta.
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£, there sve indecd (wenty ccales, bal if they -
pre=ent the same nobes as chimea ma and chyuta sa
there ave fifteen soales.  Trom this it scems that
voealizty used notez of shightly different pitches in
particalar 1Egus,  Abobaln says “All rubisattain the
satis of Bvaras w]!.ua wsed in particalar rigas, It is
.m'ml that they should receive the name of syaras
when they ave the eanze of rapas”,  Bat he usey
only twelve hotes in the description of riges, Again
Srnivase (15th eentury) recommends the use of
paty twelvo Sutis which indicare the position of the
twelve notes, - The remaining &eatis, in his opinion,
are pot uped in the seales which produce rigas, One
may collect contradictory atatements from Banskrit
writers and consequently ono may conclude that o
in the prasent there was little npreement in the past
Pessibly the authors were not very conscious of the
problem,

The second meaning of fruti iz an iwterval and
thiz has come to sssume preat importance in modem
cnteism  (CF, Soangways' aricle  ‘Gandhara-
Ghiama’; JRAS Oet, 18353), It s better to know
what the Sanskrit weitan understood by the
term intarval.  Physically, interyal expresses ninc
sically the elationship between the pitches of twa
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netes snd iz messored by the ratio between their
vibratior-numberz, - But vibration-niunbers of notes
were not known to Banskrit weiters who  expressed
tho distance betwoon two note: by imagining  coriain
othor neotes lying between them, It iz evident that
thiz deseription of intarval is spetial and visval (with
refarencs to vipd) and sgnifies ‘width' or ‘distancs’,
(Thi: manper of expression is sull useial, for ocea~
glonally intervals mee represented visually orina
dingram  in ]'ll'-.:-p-:JrHﬂn to the logarithmsz of thew
ratioe), Hoere it moy nlto ba stated that no term for
intarval i3 nsed by the wiiters who only mention the
number of intérvening notes.

Tt secms fiom Sar figdeva’s statament that frals
wore the firzt to take the Bold in mutic and the notes
wore laber mmvals, Ho'zays that the scven nofés
andja, yabba, gindhara, madhyama, patichams, dhai-
vila and mishda come from Srubiz, Thiy weans that
tlie twenby-two  frotia were first found out and then
put of these (o deven notes were gelected, This
could only happen if the fentiz had somp  other in-
r_lepe'ndent, uso and fanction i music apart frem
helping the selection of the seven notes, Hutjﬁlm
yizas are never discribed in terms of deutis.  Sarbga-
deva gels parploxed. 1le says that certain drufis mey
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indesd bo identified with notea hut the rest ara diffi-
calt to accoumt fer.  “A dentl can be specifled s Hhe
fourth, thivd or seccond”, be says, "only with veferchicn
1o the  prececding’ dratis” ( See App. IX ), This
srgpuent clearly shows that he cannol satisfactorily
disposs of the drtis that are not used a5 notes except
by trepting them 83 lying between the wetes thom-
selvas. Thatiz he bas to admit by a round-shout
way that the gmtis bave mesning only with refevence
ta notes.  Post-Rawndlkor  writers usually  1epest
Samgadeva’s argument,

Wo may hence condlude that frwtis bad no in-
dependent existence apart from showing the inter-
valz betwesn notes and as such it is not wrong to
aszame that they wera brought into being enly for
tho snke of notes, Later on'it will be shown that
they appeured when only seven notes with occasional
wze of fwo extra nolea were used ino the octave.
People who use generally soven notes in the oofave
are ot expected to begin music with twenty-twe
guerter-tones.  The érutis mean inervals but they
st be understood in their Indian sefting,

Chan we find ont the pitches of the stven notes
with the help of these intervals 7 Bharata says, “In
the madhyama-prima  pafichama should be lowered
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by one stutl. The amount of diffranes in fatten-
g or shavpening cavaed by lowering or rafsing the
palichnma by one éutl iz the messwe of & £rudh,
I shall explain thelr examples.  Tat two vings with
similar wires, wooden frame for playing and e
clihania be el in the eadia-mama, Chenge oue
of them to madhyame-grama by lowering  the pafi-

chata by one frutl.  Make it (the madhyama-grinsa

vind) a sadia-mama ving by keeping the patehama
mtact (that is, by treating the altered  pafehama
a4 the sadia-gprfma pafichama which vesults in the
lowering of all the other notes by one douti),  In this
Wiy (the changed) ving iz lowered by oiio grutd. By
tepeating the samo opevation gandbara ned nissda
of this vind will colncide with rsabha and dhaivata
of the (uachanged) vina” (Hee App. IX): This shows
to il intemts and purpeses that the soitis or the
mtervals are cqmal,  But if we look at tho matter a
litthe elossly, wo shall see that this cqnality iz mops
apparent than tesl.  In the beginning Bhavata lowers
the pafichama by one druti. The guestion that natur-
ally eomes to mind is the way it was done, Can any-
bady with precision lower the pafichiama by one
Aeuti ? Leaving the case of ancient musicians, would
it pe Gudicious on the part of any modern musician
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to bzt hig ears to such an exbent?  Instead of
describing how he divides the cctave inta  fwonty-
bwo oqwal intervals, Bharsta chooses a particalar
érati ar interval in an arbittary and nocertain manner
o pays thet other intervals are equal o thig inter—
val.  Bhrheadeva presents. ancther mevel methed.
He zays that ‘twenly two wires ap to be taned in
such a way that the noke of each should he shightly
higher than that of the precoding note so that no
other ‘note may be herd betwoen the twa's. Dot
thore ia Jikely va be diffrence of opinlon ameng the
hontors many of whom may even fafl to distingnish
all the fwenty two guavtereoncs | It i3 net my
purpuse to find fault with Bharata or Saripadeva
who only expressed as best sy they could in the
sannér-of their day  hut when people interpret the
wates of these wnters by standardised pitches  the
suthors come i for criticism for ne fault of  their
own, There i3 po evidencs to show that these writers
had cxpct mathematics 1 view when they wrote this.
The equality could not be demonsteated  either with
the voiee or inskrements and 5o was useles for fimd-
ing the oxact pitcli-number of notes,

But admitting that the examples were b best
rongh colenlations, we canmot deny that Bharats
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means o intervala te he approximately  equal.

There.is. no havm if the intervals gpe eateniabed
sssumng them 1o he cqieal. Intorpreted zméheu-.;ui;
:jnJl}? Hhe Ekatenmsont moans that the eetays e divided
M wentv-two equal intervals, the fifarval bemm::
BV A0 potes hwving the matls 10 00, Working
out with the help of logarithms we got
Lag 9 = 30103
Lo L4 0= o [ 80008 ) 01908
=" t1a required roat Is the rumber vl Jog s
MIIE = 1.0390 {to fea Plices of decimal
The intarralz can ba arransed thag
B i = L (1055008 = 1 1.0051
38t gm =1 (103900 = 1. 1-1908
Binias 1 (17039009 = |+ 1:ga9%4
BA i P =L (T'0RB0) Y = f: [-poeh
Baldba=1, (109500 = 1 1 1SR
Bh el = L4 (10320010 = 1, B )
Taking middfs o' vibrnlich to bo 354
Wi gab il = IR
ph =" 80003
In = BECES
e = 0T
dani= $581
hi = dfd

g}

=T
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(The vesmlts are almost tha ,im:'u.: 58 %1;:'?:&}5;
Phadlcs jn Sangesa of September 1933, ; EEL“..
beging the seale from ni of the low octave 1 u:,
ing the ealenlations arranges in the EF!:.FE 'L.'»n} ) :._, %

This 14 a curions seald the rgte ¥ }'L.?.ng g :,:m;;
vibrations is neither the komal r =i_‘S.:r ﬁil i‘r L o
A 1297) of Ahobala Tf we 1:-]:]{L' 'I;h:‘.‘_quj _iilzm&mi.
to I!m o pempered soale {ollowing l::mhnmu ¥ e
o manitha,  the southern .ﬁudr'lhn 5! .;::pl}t'l.::l:{- Tl
"fﬁ‘m 14 yil and suddba ga (approx. Hind. muhhmiu_.l
t?riéa?;.'?} ﬂ.!]:i 2063 vilvations 1'r.'=['.l.""CIZT*':'1}’;1 WF_T;.‘;
Bharntas fuddla o calerlated nulié;emj_lm.;.i :EF‘TE_
aand citlier in the northern anucl fhel mm -u‘zl_l_m -
tems, W shall meet the scale of E.:-..rﬂl.:s. -rﬂ.k. s
come to disciss the Suddha E:."{Tll.'.‘ﬂ of the sou
the north in the next Appentix.

AFPENDIX 11
Seives and the Suddka Saals

| KOTEH A¥D-e0ATED)

In the Natya-fhetra theve ave twa ‘sealos namely
b sadja-grfma il the madhyama-gigme,  The
mithhands strve as ndditional seales and to  them
the itz sre peferred,

Let us discuss the sodja-grima first,  TF we take
the notes of the frst mirchhana beginning from &
i Sacja-grama, this will given safes of nobes with
defindte intervals,  Bub other mfischhanis hoginning
Teith i, dba, pa, mig a1l will bring in other inder-
valg with respect to sa 3 that is, notes different from
the notes of the sa miivchhana of sadja-gifima will be
brought into existenca hy sther marchhanas wrorking
with'the remainite notos as tondes;  So thers will be
vikitad in relation to the deddba netes of the &q
miltchhang.  Bat this nover happened in the days of
Dhatatn for thoush difforent sealos wern paed they
were nover compancd in the same octaye Nedurally
the problem of saddha and vikrea did not aviso st sl
Such o method of hiinging a8l the. seales to the
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samé petave shd compating and milcelin_:; th_mma.
weas fltst nsed by the post-Bamakar wrilers, SRt
deva providing o carious tt".mﬂii.iml. ;
Tt bofore: we doal with Sarhgadora, Bhatptys
ol meodd some cramination. Tt socms thubin
addidition to the seven notes used in r‘:m seales, umta
sionally adiitional netcs aro used.  Lwa ";zuula nr:-t:{-ﬂ
B callend antars gn and kikali ni and Bi:!:l.i'ﬂﬂl cidle
them sadhavana or common notes and defines sﬁdh?-
paqit Tiobed 85 those Lying bebwesn bwd mobes I. ::j-
ai.-ﬁ.n ineitions that “aniara SVAES 1s fﬂwn'x::a n:-..-.
b tho ascent and it should ranly be takon :lml;
pover in the descent”.  Thia 1» very :-':‘_‘:.ilau' 9 vhat
i= lnppening, for instance, in oo .=='-f:-.4.3 of 1I.lm ra::;:
Foaphl.  Ahobala seans o be the Juh other wi
who wses the term &3dhirand in & sumimr fENGE,

Then thors 15 the madhyama-grama,  About the
i-prana I think Bhavaks Iimeelt fatled o %Lﬂa}ﬁ- t}::::
proper significonce, There was no 1:;*:1'!]_1.:,.'. iz }t's
bringing # seale into existenca in Wb!{‘!l oot m‘r{E
dilferedl by one St from. the ﬁ.‘rr:c-am?d:ng. ik 6
the sp-prpimn nnd which differed m!:tt:m from this
wa-miechhnng of se-grdmy s to ba Iﬁ?i]-ﬁ:ﬁ”}" Ettt;ﬂ_a.
mothier yukmportant,  The bee is that it {a a4 Vedio

seale incorporated in the Hindn grammwar. of - musie
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abons 500 B, % Tt ja not possible to diseusa it with=
cut bnnging in detatls of Vedis music which iz hopond
the soupe of the piesent tseatiss (o b {rosted in “A
ohort  Histery of Hindustani Muzic”h, It may,
however, be stated hore that thers is siflicient inter
nil evidente 1o show that this was pot & soven-nots
seple like sadju-grfima but the tonle was in tho
mitedidle, Fhe terms sadja-sadhivans sand modhyamna
siddbifrana were used in connestion with the oompar
som of the two soales, Tt hes a cirions tesomblanes
With the Dode sealo of the Greeks in which the tone
of the middle shing sorved ns the tonie (of. Sensa.
tions ef Toncs' by Helinholtz p. 2423,

Sarzadovn uses soven geddha and twelve vikpias
in the ectave but we sholl soe that e menns the same
notes used by Bhaveta,  He says, "Sodja is vikpea
or changed in bwo ways by two £rutis, It hocomes
chiyita fehanged from it place) in (sodja) siulbarana
atel sebyuta (unchanged from its place) whon nizhda
is kikalt. Reabhais vikta when it weeivea four frutls
by-faking the {fnal) éroti of zadia in {sadin) sadha.
gt Gandbiva  has  twe  farmg aecovding g
Nilzaika i??;‘-.h'zgadem: namely by becoming g
thice-frii mote in (madhyamd) sidbErans. and a
fowr-Sruti nota in the condition of antara, M pdhya-
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ma fins fwo forms ewing 10 gandhir's bocoming an
antera. nobe and 0 (madhyaca) sSdhdmga.  Pait-
chama has two forias namely ite three-frutd form 1n
madhyama-goima and s becoming the four-druli
note kenidika, nfter gotting one gl from madhymine
\in madbyama s@dhieann . Dhsiveta  bosomes
clapgd in madbyama-grima by being o four-druti
ot Nisada hastwo vikvies, by bocoming throe-fros
node in kaidika (in sacdia sBdharina) end a fourdrot
nota. in kiakall” (See App. IX) A pefaence to
chart in App. VII will show that five of thes
twelve vikvtna namely achyuta-sadja, vikpta-raabha,
schyule-madhyama, tri-frutl pafichama and vikyta
dbalvats ave the same as fuddba sedia, duckin
peablia, fuddha madhyan, kaidika pafichama and
¢uddbin dhaivata,  Samgadorn’s explanation of these
vikyten is rather curlous. According to him if kiknlt-
nisficht gets two fentls from the frusis of sadia, sadia
becomos 8 vikrta even when remaining in its own
pace.  If thia logie is strictly adbored 10, wa woald
hava not only $adja but all notes of the seale booom-
ing vikrtas oven when ziaving at their own places b
Tho uselessinoss of these notes wise pointed out by
both Rimamatya snd Somangthe. OF the romsin
ing sovon uotes chyuta 3adja, shdbirapa gandlites
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chiyuta madbvama, koidika pafichama, kaifika nishia
s used only in rdation to modifications dus to
ftdja-sidhiirapn and  madbyamasidharipn and e
fikch havs nothing o 1o with nobes nsed in jatis and
igas of Sefgtta-ratofkars, o we get only antarg-
gindbara and kikali-nisada {0 addition o seven
peimary notes of the seale. This by mipported by
tus et thar Hhvigadevn has weed only lakali-nisada
and antars-gandhirs of the twelve vikpias in his g
etiption  of jhtis s riges. A elwenos be bis
chapter on instrument will furiher estabel this,
Tn his deseriprion of Alfpint Vips he does not wso
ke than seven notes of the sale. This fs abeo dear
from the descriplion of the thees varietios of I inanr
Vind, It may bo stavd horo that Fagadera’s
practical knowlodge of musle woms to bo rather
hazy and of doubtful quelity ss his description of
the: octaves is slmost all weonz (Bhandarkar |s evie
dently mistaken in thinking that a win divided in
the middle sounds mmlhyama, The odtave will e
sivded by the procass ; for Instance Ahobely Brst
dividdes in the wive i the middle and pets tArassadia.
Bhandarkar's intorpretation  of the big Kinnarf
Vind is defoctive in this respoct.  foo ‘Bangeeta'
Sept. 804 AN the post-Botoskar  woibirs ane
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vory cavelal amid securate in thedr deseription: of
vipha with reforonee to notes.

Wi thus sce that neither from the position of
frutls nor frem n deseription: of vipd. we get any
cloar iden pbout the pitch of the nobés actaaily. usad,
Bat Saibpadeva i3 the first to wae the terms faddha
and vikite in relation 1o notos,

Wo now cometo the @uddha seale of northorn
and southorn writers,  Tho Azt thing that rtrikes
the reader is that neither tho Mukhan (s re re ma pa
itha disn ga) of the south nor the Bhaleast {za 1 g2
md, pa b, i ea) of the north was the mest popular
zeaie of tho day. Malavapauda (sa re ga ma pa
dha ni sal, SrirAza [ ea e £a ma pa dbani &)

and Fambzanita {5.1 ré ga ma pa dha mi g2l san 10

be more popular in the south (Cf Ramamatys,
Somtanditha  or Pugdariks) and Gauor (sa e ga ma
pa dha 51 ea) Kerpita (ss e ga ma pedba 1 sa) and
Kedma (54 re 1 ma pa dba m ga) sefm (0 be more
o equnlly popular o the north ¢ OF Lochana and
Abobala)  Agninin the novth the Vilgvala seala. (s2
re g oo podba ni =a) is of long honoursd teadition,

for instanco, among  the wuzicians  wie  trace thar

lineagra to the musician Tanson, This populer soale
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15 the standend sesle of veferénon and the Arst lessons
in prammar bozin with the Vilavala scale. K s
strangs that no popiliy soale was ciogen o lepresent
the fuddia scile sicher in the fmth ot in the north,
YWhat is the resson ! It seems that the post-Ratag-
kar writers disl this ps a sort of compromise beiween
the olit seale repulated by drutiz and sanctioned in
Nifya-sistrn and Sanglta-ratoikar and some similae
seale current in their day., TIn this adjuatnent alter
compating distances between frets on the vips RE-
mitmatya it npon the Mukhad as the fuddbn sl
and Lochana selocted the Bhaivasi (modorn Kaphd)
of tha morth,

There is another intavesting fact that the Ma-
hammadan rouziciens nover use the term: fuddha
in relntion to the nofes ve, pa, dha; ni which they
call tivra and they ovrango their dratis g0 that  their
avg. four imstesd of thres sruties between =4 and o
(CH Wiklard L If we neeange the twenty-two érutis
L the twe seales of Dhavsta and  modern Vilayal
zoale, we got the following —

Bhsratal

X P dbn ni &1
194}455?591-}11 191514 55 16 17 18:19. 20,21 #3
24 LR R T I o o R
srtodenT)
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This shows that m, ga, dia, i become harpened
or Hyra and thiz scale too sems to have heen com-
panad with tho old <uddha scale,

Tt ia ovident that the ancient srangement of
£rudis is ot the root of atl thiz confusion and it 1s
unfortanate that wiiters did not beenk away from
the past though they conld not adjust it convoniently
amdd’ com fortably with the soales ourrent n their day,

APPENDIN [
Sondea and CTnse feakion,

'The difficulty of classifying g when they have
more than seven o loss than seven notes has alrsds
heon alloded to, The presemes of antaraga and
legkali 1l in the doys of Bharata is o proof that this
problem was present, thongh not in an scats foea
for in the mivchbanfs used for clossification they
ate omitted,  Dattila pays the antara and kakals
notes are not to be tecated az notes proper as they
cannot be wsad as aridss, This iz an inatance thab
more than soven notes were nged in the jatls. It
scems nothing definite controlled the dassifleation
of sadava and sodava yiges for they conld be pro-
duced by omitting any hote in a suitablo mibrckibssn.

In the post-Batndlar treatises shdave 1iges am
classified upder any. suitable seven-nolg scile.  No
Tag seoms Lo have tronhled the writers wilh more
than seven noted,  COne thing is wther corious, Al
povent seates under which rigas are clagsifted consist
of seven notes in vyrular order though [EEELEH.“;’ S04
of the priuse notes ate sheent. A rcale like Sardos

i
which kas notes sa rf ma ma pa ni 0 34 s expressod
by Liochana in'terms of the seven notes with the
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Thiy shows that e, ga, dhe, ni beomé shavponed
or tEr ahd this seale too geemd to bave been com-
parcl with the old fuddba scale,

It i3 ovident that the -ancient amamzement of
frutiz is ob the roct of all this confasen and 6 =
nnfortunate that writers did- not beeak away from
the past thoogh they could not adjust it converiently
and comfortably with the seales enrrent in thelr daw.

APPENDIX HI
Sealos and Clasifeation,

The diffieulty of classifying rigas when they have
niote than seven or lesy than seven notes haa alwsdy
been alladed to. The presence of antara ga pod
ksl ni in the days of Bharata is a proof thet this
problem was prosent, thoush mot in oo poate fer
for in the mirchhands vsed o classification they
aro omitted,  Datdila says the antars aod kaksh
noted are not to be treatal &8 notes proper g8 thoy
connot be vaad as aidas,  This @9 an instnce that
more than eeven noto: wend used in the jatis, . It
seems mothing definite controlied the classification
of sadava and audava rEges for they conld be pra-
duced by omittiug sny note in o suitable michbani.

In the post-Ratngkar teeatizes sidava rages are
classified under. any suitable sevén-nots seale. No
rigra coemaz to have troubled the wnibers with meps
than seven potes,  Ona thing i= tather curions. AH
pagent scales under which ragss ave classilied consist
of sevon motes in regular oeder thoogh actually sowme
af the prinie notez are ahsent- A scale like Sarahea

|
which b motes s 1 ma ma paoni b= s expressad
by Lochana in tevms of the seven notes with the!
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kelp of alternative notes of tho seale.  ‘Thia i: the
principal reason for the oxisimes of altarnative
names Dot imly of Hats and sharps: bat of fuildha
notes ae well,  Vyankatomakhi [ 17th cat ) who
started promisingly with twelve notes in the oetpve
had 1o saccumb to the use of alternative toted for
the smno vegon.  Bhatkhande whe does not use
altermative names mnd whese ten seiles aoo all real
stven-note: seales nocdlessly indentifies them  with
ten of tha seventy twe possible seales of Vyadkata:
makht. T mathersetical counting of possiblo. géven=
nofe scalos 19 gt all peceszary, in the Hindustani
system thitgy-two seales will suffice with the help
of simple arithmetie,®

We see this problet waa not very important il

*. liwrote this to Pandiifl 10 3932 and ha soplied; "Wa
simply scofpt his mathematical exlculation beczuse wa also
Date our ayslem oo the same 12 notes aid then select onmly
1 welldniown Thatas for the classification of our Raxid.,..
The pld writers were find of giving exhaustive Jiste, By
menlivhing their process wa aply keep our contact with
tho efd Bhastraa, Tt serves a pood Shasttie backgrovnd
§ammp for our ey catesn  ©oguito agree that tha za seales
you polftt out would be quite enctigh for medern musich,
1" may state here that I lcarnt tha first nadiments of theory
at Panditji’s faet,
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modern times,  We have alecady dizussed the
clpssilication of five-pote and six-note: ragas ond
have sugzested fioating  their seales as independent

peates. We pre concerned hero with 15igas using

more than seven notes, DBanerjee points out  that
by teeating corain motes a4 tonicy Dbe can
aupply.  the rcason for the presence of  addis
tirmgl notes.  Bhatkhande often freate them. a3
vivah, Tt is better to adopt Banerjoe’s mothod with

aome modification,  Banerjee’s idea 18 that only Hae

=
.,

sealn of ¢ major way nppesr oocresionally in addition
to the repular scale.  We woold supgest fhat any
soaln ol 1:«.;-;*. of the peode may be uszed jointly with
stoohdary importance, the vegular seale bess of
primary importance. Thus existence of dnddha ma
in Paiv, Vassnt sl Lalit may be explined by tha
wen of the scalo of Bhairav upto ma, Heré only 4
poation of Bhairav's seale is used jnst ai in Khawdj
pnt of the major scale is used by Banerjes. Wit
the assnoption of the uze of additional scales we
cant explain all additional netez.  This will not, how-
over, aossunt for notog wsed chromatically {progres=ing
by wmitenes) in seales and thers i3 possibilicy of
gtich progressaong being move  comuton in future in
our msshe



APFPENDIX TV
Fadi and Amin
(EssEX AL worra)

Samyidi, enwwBd ond  vivadi oare ussd by
Bharata primaniy in the sense of consonnnes.  ¥adl
B & note smibdar to amda.  In Brhaddedt we vead
about’  repulations  concerning the imterchange of
cerkan notes as samvadl, aouvAdl and vivadl inoa
ot or raga snd it s diffieslt to paess the mweaning
of replacing ong note by ancther note ne zamvady,
anuvadl - aml vivedl - It peems their meaning was
somothing vory difterent from the semse in whick
they ave uszed at present for whon Matahgn gemes 10
describe tho igas he mever mentions any note 38
being nsed in the semse of vadi, samvadii anuvadi
and vivid! and this is the procedure of all Sanskrit
wribors. Thowsh alwest all of them mention the
above terms as the king, minister, fellower and
encany of a vga, no examples aro ever given in - the
description of jakiz or rigas.

But important mofes in the riiga are always ox-
pressed by aingas which may be one or soveral in
wimber, The Hindusteni musicians wse a siinilay
term - callod  mpkfm or a resting piace of notes in'a
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phus. Az both Sanskrit sod Hindestand - terms ave
available for one of the most important functioas of
wobos o a tEpe. I have sugzested inchap. V- He
wio of amfs or muksm in the placo of vidi and
samvadi in modern nomenclaiane

These contres 1n the seale sorve nd econdaty
tonies in addition to radja in a riga, Thus & r&m
nging the seven notes of the faddha scale sy ecea-
slomally stop at other notes of the stalo and  inspart
the additional vchness of the scales of Jiaphi, Biai-
vavl, Yaman, Khamsj ete, in a sabdusd way.



APPENDIX ¥
Biga—ifa nature and origin

The 1iiaa is not an exotic zrowth on the Indian
soil, A5 5 complex type of music, it shonld have
heen proceded by simpler forms § but the only simp-
bor kinds aec the common folk-sonz: which do not
scem to gbterve any law, nor seem to be guided by
any principles,  The suzpicion that the two may he
velated in sote way oaturally arises in the mind,
At lirst sighty the ries and the Follesone spem titally
different in their strocturs { the ohe seems voglated,

Fongs do not zecm 1 be closcdy pelated to one
another in folk-musls but the investigator need  not
be bafled by this spparcnt Jack of types. Wa soon
se8 that foll-tunes are not go chaotic as they spam
they ton conld be grosped.  What goes by the name
of 4 popular tune in foll-musio is a tune which ono
singer catches from another, and, making some slight
slternations, perhaps compoaes n zccond song in ity
The fune s similar, though the songs may not be
wentical.  Tunes at thiz stago are known 23 dlss.
They me of all grades.  Some of them eonslst of &
few pliraes ripested monotonously and extend  anly
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£o part oF the setive, othors see mora davelopod and
show maore design and ayatern.

The demvs of accommddation varles with the
bones, “Tha musicion  selects those whish appear
artistic and 10 have the preatest elasticity, - thiae s,
which allow him to create and improvise, When a
tune of this nature iz found. several musiclans eo-
operate and join in thio production. But this poli-
aling up is spread ovor long stretehes of time and 4
tune takes at least hall o conbury to attain o state of
tolerable waturity.  This provents one from ohaery-
g a 1324 in the making whose stages of dhevelop-
ment oiten extend o several ecoibirles, The fact
is that the whole process i3 =0 unconseions that it is
difficule to bring it undor a clear porspective.

In the first stage the musicien must keep cace
to dolk-musie aud neceszmily retains some charae
tovistie folkeflavour,  This iz brooght about hw
Tappa ond by the modern Thun sivles of compe-
sition which ste the Hving links betwoen folk and
art mnsie® At fitst the cssence of folk-musie iz

not tich disturhied and this accounts for the  popa-

o=

“Thy elty lifa in ile greatess and lLees nobievamenss
needs and inscrpernia the couniry art in {ta criginal and
prasurkan foret’—Soralkin, Buval-Ueban Sevlology | Chap
Hedkesie Cultors).

5
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larity of these types which sound !:':.‘iﬂi‘ﬁﬂ.l' to .the
general mass.  Bab experimentation and inproyisa-
tiong oon predominate and chongoes are &6 radical
that alter some time the folk will scarcely rocognise
their own elements in the musician's readering of
the songs. Though originating from  fotk-songs,
the tunea are diverted into separate chiannels and
with the wealth of musical phrazes systematically
developerd bring ragas into cxistence,  For instance
it iz poesible, if ope warches carefully, o find  traces
of many 15gas like Jayjayant, Deflkar, ];ﬁliﬁgrln.
Poraj, Ganpl, Sehini (oddhn ma variely), l;-'muql-
mllar { Klamaj scale), Bavang ete., in folic-mugc,

It may be argeed the other way, People may
say that the folk wight Liave borrowed these tanes
from musicians, There {5 hardly any possibility
of the gelection of toues by the simple folic from  the
comples rigas. Had that been the case oll 1.]"3
compent. rAgas would  linve been  represented in
foll-musio which en the contrary consista of 4 lew
tupes of n simple nature,  Bat lighter types of songsz
shmilar pnd pllied to deseloped folk-songs by urh-.lln
compostrs often percolate through the mass, This
procesa of giving back cheap urban susic has betn
intensticd mecently. by the introduction of motet

—

4=

T
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transport, gramophone and beoadeasting to rursl
areas and it may e fered that genuing folk-music
will be extinet within the next twenty or thirty
years, Thers shonld be an immediate dnd  all-India
move to coliect thess folk-tunes before they dia out.

Bit a riga olten i not bom of & single tune
and in the =tapes of itz prowth it assimilités other
allied  funes vesuling in enrichment and variety.
Also o rign may produce other rRgas ont of it like
Malkand, Poriva, or Todi which Liave not the lenst
rescrublanes t0 lany cxiseing follktunes, The rag
is not & folk-song for it complex form takes at Jeast
4 tazen years for appreciation by one gifted mus-
cally.  But all ragee have their remots origin to
lolk-gongs in one form or other,  Toll-songs form
the niweded of rioas and sopply thanes on which the
complicated super-strnclure of riza is biflt*

Thiz iz the reason why rizss ame never the
cpetion of ome man.  Ther nre boilt by zevers]
comnposers jointly on tunes that aoe cureent throug-
ont. Hindustan nnd. almost ol tanes will be fonnd

. Enropecss compasery, like Glinka and Rimsky-Korsakor
of the Bussian Sckool, oflen make mes of follk-aomg9 ag tha
themiplie materiel of thedr eceapotitiens and ‘piccosinily
enltivaie a 1aladis styla based oo them with snitabls hare
ma;;ig trewtment, et Cocll Gmy. 'The Histerr o Mesio
e
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repesented in all the provinces modified by local style
and taste; This explains why 15gas have the =ame
general likeness all ever Hindustan as sung by musi-
chans of different provinces, Not that the musician i
not & croator. He tog creates owing te his supatior
esthetio: equipment but he waually contribates on a.
common basis. T4 i= not oreated, as some may
imaging by inteodudog a note Jere and omitng o
note there in the seales. Such artificial attempts
glways fail

In the first stage, along with Thutut or Tappi,
Dhropad songs begin to be compesed. (Moedern
rizns liko Khamdj, Bhairavl, Kaphi Gt Palus
Jhibioti and Tilsk-Kamod nadapt them:clvea 0
Dhrupad or Thutiet o Tapps but net to Kheyal)
Thiz is done on classieal lines and the Dhtopads
sbope, 45 if were; @ many charpeteristic songs as
possible.  Thamrt i= always in an experimental Al
wnstable atate, Tt is not sure of itsell and i nucsrtain
in its moods.  This uncertainty adds charm and
freshmess to Thumird but provents it from ataining
dopth-and  precision of form, - Dhvepad croates a
number of compositions with simple design and forim
free [rom: all externsl ornaments and Hourishes.
These songs supply the hasis of Aldpa or duvelop-
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mént apd  =oon Kheval steps inon thiy foundation
with 4 full-fedged ripa with sopga avtistically eoms
posed and exploiting all the resounces of volce,

Why ' should the rion be calicd p type ¥ The
@ongs i g Wda e similar but not exsolly alike. Tt
mepns the contain o common characteristio and each
individaal song cotuing something over and above it
The pecent and deseont of a riga  constitute the com-
wmon charicteristic When we say that the proprossion
of eseh song will be puided by thiz, we do not wean
that ench will go up and come down strictly follow-
ing the gven direction, There may be many ways
of doing thizs byt all will confonm more or less te the
pattern of the given acscent and descent, Had this
not been the case, the raga could never have been
composed.  Fach =ong brings its own contribution
and enviches the rfim,  Grodually g thess contribu-
tions sccurmulate, the &lapa is born, So Glpa comes
in when there [z o considerable number of zongs in
the raga.

The scope of the riga depends on artistically
composed songs slightly difleront from one another.
Well-known or prasiddba ragss have always at their
digposal a Jarge number of songs while the reverse
is the case with less known or aprasiddha ragss.
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When a clazg is formed, we “recogpisa the unity
of essontial atbeibutes in a multiplicity of individual
instancos” (Wolf, Essentials of Scientihie Method.
P 30 And o type I8 an example of @ class emi-
neatly posscaing the properties of the class, A rga
i5 2 type hocause it possesses the essentdal attributes
of 4 clasa of somes.  Letws attempt a visual anslogy
(& riga i85 aleo wsed in the sense of colowt in
Sanskrit, |

Lict v compare the 13ga to o =pecies of Hower,
zay tho rose, taking each individual somg for a
particular variety of the rose, Umne variety of the
rose may not resemble another in colowr or smell, but
gertain features in it stomp it indubitably as o
pass. Lot us arrange the difforont varieties of
pacea (08 far as possible | in: such & mannet that
oue tpecimen shades off into annther,  If a sequence
of pictures of the roses is now photographed
on a flm and is projected on a sereem with the
help of & clnomatograph, very nearly a visual rige
of the rose. will resmit, A cortain common festure
persists on the screen in the case of the rose and on
the ear in the case of the raga.

(To be troated in detsdl in “Folk-songs and
Melody-types™).

APPEMNDIN VI

Ragas end Emation,

Dioe=z emotion mean the same thing in music and
literature 7 Often it happens a musician i3 moved
o tears in the midstof singing or playing snd he
has to restrain himsell with oreat effort. It iz not
because the music i3 depressing and sl boaptiful
music i3 nob noeessarily sad.  Emotional states in
mitsic are indefinite and fecting. It i3 hardly. possible
& provide musio with o vocabulary  for vocabulary
means linguage and language is based on  anslysia.
The émotional appeal of music i3 vague and not
caaily analyzald.

But musical expevience iz not fsolated and it
bears some intelligible relation to literary expetience
{Cf. Richards. DPrincipks of Literary Criticism,
Chap. I and XX) or elze words and tunes could
nevel co-operate in the production of a song.

To define emotions statez in muszic s epolic,
pathetie, beroie ete, sfter the manner of Banskelk wii-
tors O {0 claasify musical emations into joy, sadness,
longing, amasement ebé. in modern paychologieal ex-
periments (G Edited hy Max Shoen, The Kfbets of
Muaic) is useful only to a limited extent
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Thers haa been recently a physiological approach
to emation, The bodily changes in emotional states
afficting temporature, breathing, hoart-beat and endo-
erine plands have been under ohservation,  Thangh
some: valuabie resulta ame avpilable, mach remains
stiil zpecnlative,  For fustance, adrenalin iz socppted
ko the blood stecam pot only during fear or anger,
bat the same organic state hes been found in foot-
Bail players before 4 game and in students joss before
an examination.  Ewotions like mivth, joy, curiosity
are without known organic states. The same un-
certainty prevails in the  expressive  movements
eomposed  of  pesturss,  inflections of vedce and
facial  exprossioms  associated with  an emotion
(CE. Woodworth, Pevchiology, Chaps, VI and XII)
and az such there is little hope of udi'.:u[:ag|L~rFs~l~.|i11,;g,,.r
the transitions in musical omotion with the presont
technique,

We now come to the problem of relating specific
tunes Or ¥ame to definite ctootions. It has already
bech said that from the wording of songs it appoars
no tune enjov: a4 monopoly of pardeslar emotons,
Aggin in the same sonp with a particelar emotional
eolouring: by words. the singer expresses himself in
various ways in hiz improvisations. He may he

RAGFAH - ARND EMOTION i35

awo-inspiring . with his rapid slides, may be daliving
t0 the point of cffominecy and maey break into
mownful wailing by -turms:  Thera i3, however,
occassiopally an impression that the natur of a
razra like Hindol i3 rather mazouline.

Is there an emotional background bebind the
allotment of definite periods and egason to rigas ?
The vivid procession of time and stagons in o land
it by & bright san under s tropie sky s well-marked.
Though we cannot relate particilar rigas t0 definile
emotions, we teel there may be some rolation between
the time and the tune. There iz little inapiration
for singing on a eultry noon in sumner whereas the
dawn and the sunset affect the mind in an indefin-
able way and theve scema to be a proforence for cer-
tain scales at these pordods, We ave vaguely conscious
there iz some relation bub it canpot be delinitely ex-
prezsed. It cannot be denied, howeyer, much of it
is due to association ond to the presence of words in
somgs describing particular periods.

The plants and apimals respond b0 periocdical
changes of dav oand night, aod of the march of
seqeons  (Cf, Thomson. Biology for Everyman.
pi B47) and it may he that man algo 18 affected to
some extent inspite of his artificial environment.
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APPENDMX VH
Sarpoadena’s Notes.
ECATESA
mnddha Vikrta svarms
AYAraa
nifgda low octave)
kaiéila nizgda da.
ktkalt nizgda de.
chyuta sadja do.
gadja achyata sadia imedium octayek
raabha vikrea reabha
gandbira
shdhirans gandbara
antara gandhica
chyuta madhyama
madbyama  achyuts madhyama

Tridrud  pafichama,  kaidiber
patichama

Y

RCATES 135
Srutly Suddba Vikyta svaras

AVATES
17 padchama
18
1%
20 dhaivata  vikyta dhaivata
i
4] nizida

Chyuta sadja—in sadja =Sdbfvaga ni takes the
first ruti of sa amd o tales the fnal
ifourth) druti of sa, Naturally sadia
takes itz own third frut and &0 hecomes
chyuta.

Achyuta sadja—as kikall ni takes the second
fruti of ea, 84 becomes an achyuta vikrta
in its own place,

Vikrta rsabbha—in sadja-ssdharana i takes the
Gnal feoti of sa and petting four drutis
instend of three becomes vilkpta in it own
placa,

Chyuta madbhyama—in madhyame-sidharaps ga.
takos the frat drut of ma and pa takes
ihe final éeuti of ma,  Madhyama takes
the third gt and becomes chyuta.
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Achyuta madhyama and vilyta dbaivaia sre to bo
interpreted in the same way as achiuta
gadja and vikotn peabha.

Triirutl palichama—rvikyta owing to madhynmna

griima.

Lochana's Nofez.

Srutis  Suddha
Hyaras
1 sadja
EI-
3
| rsabhn
5 ¥
1] gandhara
{
&
i
0 madbyama
11
2
I3
14 pafichama
15
16

Viketa svaris

komala reabha

tivra gandhira
tisratara pEndbdira
tvratama gindhiira
stiivratama gindhira

tivratara madhyama

komala dhaivata

!

:

i

Srutiz  Suddha
svaras
17 dhaivata
18
14 nizEdn
20
21
o4
1 sadia

RCALES 135

Vikrta svaras

Hvra nizada
tiveatara nisida, kakali nissda
tivistama nissda

Tochana uses tho seven fuddba potes and komala
ri, tivTatara g, fivratoma ma, komala dha nnd tvra-
tarn of kdkall ni among the vikta svaras, A shiarp
dha ia however uzed in thata Parva,

Ahpbualn’s Notes,

Syitis - Suddha
ZVATAS

1 zadja

o

]

4 rzablm
i}

i3 gandham

Vikita svaras

pirva el

kourala ri

piitva gindhira

komala gandhfira; tvra reabha
{eddbdrapa )

tiviatara psabha

tivea gandhira (sidhdvana)
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Srutis

o

19
11
12

13
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Snidha

v

Vikrets svaras

tivratara gandhdra (antara)
mpdu  madbyama,  tiviatama
gandhira

madhyama at-tHyratama gindhEo

palichamsa

dhaivata

nisfda

adja

tivra madhyama

tivratara madhyama

Hyratama  madhyama,  mxly
pafichama

parva dhaivata

kowala dhaivala

plrva nizlda

kemaly nizads, tivia  dhsivata
{shdhiirana)

trratara dhaivats

tivin mikica (sadbdrana)

tivratara nisda (kakali)

svratamn meida (kaifika)

Ahobala uses the soven fuddba svaras and five
vikita svaras namely komala ni, tives ga, tveatar
ma, komala dha, dvea ni in the description of v,
I his cise kkali precodes leabgika,

ke

ECATLES 187

Hamamalyya's Nodes,

Soddha

STaias
nizlda

=

At
G-\.-I-].I-

raabha

eandbdra

madhyama

Vikeia svaras

kaifika nisadn; snt-doubl  dhei-
Vaia

kikali ni=gda

chyata sadja ( chyuia-sada-
nizgda |

paticha-frsti psabha

sidhimea  gandhiva, sat-frutd
ranbha

antara gandbda

chyota madhyama  ( chyuta-
madhyama-gindhara )

chynta pafichama. {chyatapail-
chama-madbyama)
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Srutia

i7

15

19
20

)

(=3
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Buddha Vikyte avarag
SIS

palichana

dhrivata

nigdda paficha-gruti dhaivata

Paficha-gruti ri and paficha-druti dba are the
same as fuddho ga and duddhy ni, Antara ga and
k#kalt ni ave not represenitod on the vipd and as such
Ramamatya virtually vses twelve notes in the octave,

Somandila’s Nodes.

Eratls  Huddhba Yikrta svars

[

=1 @ G-l C0 B2

AVALES
nisficda
kaidika nispds, sat-feati dhai-
vata, Hyratama dhaivaia
kakall nisada
mpdu sadja
zalja

raabiia

Srutia
i
]
L

i

£
-

L5

Suddha
EVars

ghnchira

madhyams

palchama

dhaivata

nigada

ROATER 156

Vikria svams

ehadnh - #rati  rsabha,  tiven
yEabha

palcha-druti reabha, tiveataea
psalkia

eidharana  gandhie, sat-frati
raabha, tiveatamn reablia
snbara sindharg

mpdu madhyama

2at-frot  gEndbirg, o tiveatamaa
gindhar

sak-druti  madbyama,  tiveatam
madhyama
midu pafichama

chatub-fruti.  dhoivata, tivra
dhwivata
paitcha-frut dhalvate, tiviitam
ihaivata

Somandtsa uses the terms Hvra, tveatar, tivra-
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bama in o shightly diffessnt way feom Lochang or
Abobala, A pote becomes Hvea only when it bias
fanr Gty and esoquently ga and ni oAl beeame
srvea when they evincide with antars ga and lalli
ni. On Hie basis of this rcesoning tivratamd ga
coineides with gaddha madhyama,

Somandtha - deserbes twelve notes In the octave
o the vind botbe ecmsionally nses additional nobes
in the desrription of tho scales.  Ramamdtya is mom
thoughtinl and necurate in this weapoet.

_.._:-"-"'—H‘F.--E--—- -

AFPENDIX YII
Tl stration of a Rige.
RAGA DES

Seale or Thitti—es re g1 mo po dhe i 21 (say
be named as the kemals ni thate,  In the same way
tho seale of higs Kiphd may be citled the komala
g0 ni thita, that of Bhairavi may be termed komala
ro g dba wi thatn and so on).  Komala g is ooca-
sionally nsed in acdidon to the wgalar potes,

=R

Aroha—=a, 1w, mh P mio s,
ni dhp pa, wa ga o g sS4

Avavha—sa
Re g ma pa and re ma

pa diva ga are adso ocoasionally taken in the froha

anck ma ga pe ga =4 in the avaroha,

Pakad—ma ' T i
, 1 EA Y8 gaosa, Fe, Maro, mMa o paont

dhia pa.

Forty or fifty yvears ngo, rmga Des was heand
usially in Toppd or Thuowt (CL. GG p, 81, and  the
eongs in Des sing by Moijuddin; Jobribai  nnd
Gaharjan presarvod in gramophoné récords) but now
the Kheyal style prodominates. The vaga is trace
able in felk-somgs and Kidan (2 class of veligious
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songsl.  The allied rizas sve Sorat | almast indistin:
guishabla from Desls Javjayanti and Tilak ICamod,
Komala ra has to be wsed in Des with care 50 a8 not
to hring in the elements of Jayjayantt which, hov-
evor: has its own charactervistic paked.  The muldma
or asdas are sa re pa (ré pa may be called the vadi
and zameadly. The other notes dha, ni, wa, ga may
algs be troatod ne ammdas. Ma and ga e the mast
diffieult notas to be used as amdaz az Mallar varieties,
epecially Gaud-mallar which may be inchaded in
e seale of Doz, will tend to appear. Dies and
Horat have the elements of Mallar in the mid or the

continuows’ transition | eido} yha pe {whivh 15 less
pronounced in Harang: and in the kan or the sugpes-
tive note ma used with re and consequently will be
hard to distingoish from Mallar if ma or ga1s em-
pliazized, Ga hos the additional danger of bringing
in Khamaj, The raga is wsually sungin the first
pazt of the night but swing to the deseription of the
rainy season frequently spponving in the songs gy
be treated ns a seasonal riga and a8 such singable af
ail Hme in the rmny seazon.

Algpa—{The time-valoe of notes iz not fixed hut
final notea of phrases separated from each other by
comnad are compantively long)

BAGA DiEs 145

With roference fo =1, 1o, pa &8 nulsig —
1. meacga re geoAa bl 8a oy mA g6 Y 0 B 1O
:
|mA £ Ve, PO ma 24T, TeIna pa ni dba
pa. dba paoma ga e, &1, s v =, "'"'i

dha pa, dha pa ma ga re, e g 58, e ma
pa 1 dha pa,

]

e gica, niogn, niosd e sa, nioni, dha pa, ma
[ B —m— " w -

pa ni dhia pa, ma pe sl ni'sy, 1o ga s, ol

= T L] L] L L] L] s

dba pa, dha pa ma g2 v ga 54, 16 ma P
ni dba pa,

&

re ma pa, ni dha pa, S0 UHL P ni dha pa, re
Za ma po, dha ni dba pa, dha pa na ga e
g4 53, 10 A pa ni dba pa.

The riga doez not normally and natwrsily tend
to take dha and komala ni as andsa which, howewer,
with a little esthotic ingight may be treated a3 addi-
tionat centees;,  The main ddea behind the use of
these notes as coutres iz to provide  cortain phrases
which serve az contrast w0 the wsegular and usesl
phidses waed in the ripa.

4. e ma po dha, ni dba, = ut dha, 54 19 §4 ni

| L] L]

dha, 83 18 #a 51, save ul, ni s dha, pa

&
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dha ni dha pa, pa dhaipa ma, ga re ga s,
vo ma pa, hi dha pa,

L] L] LN ]
B. nisa, niss pesp ol dhn ni, pa dha i, ro ua
L L

pit «dha .*..11-_.1‘ gﬂ e !-;'Iq. re 24 ni, E‘ ’i'-'"m
ni, pa dha ni, pa dba ni d!J.i_r-a_. ttha pa
ma ga re g4 B0, 2 ma pa i dha pa,

Ma and ga will have to he used with great care if
they nro trested sa wmdss and 3t iz pob safe to take
them in the ascent.

8. 16 ga, sae ma pay nidbs pa dha pa may

I|-"-'\- ; e
i moa pa ni dba pa, dha ma. e ma pa

—— — —
dha ma, sh ma ni dha pa dba ma, ga e

ga ga, re ma pa ni dba pa.
T reoga, A P PR WA ga, e ga. e, dba pa

——

dhs ma ga, re gaosd, ga ma i dba pag

p—
dha ma ga, ve ga, &, ve ma pa ni dha pay
The rign may alse be developed in a general way
withont emphasieing any note in particalar,  Thia
1= the general procedurs in the body of the songe.
8. rems pa, nidha pa; dba pa ma ga re gand

. L] | A |

e, I SR e wR a0 bipd s, i ea ni 1o sa

o, i | R ——

RAGA  INES 145

P ) |1 N | Y
ol dha poy dha ma g say e re, ma
pa dba Bt
{Detatled and analytical study of Des and other
Hindustant rBeas witl their history of evolution and
velabion to - allied rhgas with losteations sl be
taken up in “Foll-songs and Melody-types™,)
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APPERDX IX
REFERENCES FROM BANSKRIT TEXTH.

page 24
T BT A |
mR ECREN BRI 1|
el nel AR R |
T EATAS T AT |
Framergdora g snagfim |
qEFg A meen fRufrdi |
Pt g 3 2anueEsa fe )
T g Had s ||
et AT Ry feafnaim ) ( mftEE: )

1t we interpret ‘madhyadese’ as'in the middle
of® with reapect to J..umt.a wa get an uncomfortably
high dhaivata with 4523 vibrations. Bha atkhande
:1-5.:-3 to make it 445'5 by taking the sease as ‘seme-
wheto in the middle region’ and with the help of
snother statement of Ahobala stressing the relation
of BIth in samvadi svares e by taking dha s the
Gith of vl But thiz is opon to ohjectionz. Elsewhors
i the verse ‘madhya’ lisg always been used in the
semso of ‘n the middle of end Abobela while ¢m-

EEFERENCES FEOM S5NSKAIT TELTS 147

phasizing the relation of Afth bitween notes s A P,

il and ma s it any referenco o the notes f
amcl i, T thinke the confusion is dus o the fact that
Ahobala finds the places of the  fuddha and vikifa
notes by dividing the wive and portions of the wire
inte only two or thiee equal parte. Tt 1s difBeut to
bebiere that all the twelve potes adinsted thamselves

b theso 1 ' fractions nnd did not need move complin
fraetional forins.

page RLL

FY g T vERl mewEt | wnfe mfmb
WA q—
el 3 = = S oy g

% =we g AW gfafadan || (T
page 100

TEFFRA GEE 7GRN sArTa |

4 35 AAA: T WA A A | dem ) )

aal Fftal menemet mems: |

A1 Qe JE e ||

fasmisa ferffr: s am: ngsmmds: | 3fa)
page 101

iR afr gifirehen |

frraiadisa: wem: gaf srema m: || { wemrs )
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= et o o @ fetm o g e
=R —fanas |
paga 104
& 4 germarTE s agwannie i |
sqrgAE el gen wawenied gl A
qamEEE, rAafiE gt nd shoomm o
e i AT, TR daaTa Al
fografireead \—( Fr=aamen, |
pagre 111
wgATenal o ney frafifas v )
HaTTn e famaen o 22 0
HTH wiE R wEE
s ferammta 23y fid) wam
o fmf s ageaf |
e gf mzay 2 g wifaar )
RS G RIS ST |
qean] ReTwa Pl FRE T )
memwen g g =meafafily fan
dadt Rerem frp cmgaf |
Firs SR o frmfragh |
et Fepdt 81 &0 (T )
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A Treatkse cn tae Musle' of
Hindoostan, 37, sreface, .

Avarcha (descent), 19, 19, 81,
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chif, 67,

Dhaffila 100G D03,

hropad, 14, 45, 68, 84, 195,

g, 48 56, 1533,

oik-song e, 91, 199, 199, |

% Strangways, 4, H
96, 109, proface,

E=E, B,

Glta-sTtra-airy, 00, peeface,
Flinka, 186,

Goswami, .M, 48 53 g3,
66, 70, 78, 70, 85, 89,

graha, 18, 80,

graime, @0 99, 85 83 W,
BGLLE

Breat coala 1111,

harmonie, wse of, G,

barmeny, 47, 39

[
=

- 8 e B

it

P4,
4,
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Hindustani Sangit Paddhatl, |

ol B4, prelice,
smstamental s, 14,
jE; 18,10, 31,

Jomes W BD 40,

ke, 04, 148,

RbevEl 14, 46, 84, 106,
komala, 148,87,

Eeanil ! Poslak o Malika, 53,

53, predace,
leva itempa), 15, 24, 07.
Lechodn) 96,117,134,
Matado 01,
mated (beat), 14y 94,68,
mciody L1400,
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read f:a® for fa!

aragize the noted a3 In live 23 paga 100
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et * magas of " hetween ‘o’ and ‘other’

add ‘sitaated st the Sth and 93st frulls respocs
tiveli” after *haleali ni’
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