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FOREWORD

These short commentaries of the Sangeet Granthas of the past ages form
a very valuable contribution to the music literature of modern times. In
these the author has left behind a smooth path for a student of the past
history of our music through the labyrinth of the ever changing system of
Rag-Raginis. Indeed, had it not been for the late learned Prof. Bhatkhande's
persistent application to the study of the old literature on the subject with
a definite aim at solving the diverse and therefore mysterious and baffling
methods of explanation of a common topic with which it is filled perhaps
the history of our music of the past centuries would have remained oblivious
to us today. Ever since the time of the Sangeet Ratnakar our music had
been going through a process of reformation as it were. The old system of
Grama-Moorchhana-Jati was abandoned and gave place to the Raga-Ragini
or the Janya-Janak (Thata-Raga) theory. In Northern India the Mahomedan
tulers proved to be great patrons of music and dancing. They brought with
them their own music which, as it always happens in this country, was as-
similated into the then Hindu music. New melodies, new styles of inter-
pretation, new types of songs, new Talas were introduced. Thus today we
have got what we know as Hindustani music which is a beautiful monument
of the fusion of Hindu and Islamic Culture.

In the midst of this reformation a few Granthas expounding the system
of music in vogue in their respective times were written. Two of these,
Ahobala’s Sangeet Parijat and Somnatha’s Ragavibodh had already been
published when Prof. Bhatkhande took up the study of the Granthas. This
does not however mean that they were understood by anybody. In their
anxiety to link up the ancient system of music with that current in their own
days the authors of these Granthas have rendered themselves difficult to
understand. E. G. Somnath explains his music scale in térms of Shrutis as
the ancients did. As to what was his exact interval of the Shruti he is mum.
He bases his theory on a chromatic scale which is current today in the south
as Mukhari and describes his flats and sharps with reference t® this scale.
In the north even perhaps at Somnatha’s time a diatonic scale had already
been adopted as the standard scale. Ragavibodh was therefore difficult for
the northerners to understand. Similarly Ahobala dutifully accepts the
Shrutis and Moorchhanas of the ancients and describes them in elaborate
details in the Swaradhyaya. When however he comes to the Ragadhyaya he
quietly selects from the Swaradhyaya whatever had a practical bearing on
the music current in his time and throws the rest of the bundle overboard.



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

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

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

S. N. Ratanjankar
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A COMPARATIVE STUDY OF SOME OF THE LEADING MUSIC—
SYSTEMS OF THE 15TH, 16TH, 17TH & 18TH CENTURIES.

Mr. V. N. Bhatkhande, B.A.. LL. B.

Indicn Music naturally falls into three divisions :

I. Grantha Sangeetq, that is the music systems expounded in
our old Sanskrit books.

[I. Adhuna Prasiddha Sangeeta, by which is meant the music
that is sung and practised in the present day.

. Bhavi Sangeeta, under which expression may be placed the
music or sangeeta that is to come hereafter.

In this series of articles it is my intention to place belore the
readers the result of my study of music coming under the first division
mentioned above, that is, Grantha Sangeeta or Purva Prasiddha
Sangeeta. The term Sangeeta, as is well-known, includes the three aris
of vocal music, instrumental music and dancing. [ intend to confine
my remcarks to vocal music alone. Even as regards vocal music, I
think I shall have to further restrict my observations to the question of
Shrutis, Swaras, Thatas and the Raga portions of the works which I
deal with. To put it in a definite form, I propose to write in the course
of these articles only of Shrutis, Swaras, Thotas end Raga classifica-
tions as noted in some of the leading Sanskrit treatises on the music of
the 15th, 16th, 17th and 18th centuries.

Two questions face me before I begin. First, what is the use of
paying any attention to the old Sanskrit texts which do not directly
relate to the music of the present day, and secondly, admitting it to be
of use, of finding the best meoms of studying them.

It cannot be denied that with the advent of the Mohammedan
regime a material alteration took place in the cutlook of music repre-
sented by the ancient Sanskrit Granthas. [t is also true that we are
now nearly two centuries ahead of the end of the Mohammedan period
and that during this long interval our music has undergone still more
important changes. There will be many perhaps who will say that a
consideration of the past music of the country would be purely a dia-
lectic and dry discussion of no practical benefit. There will be many
who will rather have the attention of scholars directed towards the
consideration of our music as it stands at this day. The tedlaey of this
position, however, will be easily seen. There is no doubt that we
have to consider and systematise the music we play end sing to-day.
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But how are we going to systematise it ? What systems are we going
to adopt? We know that our music in the past was highly systema-
“tised and that the system adopted was the best for its needs. I would
even go further and say that the system adopted by some of our old
. Shastra writers would be found suitable even for the classification or

systematisation of our own music. The putting on a different suit of
clothes does not change the individual clothed, and similarly, though
there may be, and are changes in the music as it is now, from what it
was then, there is no such fundamental alteration in if‘ﬁg to make the
modern music an essentially different thing. It is, therefc. :, necessary,
in my opinion, to consider the system or systems adopted by our old
Shastra-writers in order to construct a good workable system for our
present music. Though the external appearance of our music has
to some extent changed, yet, the frame work, to my mind, appears
the same. This is apart from the pride one feels for what is one’s patri-
meny. Then again by studying the ancient texts, we can also restore
some of the Ragas, which were formerly popular, but have ceased to
be in vogue and can correct the methed of singing some melodies”
which are at present incorrectly sung. The principal changes which
have taken place, are either as regards the names of the Ragas, or the
notes used in them, or as to the Thatas to which they are to be assign-
ed; or perhaps some of the ancient graces emd “Gamoks” have lost
their ancient forms and so forth but in the main the substratum of our
music is undoubtedly the music of the past, end that being so, a study
of the past music, in my opinicn, is essential. All art, as we know from
experience, is progressive, and the Music of today will be the music of
the past in a few years more. But the study of any art is incomplete
without the study of the progress which it has made, which again is
of material assistance in the study of the art as it exists. It is rightly
observed that in order that a body of artists who represent any parti-
cular art should really be proficient in it, they must be well-versed in
the fundamental principles of it. In the present moment, unfortunately,
most of our professional artists are not learned in the science of music
and the theorists are not well-versed in the art. I am only speaking of
my part of the country. This state, however, is happily passing away,
and the Indion nation is now taking a great interest in the subject. It
is to be expected that at no distant future we shall have people who
combine in themselves both the art and the science of Music and then
the progress we make will be both rapid and stable.

Having so far tried to show the importance of the study of the
ancient sanskrit books, I shall now come to the second question, name-
ly, the subject matter of the study. Before taking up the consideration
of this question, I may here point out that the Somskrit works I have
selected for consideration almost all belong to the period when the
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country* was under the influence of the Mohammedan rulers. The
Granthas belong, as will appear, from the title of this series, to the
- 15th, 16th, 17th cnd 18th centuries.

: The number of treatises on Indicn Music which are still extont
will go over « hundred, and these lie scattered all over the country.
Intending students will find a list of the works extant in the fomous
book on Indicn Music by Captain Day, the reports of the Poona Gayan
Samdj, and the catalogue of the Gramths of the Bikaner library by the
late Rajendralal Mitra. 1 have already mentioned in the first part of
Hindustani Sangeeta Paddhati at pages 192-195, the names of the
music works which I came across during my travels. The libraries of
Bikcmer, Mysore and Trivandrum contain the most valuable collections
of Music books. I am informed that there is a decent collection of Music
Mcmuscripts in the Nepal library too, but I have not been able yet to
get access to it. Still we can get at nearly fifty to seventy-five treatises
on music from libraries I have mentioned above. [ mention hereunder
the treatises which are available in each of the libraries above referr-
ed to. - '

In the Library of His Highness the Maharajah of Bikemer there
is a large collection of Sanskrit works on Music. I give the names of
some of them below:

1 g g 18 9|
9 AR 19 1 FEAGE
—,—ffo Jo

3 Ho YIEARE 20 &= U

4 99 4. G 21 w9% 494

5 "o AT B 29 Ho AF&

6 &o AFIFT 23 &. gwES!

7 &g AR 24 T

3 giitg FquE 95 g% A

) do JFIIR LK 26 unaArer (gsiF)
10 &fidoes 27 Estli—,,,
11 %7 31 928 g4 faug-,,
12 @ds FaMa 99 de e 9AIRA .,
13 %7 Fig% 30 &g IR
14 %%T %19 31 "o &R FAAT
15 &o F=qq® . 89 @I WS
16 ww fFama 33 g
17 st 34 gl qrR=d



e R —

35 @o AR FHSH
36 He ygE@EAE
37 gaweIREIRamE
38 do UHEHIGE
39 dc IYMATAR

40 g gdor
41 o sAgSIaT
42 do gqo-figd
43 qaH

14 GEFOarey

45 GAFE H (FFEA9 )
The following Sanskrit works will be available in the Govern-

ment Oriental Library, Mysore.

1 sfragdor
AATIFE
STHATAGHR
HiZ A
@i gqu
AN

gi@ g

= 0D

-] o Ot

8 gifig awE
9 SfgagIFOn
10 =gl
11 @3ifd sgu

12 gifiagaTEn
13 giliasguifas
14 @EEN

15 HF@sFSIEM
The following Music granthas will be found in the Palace Library

at Trivendrum.

1 ITgRE|n
2 qFHT

3 arEmagEIf
4 FATHAIHR

H ABUAATT

6 AZEg

7 qEIFE"

8 TEHEETE
9 @i faamdi
10 ,, =@M
11 &g g4
12 ,, garst
13 ag@E@Eq
14 @d@iRegn

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

1 4| waEat
9 &4 WHEE

3 EWSFESIRIY
4 i/ qFE

I am informed there are some more lately acquired by the

Baroda Government.

The following are the treatises available in the Library of His

Highness the Maharaja of Kashi-

i G
CRIGRE CEC]

= W0 b

g3fig @rEst
5 difig Qe

o (EEIH U

6 TIErEaS

7w I e e
8 3@ a-( 99 )

O FuurE AEF (939)
10 A=EZIT%
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The following are the Sanskrit works available in the Tanjore

Palace Library :

1 @iig agg
2, gwEeE

3 AR

4 su¥aTRg

5 sEITEgaleSHe
6 qrBIEdR

7 qI% sgn

8 a1z s

9 IEHE .

10 awzmamigs

11 9 &g

12 EHs wigdmq

i3 &g a5

14 F@Eita=sg a1 Aequg
15 @diig g0

16 o wHTEH

The Government Oriental Library at Madras has the following :

| 9@ guw
9 T @A
3 &g gdor

4 ,, wE

o &g arEay
6 RTwsIHE
7 @i
8 TESHEET

The following works are supposed to have been acquired for
the Royal Asiatic Library at Calcutta, by Mahamahopadhyaya

Harprasad Shastri ;

L Tfaa

9 wreEag

3 EEEFA

4 afigang

5 wimfrfaza
6 aseasal
7 Adfg (gAeA

15 qugsE

8 AWeHET

O "isaTag

10 sfatdiasEy
11 @i @
12 adfiganr

13 sifgar

14 wgmaaE

Having so far given a list of the works which are extant on the
subject, and having also stated where they are available, I shall now
mention the titles of such of them as have been already printed cnd

published.

1 &g &

2 quaaEE T

3 WWSFAENATT |
. 4 wEE

5 ageeaEIEH
6 gia awgy

7 g a%i{E

8 @EFEERY

9 WEIwY -
10 @vitg qifsma
11 wadigs

12 gEa9s



13 R - 20 wguaTiaiga

14 wigFt e 21 uiseT

15 el (ge%) 22 FEARE=SatEETIY
16 TR (ems ) 23 HENRAAGHENT
17 wng=afdig 24 wfEERdug

18 SqEiatarFt 25 @iggdory

. -
19 N C (153

All these printed books are now available at a very small cost.
Copies of the others which remain to be published can be got in manu- -
script form on application to the Curators of the lercmes which
contain them.

I have now to state which of these printed works in my opinion
ought to be read by every careful student of Hindustoni music in the
present day. With the permission of the readers, I may state here that
I have personally gone through most of the works mentioned in the list
mentioned above, and have published such of them as I thought to be
of practical use. These publications have been placed at the disposal
of the public almost at cost price, so that the whole set of them can be
had at a very small price.

1 propose now to briefly state the results of my study of some
of the most prominent and interesting of these works.

The first question which will naturally suggest itself to any
student of music will be where to begin the study of the ancient
Granthas. He is always told that the Music of India has been handed
down to him from the Vedic times. .Sanskrit writers always say that
our music has been derived from the Sama-Veda. True, they never take
the trouble to show the connection between the two. But they never
omit to say so. The student, therefore, naturally likes to know if there
is any satisfactory evidence by which a connection could be establish-
ed between the music of the Soma-Veda and the Music which he
actually sings. I must confess I have not had cn opportunity of study-
ing the Music of the Sama-Veda and that I am not in a position to say
anything about the same from personal knowledge. I cm told that the
Music of the Soma-Veda was of an extremely elementary character,
being more or less of a chanting type. The research into the Music of
the Sama-Veda, it appears to me, will be a matter of purely historical
and antiquarian interest. Those who have already done some research
work in that direction tell us that there were seven Swaras torthe Gamut
in those cncient times. But they have not yet been able to determine
their relative pitches, nor how the present music scale came to be evolv+
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‘ed out of the oncient Swaras. I may quote here what my learned
friend Dr. Prabhakar Bhandarkar of Indore has to say about the diffi-
culty of determining the relative pitches of the Swaras used .in the
Sama-Veda. He says “"From Sangeeta Ratnakara I Chap. v P, 58, and
the Naradi Shiksha, it would appear that a “"Rig” was chanted in mono
tone, a "Gatha” in two notes, and a Sama in three notes, a scale of
four swaras seems also to have been used, and was called Swarantara.
In what relations of pitch the notes stood in the last three cases, it is
impossible to say. We are also ignorant of the stages by which the
three notes of the Sama chant rose to the number seven, nor can we
say with any certainty what relation these seven notes bore to the well
known seven notes of the later music. The former were named Krishta,
Prathama, Dwitiva, Tritiya, Chaturtha, Mandra and Atiswara. It is
certain that these are in descending order of pitch, but in what exact
relation, it is impossible to say. Moreover, the rnames of the Sama
notes, seem to have varied from time to time and in different parts of
_ the country. The enumeration and notation by the first seven numerals
is more modern.” (Vide P. 162 Indian Antiquary July, 1912).

In order to obtain, if possible, more information about the exact
pitch relations of the Sama swaras, I personally visited Benares and
consulted there such learned Samavedis as Wamanacharya, Bapat
Shastri, Genesh Guru ond others, but I am sorry to say that they were
unable to give any satisfactory explanation. I understemd, however,
that a lot of research work on this subject is going on in the southern
presidency where, it is said, a more intimate knowledge of the Scmskrit
granthas exists. For myself I have already confessed that I am unable
to throw cmy light on the Sama scale just ct present. In cny case I
suppose, it would not be of any practical use to enter into the subject
of Sama music for the study of our present music.

The Granthas with which I propose to deal in this series, as be-
ing, in my opinion, necessary lor such study will be :

8 Faarasg
O IRTgRAEAS

1 TR 10 HAguETaens?

9 TEARGF 11 SaEeE «

3 TEEE 12 smiga

4 g g 13 wasi

5 WERERIEYT 14 @awsFeam
6 wwme (gsiF) 15 wEEE

7 UTESAL (YE{F ) 16 g9 FUgd

17 wgafessnas
18 ey



We shall for a moment take it for granted that the first thirteen
of these relate to the music of Northern India, and the remaining five
to the musie of the Southern presidency. It is well-known that there are
these two music systems in the country. The Northern system is known
as the Hindustani system omd the Scouthern is called the Karnatik
system. I am not an expert in the Southern system but I have studied
to some extent the texts relating to that system. I con of opinion that o
student whe con follow the Granthas Swaramela-Kalonidhi, Roaga
Vibodha, Saramrita, Chaturdandi Prokashika end Raga. Lakshana
will find no difficulty in acguiring a fair knowledge of the Southern
system.

The readers will perhaps be surprised to see that among the
Granthas I propose to deal with, the names of the Natya Shastra of
Bharata and Ratnakara of Sharangdeva do not appear. 1 have omitted
these two Granthas on purpose. I do not deny their importance, but as
far as I know none of our modern scholars have successfully solved .
the numercus difficult questions that facesa student who wishes to
make a careful study of these ancient works. [ know there are some
works dealing with them, but they do not satisfy me. Attempis are
made now-a-days to show that the scale used by Bharata and Sharang-
deva is nearly the same as the one used by our present musiciams.
The modern theory of Harmonics too, by some clever interpretation,
or shall I say misinterpretation, is sought to be unearthed from the
ancient Sanskrit works. Ancient Murchhanas, Jatis, and Ragas are
boldly placed before the public for acceptance in their new garbs,
though, it must be stated that these have upto now failed to impress
those who have devoted some of their time to the study of the
Granthas. I have, therefore, studiously avoided entering these con-
troversial matters in these articles and have selected those Granthas
only which being easier to handle appeared to me to be of great precti-
cal importence. [ do not, for a moment, insinuate that the attempts to
solve Bharata and Ratnakara that T mentioned above are deliberately
mischievous. We mayv say they are perfectly honest. But as they fail
to satisty the usual test, I have preferred to omit thé consideration of
the two ancient treatises on this occasion. I may mention here that
there is a great difference of opinion among our modern scholars them-
selves as to the question whether or not the shruti was a fixed unit.
Some scholars say it was, others deny that. Needless to say, the defini-
tion of Shuddha scale hinges on the solution of this question. We all
know that the Ragas of Ratnokara are defined in terms of the Mur-
chhanas ond Jatis, and these would remain indefinite so long as the
Shuddhe scale remains unsatisfactory end indefinite. So that, until
there is a consensus of opinion as to the right value of a Shruti and
until it becomes possible to determine the Shuddha scale of Natva
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Shastra and Ratnakara, the two works are bound io remain sealed
books. These two books, therefore, in my .opinion, go outside the
sphere of study of the ordinary music student and enter that of the
.research scholar. Reverting then to the list [ have glready mentioned,
1 shall deal with the Granthas therein named. About these there is a
tolerable amount of certainty and also not much difference of opinion.
I do not suggest that the music of those books is the same as that of
Ratnakara or of Bharata, but these treatises are likely to throw con-
siderable light on the music we sing and play today.

The great difficulty which a student of Natya Shastra and Ratna-
kara meets with at the very ouiset is that of correctly locating the posi-
tions of the Shrutis and the Swaras of those two ancient treatises. In
the absence of a satisfactory solution of these, the remaining portions
of the treatises remain perfectly unintelligible. The Gramas, Murch-
hanas, Jatis and the Ragas, have all to be evolved, as we know, from
the Shuddha and Vikrita Swaras which again depend upon their
Shrutis. The positions of those Shrutis and Swaras, therefore, require
to be placed beyond dll reasonable doubt. It will perhaps not be out
of place here to indicate how the difficulty for the student arises while
attempting to study the Natya Shastra. I do not think it is anywhere
disputed now that the Shruti Swara arrangement of Sharangdeva is
essentially the same as that expounded by Bharat. If we then are
able to arrive at any satisfactory conclusions as regards Bharata's
Shrutis and Swaras, it would hardly be necessary to investigate the
Shrutis and Swaras of Sharangdeva. We are told by our research
.~ scholars that Bharata lived in the Sth century A.D. and that Sharang-
deva wrote his Ratnakara about the middle of the thirteenth century
AD. We shall not dispute these dates. The great question before us
is, what does Bharata say about his shrutis and Swaras, in the Natya
Shastra. Fortunately for us, Bharata has very lucidly explained his
Shrutis and Swaras at P. 304, Chap. 28 of his work the Natya Shastra,
and it will be interesting to go through his explanation. But while
doing so, it will be useful to constantly bear in mind the following two
or three important rules generally followed by careful research scholars
while interpreting ancient texts.

(1) The mind has to be kept entirely free from cn;y preconceiv-
ed ideas or theories.

(2) No statements or assumptions should be made which are
not strictly warranted by the text in hend.

(3) In the interpretation of ancient texis the directions given by
the author himsell as a guide for interpretation must be
strictly adhered to. It will not be permissible to take as
a guide what subsequent writers have said on the subject.
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With these important cautions in mind, we shall now approach
the subject of Bharata's Shrutis and Swaras.

To begin with, says the author: “gwmsm AUIEE: G9H: FA: |
999 FFTCIFNEIEA ARIEATAE g gi: [n foct, in this small
sentence he lays down the definition or rather the measurement of his
Shruti. He tokes it for gronted that his learned readers are practical
musicians? who know the difference between the Panchama of his
Shadja Grama ond that of the Madhyama Grama. With that assump-
tion, he further explains his method of fixing the Shrutis of his scale.
The Scmskrit passage may be translated thus: “In the Madhyomao-
Groma, the 'Ponchama’ is lowered one shruti, This lowering of the
Panchema to obtain the Madhyama Grama 'Panchama’ or the raising
of the Madhyama Groma ‘panchama’ by one shruti to obtain the
Shadja Grama ‘panchama’ is the measure of a shruti.”

frgae arAfeIEE: |
Tramslation.—"The following excmples will clearly indicate the
position of the shrutis.”
791 T A1 geasHINd=gERAaTe =S s A # |

Translation—"First let the vinas having wires, instruments of
playing, wooden frame, and murchhcmas be made of identical qudlity
and let them both be tuned tc the Shadja Grama scale.” (Evidently
he expects readers to know how to do it).

Now,
TARFAEAT AAAANGH] FeAT TAAEAEFS FAT |

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

A1AT GIREAIG 9SS AMAH FA

Translation.—"The next step is to make this Madhyama-grama-
vina a Shadja-grama-ving, not by restoring the lowered ‘panchama’
to its original pitch, but by taking it as a real Shadja-grama ‘panchamda’
of four srutis.” (In other words the author wishes the reader to lower

all the other swaras of the scale, namely gy, ¥, 7, H, q, 1,

Thus, ©f (&r 4mn) Zlaw FE0 AaW |

Tramslation—"The whole Modhyaoma-grama-vina after this
would be lower than the other untouched shadja-grema-vina by
one sruti.”
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A aEEANENT |

Tramslation.—'By repeating the same operation (i.e. by lowering
the new madhyama-grama-vina ‘panchama’ one sruti and accepting
_the same as shadja grama ‘panchama’) the result would be

wafrmea €Al gavedt dagadt At e o

Tremslation.—"'The swaras '‘Gandhara” ond ‘Nishada' would
coincide with the 'Rishabha’ and 'dhaivata’ of the Shadja-grama-vina
because they are only two srutis higher in pitch than the 'rishabha’
and ‘Dhaivata.””

ARERAETAas At dun aesiarEa: FyerE |

Tremslation.—"Another similar operation and the 'dhaivata’ and
‘rishabha' of the 'Chala Ving' will enter, that is, will coincide with the
‘panchama’ and ‘Shadja’ of the untouched vina the distance between
them being only three srutis. (We know that according to all encient
writers the 'dhaivata’ and ‘rishabha’ are only three srutis higher than
the panchama and 'Shadja’ respectively).  ggrgaig@Eri &g q9dT
SASSAl Al wew aran fEE: sl 9g: grEwEn |

Tramslation.—'One more repetition, and the 'panchama’ ‘Madh-
" yame' and ‘shadja’ of the chala-vina will coincide with ‘madhyama’
‘gandhara’ and 'nishada’ of the ‘achala-vina,” the distance between
the two sets of swaras being only four srutis.” :

G fradee SEIET AT HaT: qAquaer: |
Translation.—"'This illustration will clearly show the twenty two

srutis of the two gramas the author expects the reader to locate the
srutis and Swaras in the light of this explanation.)

If we assume our interpretation cf the text to be correct it will
appear that Bharata's reasoning is quite lucid and at the same time
sufficiently simple. The following observations will make Bharata's
view more clear. To begin with, Bharata says, that the two vinas are
first to be tuned to the shadja grama scale. We will say there are only
seven wires to represent the seven notes of the scale on each of the
two vinas.  Evidently then, seven wires are to be tuned to the seven
correct notes of the shadja grama scale. [ have already said that
Bharata pre-supposes in his reader a perfect knowledge of the 'pan-
chamas’ of the two Gramas and an ability to tune the vinas according
to the directions he prcposes to give. When one of the vinas is to be
made Madhyama gramic, all that he means is that the wire represent-
ing the 'ponchama’ in the shadja grama is to be slightly loosened so as
to make it produce the '‘panchama’ of the madhyama, all other notes re-
maining in their original positions. The second direction of the author
is most importemt. He directs the madhyama gramic vina to be con-
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verted again into a shadja gramic vina, but he wants this té be done
not by restoring the 'panchama’ fo its original pitch, but by accepting
the changed 'panchama’ as a proper 'panchama’ for the new shadja
gramic vina. Now we know that this can be accomplished only by
lowering all the other notes of the vina by one sruti and that is what
Bharata says will be the result. He says

. “ o & Ao gewEer At |

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

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

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

The chief objsct of these articles is to place before the readers «
comparative analysis of the different Sanskrit works on Indicm Music
written at different times, in order that such comparison should help in
the determination of a suitable system for our present Hindustani Music.
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In dealing with the Sanskrit texts, [ propose, as I said before, to
give in each case the following details (—
(1) The name and place of the author, so far as can be traced.

(2) The probable date of the work.
(3) The explanation of the Srutis and Swaras as explained in
the ireatise.

(4) The Thatas, if any, used for the classification of the Ragas.
(5) The Janya Ragas and their classification under the Thatas.
(6) General remarks.

In some cases, charts showing the positions of the Srutis and

Swaras will be given for ready reference.

RAGA TARANGINI

The author of this work is Lochana Pandit. He lived some where
in the Mithila district. The date of the work as given by the author
himself is as folows,

YEgEIRANT ARG AAUTIREY |
ANFHEAR  gATEAE (A |

According to this, the date works out at Shaka year 1082. Some
of our music scholars are of opinion that the date is more or less doubt-
ful, and in support of their view they rely on the following internal
evidence supplied by the work. Lochana Kavi quotes from another
poet Vidyapati, who, it is believed, lived about the end of the fourteenth
century A.D. The late Raja S. M. Tagore in his Universal History of
Music tells us that Vidyapati was in the service of Shiva Singh the
Raja of Mithila in the latter half of the fourteenth century A.D. Copper
plate evidence also goes to show that a Rajah of Mithila named Shiva
Singh gave a jahagir to the poet Vidyapati in the year 1399 AD. Un-
less it can be proved that this Vidyapati is not the same af that from
whom Lochana quotes, we must uphold the contention of the scholars
who doubt the correctness of Lochana's date. Another point these
scholars lay stress on is that Lochana in his Tarangini mentions clearly
Mohamedan Ragas like 'ITmam’ and ‘Farodast’, which ragas, they argue
could not have become so popular about the Shaka year 1082 when
the work purports to have been written. Lochana in the above sloka
gives some astronomical details, but as I have not been able to ascer-
tain what the reference reclly means, I am unable to fix the date from
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them. Hrdaya Narayana Deva, the author of Hrdaya Prakasa and
Hrdaya Koutuka quotes from the Tarangini. These two last named
treatisesy were written about the year 1660 A.D.

We shall now go into the subject matter of the Taremgini.
Lochana, after giving the divisions of Gita as Nibaddha and Anibaddha
at once takes up the question of the Srutis. In common with all his
predecessors, he recognises twenty two srutis, to the scale, with their
well-known names Tivra, Kumudvati, etc. The chstnbutnon of srutis
among the seven shuddha swaras, as aw FESARTUTHAL: | Fo
is also accepted by him. The swara becomes manifest on its last sruti.
The accompanying chart will show at a glance how he places his
swaras on his twenty two srufis.

Chart Showing the lShuddha and Vikrita Swaras of the Raga Tarangini.

gt Shuddha - Vikrits Sprgg, Shuddha  Vikrits
swaras. swaras. sSwardas, sSwdaras.

&l 12 Al ... ( qrEraw Temr)
2 FHUEHAT 13 AR TE WIW Sfd dfEaw atert
ESR C vy ferdi

¥ SAdl T8 §IH 4 T GERER

& ZFE eI C

§ T FAS T te HBIMAT T5 997

o I I& W 9¢ W[

¢ 0 2 ARV ...

R FidT  ¥E AER 0 W WE AT FA@ WA
to AGHE ... (FFT AER) 22 I

g2 wERel ...  ATH@ AER 22 G I5 [

y i ver (AT fATR) 2 FEEEl .. dAGCATE=wEIR
3 Al oo ( EieEw )

(For detailed explanation, the reader is requested to refer to the
translation which follows).

TRTAAOfT EeEET AF0 |
aERT i AT A4 T uadr |

o

oy o Saea a1 @Edr aar |

Translation —When the notes 'ri’ or ‘dha’ are played or sung
on their penulhmate srutis, hterally when they give up their last srutis,
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they are supposed by experts to have become komal ri and Komal dha,
(flat 'ri' end flat 'dha’).

. Observation.—Shuddha ri and shuddha dha are the sounds of
the seventh and twentieth srutis respectively in the ordinary twenty two
sruti scale. Komal ri and komal dha therefore, will be the sounds of
the sixth and the nineteenth srutis. The Orthodox view has always
been that a shuddha swara manifests itself on its last sruti.

TR WeqAEANg sra: swwt g -
CEUIE I E R e B (iR ol

Translation—When Gandhara stands on the first sruti of Mad-
dhyama it is said by the experis to become ‘tivra’ or sharp.

Observation—The srutis between shuddha ‘ga’ and shuddha
‘ma’ are four, the fourth being the sound of the shuddha 'ma’. The
gandhara therefore could move up four srutis, right upto the place
occupied by the shuddha ‘ma’. It will be carefully noted that the note
'ri’ only became komal but not tivca. The note gandhara again, only
moved up and became tivra, bui was not allowed to go back cmd
become komal.

el 939 q@ dfFac wa |
FAIAQ FEFaeIi=aT: oa: |
Fadwd  JgafgdEaw:  &@a:
Translation.—When gemdhara stands on the second sruti of mad-
dhyama, it becomse tivratara ‘'ga’ end when it stands on the third sruti

of that note it becomes tivratama 'ga’. When again it rises up to the
fourth or last sruti of 'ma’ it becomes ati-tivratama 'ga’.

Observation—A glonce at the sruti swara chart will show that
ati-tivatema 'ga’ end shuddha ‘'ma’ are identically the some sound.
The object of giving two different names to the same note will be clear
when we examine the difinitions of the ragas later on.

YFE] 9 [WAREe gEd q9a gfw | .
qal wAifae:  @isfy dEsairdiEa |l
EGRICIE B EG R - B [ EE 2 [
g 989 qg1  dEaa: &ga: |
Tramslation—When nishada takes the first sruti of s;*hcrdjc:, it be-
comes tivra nishada, according io those who are learned in music.

When nishada takes the second sruti of shadja, it becomes tivratara ‘ni’
and when it takes the third sruti of shadja, it becomes, tivratama ni.
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Observation.—It will be observed that although the distance of
the shuddha shadja above the nishada is four srutis, the rise of nishada
is only through three srutis. Shadja and panchama do-not under any
circumstances, take the names of their respective preceeding notes.
It will be remembered that gandhara could rise up to the fourth sruti
of maddhayama, and become ati-tivratoma 'ga’. There are four srutis
between ‘'ma’ and 'pa’, but ma could rise only upto the third sruti of
‘pa’ and *become tivra ‘ma’ tivratara ‘ma’ ond tivratama 'ma’. There
is no ati-tivratama ‘ma’.

s=weq & Adl g8 fae: FiEe A |
dEal fwiRg fan ¥7 fEed:
Translation—When nishads takes two srutis of shadja, it is also

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

" Observation—Kakali is a well-known swara nome in the
southern music system. Kakali nishada corresponds with the tivra
nishada of the Hindusthomi system. Sadharana 'ga’ Antar 'ga’, Kaishika
‘ni’, and Kakali 'ni’, are now universally understocd to mean komal ‘ga’
tivra 'ga’, komal 'ni’, and tivra 'ni’, of the Hindusthani system. The
important question before us will now be what was the shuddha Thata
of the Raga Tarangini? The answer will be it was no other than the Kafi
Thata of our current Hindusthemi music system. The shuddha ‘'ga’ and
cand shuddha 'ni' of Lochena Pandita are the Hindusthani komal ‘ga’
and komal 'ni’. The conclusive evidence, however, on this point will
be seen when we come to discuss the Thata definitions. The shuddha
Thata of the Tarangini could never be our modern Bilavala Thata, be-
cause, the tivra ‘ga’ and tivra ‘ni' necessary in the Bilawala scale are
vikrita notes according to the Tarangini. Then again it will be noted
that the notes 'ri’ and 'dha’ become komal 'ri’ emd komal 'dha’.

Lochana Pandita lays down the following twelve Thatas and
then classifies his ‘jonya’ ragas under them :—

(2) et (4) ¥R (%) garsi
() A - | (8) gAA. (20) gat

(3) M (s) @E _(22) gErd
(¥) FZ (¢) 79 (23) gi9®

These Thatas are described by the author as follows:—
{1) BHAIRAVL

AG: TEEY F3G] AEAAn 99«a: |
M agawapw Wd Smw gl
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Translation—The seven shuddha swaras should be carefully
sung or played and the moment that is done the Thata called Bhairavi-
will be produced. .

Observation.—This definition of the Bhairavi Thater will no doubt
cause surprise. The Bhairavi Thata known to the student of Hindusthani
Music takes komal ‘i’ and komal ‘dha’ that of Lochana is the Kafi
Thata. The Bhairavi mela of the southern system takes 'ri’ tivra and
‘dha’ komal of the Hindusthani system. Lochana evidently knew the
southern practice as well. Because in the next verse he says i— -

o g r{{an T vad wws fg: )
LTS qH(H!ﬁF A ISR ||

Tremslation —Others use a komal dhaivata in the Bhairavi raga
I know, but that is incorrect . Bhairavi with a komal dhaivata will not
be pleasing.

(2)" TODY.™
IE: FEET: FAT {91 /Y T FES |

ISt guf &9 ad sEware: |

Translation—Take the seven shuddha swaras again. Make 'ri’
and dha komal ond the resulting Thata will be Todi. It should be
sung as such by the singer.

Observation.—The Todi Thata of all ancient Scmskrit writers
corresponds with our modern Bhairavi Thata of the Hindusthani syster.
Any of our southern friends will confirm this statement. The Todi Thata
of the southern system is even now the same as our modern Bhairavi
Thata. This verse proves that the shuddha scale of Lochana was our
modern kafi Thata, because the Kafi Thata could easily be converted
into the Todi Thata, our modern Bhairavi by making 'ri’ end ‘dhe’, komal.

(3) GOURI

T Al T A E gdl aermer 3 |
IR wEE frerea W osdeal o

Translation—If in the last mentioned Todi Thc:ta, the note
gendhara takes two srutis of maddhyoma, and the note nishada be-
comes Kakali, the resulting Thata will be Gouri.

Observation—The Gouri Thata of the cmcient writers is uni-
versally admitted to correspond with our modern Bhairava Thater:
Here again we have further proof to show that the Shuddha Thata of
Lochana was our Kafi,
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(4) KARNAT.

qFI: A9 @UEAT AEN FIAErEa |
yEif & adl far #0E sEd a@

Tromslation.—If you take the shuddha swara scale of seven notes
and raise gandhara therein by two srutis, the resulting Thata will be
Karnat.

Oi)servcrtion.—The Karnat Thata will be the modern Khamgj
Thata of our Hindusthoni system in which all notes except the
nishada are shuddha. !

{5) KEDARA.
wq afy fAuEsaqg FEE AafaEEey |
gt sufmaeE waEfRafasEEr |
Tremslation.—If in the Karnat scale, the nishada becomes Kakali
the vina will produce the Thata known as Kedara.

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

(6) IMAN.
w afy ¥ fed Aeqd: 99aey 9q |
geifd & #dl uv fad1 Sgd asr
Tremslation—If in the last mentioned Kedara Thata the mad-
dhyama takes two srutis of panchama, the resulting Thata will be Imamn.

Observation.—This is exactly our modern Yamem Thata of the
Hindusthomi system. The only difference is that the modern Hindu-
sthani musicion uses the swara nomes tivra 'ga’ tivra 'ni’ and tivra
‘ma’ in place of Lochena’s Tivratara ‘ga’ tivratara 'ni’ and tivratara ‘ma’.

(7) SARANG. (A)

g afy ¥ atam:  gEResda =76 |
o9 g% [MuR: T @R Sd aqn )
Translation—If in the Iman Thata just described, the Ga coin-

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

Observation—The Gondhara which stands in the place of
shuddha ‘ma’ would be called ati tivratama 'ga’ and the dhaivata
standing in the place of shuddha nishada would be called tivratara
‘dha’. In oncient music, two notes of the same denomination were not
allowed to appear in the same scale. Hence the use of the atitivratama
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“'ga’ for shuddha 'ma’. The Saranga scale was to be formed from the

Imam, and this last already had the tivra ‘ma’ in it.
(8) MEGHA.

afmEl ¥ aeae Feer aEal i |
waak  wwssE s SaEd )

Translation.—In the Megha Thata the dhaivata and nishada, will
be those of Saranga, and the gandhara end maddhyama will be the
same as used in the Karnat Thata.

Observation.—The retention of dhaivata and nishada of Saranga
merely means that both nishadas have to be used in the megha scale.
The 'ga’ and 'ma’ of Karnat would mean tivratara ‘ga’ end shuddha
‘ma’ practically. In the Saranga Thata there were two maddhyamas
(tivca and komal), but no gandhara. The ati-tivratama 'ga’ was only
cnother name for Shuddha 'ma’. The difference, therefore, between
the Megha and Saromga scales, will be clearly seen. Our modern
shuddha ‘dha’ of the Kafi Thata does not appear in the Megha scale.

(9) DHANASRI.

FAA: FWS TG A AR |

geifd & ydl ¥y g9ee A ||

Yaa: FwA e sswer & oA 74 |

TR Al w1 aAriEEs el
Tremslation —When rishabha becomes komal and gandhara
takes two srutis of maddhyama, when maddhyoma takes two srutis
of panchama when dhaivata becomes komal end the nishada takes

two srutis of the shadja, the beautiful scale known as Dhanashri is
the result.

Observation.—This scale is the same as that of our Puriya
Dhanashri. It is well-known that in this Hindusthani scale, the 'ri' and
‘dha’ are komal, and 'ga’ ‘'ma’ and 'ni’ are tivra.

(10) PURVA.

TR W awdra fAmEgawt  yHg )
gEIfl Saaws @A et
Translation.—In the Purva thata, all the notes of the Iman thata

with the exception of the Dhaivata are to be retained. .The dhaivata
is to be rcised one sruti.

Observation.—In this scale then we have 'sa’, '1i, 'ga’, 'ma’, 'pe,
‘ni’, all of the Iman Thata and komal 'ni’ which will be called tivra
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‘dha’ by Lochana. No such scale appecars to be in use in the music
system of Western India at present. But there is one like it in the
Southern system and is known there by the name of Chitrambari.

(11) MUKHARL
g3): TEEWRAY udd: - FEer  AqAq |
Pl ST gE e dieafhedar )

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

Observation.—This scale will correspond with the modern Hin-
dusthani Asawari Thata or according to some the Iaunpun Thatar. The
Southern scale cmswering this description would be Nata Bhairavi.
There is a Mukhari scale in the Southern system also but it materially
differs from Lochana’s: Mukhari.

(12) DEEPAKA, .
The author gives no deflnmon of tl'ns Thata, He simply says -—

Haf" i?-kan S8 |

This shows that the Raga Deepaka had already gone out of use.
Lechana says, if the Raga has to be revived, its features should be
settled by the best living experts, evidently in a Conference.

Quaere—What becomes of the usually told story that the raga
deepaka was sung by Miya Tonsen with disastrous results to hn:nself
in Akbar's Court.

The twelve thatas of Lochana with their swaras may be written

in terms of the Hindusthani swara names thus.

(1) Hdi—ar, {1 9%, 71 F98, ¥ TF, T 95, 9 TF, [ F9S |

(=) dig—ar, 1 $14%, 7 43, 4 I, 7 9%, 9 F4s, @& Fq989

(1) Ai—al, & 943, 798, ¥ 98, T IE, 9 7S, 7 9% |

(¥) ®mz—ar, & 9%, 7 9%, ¥ 9%, 7 U, 9 95, ¥ w@e |

() FZR—H1, { 9%, 71 %, ® IE, 7 9%, 9 9%, 1 35|

(&), 399—aL { I%; 198, W dHA, 938, 935, MIF |

(o) R —al, § I8,x% 75, & d=, 7 9%, X, [ F98 & 95 |

(¢) ¥g—ar, {1 g5, 71 3%, ¥ T8, 7 I8, X, [ FAs & T3 |

() g@i—an. { 3%, 7 7%, ¥ 9, 795, X, 7 798 & 35 |

(20) aq[¥T—a1, § Fs, T IF, 4 44, T IF, 9 F9S, | TF |

(2%) gadi—ar, 4 95, 1 4%, ¥ IF, T IZ, 9 798, [ $9s |

(22) &jgF—Nil.
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The author classifies his seventy-five ‘janya’ ragas under these
Thatas as follows :(—

) Hefl—w, detad |

) dEi—aieT | ,

) M—aea, A, JdEG, T3 a9, S A SaE, A,
Faw, geaEt, 9, a9, 3@, B, qeed, 794, 182,
aiEqw, @z, weagaw, sqast, SAEd, atar, Ge-eraEd,

. TUFEA |

(%) FUE—avz, IRAl, GFAF, 818, T, W, FISGE, THE, .

FHIE, ¥aH, ABTHNF, (LIS, QNE, A, TOFTE], HTWE | -
(n) San—Fgrz, AWIER, GIEdl, IR, BEnY, 4R, 3,
SITAE, qa@t, HAGSE, FIRE, A% |
( &) ¥99—%47, IEFAM, AT, ITHAT |

(). ,m'm~m'w, qzHSl, FERE, HTWHR'?T, Teiq, | .

(<) ¥a—awwen, Mewwd, Hows, s, Teaed, 4, TEarE

(=) aari—aar, s |
(20) {a?—‘{g‘i |

- (2?) yEl—aan |
(2r) slF—-Nil.

It will be observed that all these jonya ragas of the Taremgini
are known to the Hindusthani musicians of the present day. The:
gremtha therefore should be of the greatest historical importance to
them. It is interesting to note how many of these jonya ragas have
changed their swaras during the Mohamedan regime. Some ‘of the.
ragas seem to have retained their original Thatas even to this day.
The author does not give any detailed definition of the jomya ragas
because I believe the work Tarangini is essentially & book on prosody

and not on Music. As to the times assigned for the singing of these
ragas the author says as follows —

AL A A

AT YTEAAL: |

A gEd @Al WA qaE: | .
FRICTISET AT TAFE A )

SIS T YA SIS T |

e Fifa et diiaf aqEa |

SFEIGI AUS W A WAFAAE: |
&4 gatT g I@ETEEG 6 |

FI¥T AAFET ALASH T MY |

AIEE Tl FA@Ed, WA AHA ||
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FWETAE 31 qrAE afg Al v

qriEGE FE T AT 8 ||

fAagE g Feor: FIREG ARIFRT |

femmEr o FWz: agEEd: |

TAATEy  yAEEFISE ¥ i |

ATURT @RET: AT SIS 7 ||

. UMH  A9EEN APR g |
These times of singing throw a good deal of light on the modern
classifications of the Hindusthani ragas. The following times for in-

stance will attract particular attention of the Hindusthomi Musicicn.
BHAIRAVA & RAMAKALL—To be sung in the early morning.
GOURIL—Te be sung in the evening.
BILAWALL—To be sung in the first quarter of the day.
KALYAN.—To be sung in the first quarter of the night.
TODI and SUHA —To be sung in the forenoon.
SARANG.—To be sung at midday.
KANADA —To be sung at midnight.
ADANA.—To be sung in the third quarter of the night.
MEGHA .—To be sung in the rainy season.
Lochana has also included in the Tarangini a small chapter on
Raga mixtures, :

( aF@aa AT IOFT qHE WEHF )

which alse deserves attention.
HRDAYA KOUTUKA AND HRDAYA PRAKASHA

These are two small but interesting treatises. The name of the

author is Hrdaya Naraindeva. He describes himself as follows :(—
‘ gfa MeREEiE A7 TEaAiiy GG =T #igEy

No date is given in the book by the author, but we can fix an
approximate date for the author with the help of some other works, In
the Hrdaya Koutuka, the swara prakarcna we find is borrowed bodily
from the Raga Tarangini. That means that the work was written some
time after the fifteenth century. Dr. Sukthankar, late of the Archaeo-
logical Survey, India, at my request tried to ascertain the date of Hrdaya
Narain and found that the last named ruler, ruled in Gada desha about

the Samvat yvear 1724, ie. AD. 1660. The great importance of Hrdaye-
sha's works lies in the way he fixes the exact places of his shuddha

and vikrita swaras. He describes these in terms of the lengths of the

R —
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sounding string of his Vina. The relative pitches of those notes there-
fore could be easily fixed with mathematical accuracy. Ahobala Pan-
dita the cuthor of the Sangeeta Parijata has also done it, but we are

.not sure whether he copied from Hydaya's book or vice versa.

We shall now proceed to the swara prakarona of Hrdaya
Koutuka thus.

GIIAR AT T8 AaTd |
WigE I FAEE a1 Fmar 4l |
FRUNTG AAEN iaR: FA4t A |
@ oqa S dqm sl )
fedm® 99 aa1 dimae: ¥ga: |
qdAME d<d qar d@Eaa: @ )
IgAal  JeaufdiAan: @ |
sffadiagal g A gieiEa |
SEHET T (e JRonf qaat {6y |
a&r gififata: @sd d| gaiE |
fedram™ w89 dqw dEa w@a: |
SRIRICICEIECC I U (2 C RS Gl
YSIF & Zdl TR (91E: FIHS] €ga: |
diEay fAwigs Somoar 9 fament: |)

All these slokas have been taken by the cuthor from the Raga
Tarangini of Lochana and as they have clready been translated, it
is not necessary to further discuss them here. Hrdayesha invents a
new raga and calls it Hrdaya-rama. He uses two new swaras in it,

namely, tri sruti 'ma’ and tri-sruti ‘ni* and lays down a new Thata for
the raga containing these new notes. He says :—

ufivll  gEgEE A1 ERIERar |
W1 AU RaEE FgEEn |l

Tramslation—Hrdaya having introduced on aftogether new
raga under the name of Hrdaya-roma haos also added o new Thata
to the ancient twelve.

The ancient twelve Thatas he takes from the Raga Tarangini.
We have already gone through them cnd shall not repeat’them. About
the Deepaka Thata, the author says aEg®sl  &g® gy #@4q |
This shows that Deepaka Raga was not sung also in his time. Then
follows a fancitul division of Ragas into four classes.



TG AFS] Y AT ABAFAL |
AN : GO A5 YRR EEgEd: |
GO} AL T GEEE SEE Fan |
3igal: Hfaar 3391 IEERA FHbT |

The janya ragas are fully described in the Hrdaya koutuka. The
sloka dehmng a raga, gives not only the ‘varjyavarjya' swaras of it,
but also gives its swara-swarupa.

Thus.

Rl ol 9 @R a@Er fRaan g4t )
adt gh afraqr wdl qa-aw f{ER )
gHEUS: g9 Ha g6 ||
Al @aw Rt REeas a8
Rt Rafmda qu@ sfadiEE
Wl oA @EE W aREm W@ |
daEdi T AN FEF AAEE: (|
g0 WA qafrar fE awwn RE |

qdt ot 7 Sy S FeES 39 ||
This is really a very useful method of describing a raga. I have
made use of it in one of my publications on the Hnidusthemi ragas.

HRDAYA—PRAKASHA.

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

We shall now consider some of the leading features of the
Prakasha. The author begins by saying i—
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A AT AR AR |
FEl qAEIRESTA T ||
AFT AZF9ST BIETRITANA: |
Ho: THAYE: SEFEIFTAEAE ||
Translation.—The secrets of the science of music being intel-
ligible only to the specially gifted, Hrdaya proposes to explain them
with the help of the Vina. There cre innumerable melas or Thetas,

described in the Oceon of Music but only twelve of these are useful
here. A Thata is a collection of notes capable of preducing ragas.

Observation—Ahobala Pandita has mentioned thousands of
Thatas in his Songeeta Parijate.  We wonder whether the word

Yakare'” is cunningly used to hint at those.
' &1 g ||
FUET TSIRGA AT FaEAT |
ggal wEaTd fmE s oaw a |
frafiitemg @ frgd Ra )
T Alaaag®:  gIamaan: @an |
@t ian: ggr wer fEa @ ||
All this represents the universally accepted view, and we need
hardly discuss it.
A gaan =0 F e |
dig&isratemaar wdf & S i
waiegfiadt g #@s: afEda: |
Translation —The vikrita swaras. are produced when the shuddha
swaras rise through one, two, three or four srutis. When the shuddha
note rises one sruti, it becomes, fivra, when it rises two srutis it be-

comes tivratara, when it rises three srutis it becomes tivratame, when
it is lowered one sruti, it becomes Komql.

Observation—The process is the same as described in the
Koutuka. It is this process which distinguishes the morthern music
system from the southern. In the southern sysiem the shuddha sware
is the lowest position of the note and the vikritas are its higher positions.
In the northern system, we have the vikritos on both sides of the
shuddha note. In other words the shuddha note occupies the
central position. p

fRAFTESE  FFS@T  ForT ||
AT R Taviiafafeas: Fdiar |
TgE Al dEeT  guAEd |



Translation—The note tivratorg nishada is also called Kakali;
" when the notes 'ni' end 'ma’ take the three srutis of 'sa’ and 'pa’ res-
_ pectively, they are called mridu 'sa’ and mridu "pa’.

The v @=1 s . practically ends here. The author next ex
plains the terms vadi, samvadi, anuvadi, and vivadi.

TANN qgAl TR ¥ FEE JE: |
TAEIY:  Aadl  FrEAEEAEdal )
fer: EIEAT a1 & Os afEaRE |
(raET WA=t agger: @ Fiidd: ||
sgaEl qzed 1 (FFide: @i )
a1 Rel wepwa) frdr aaReT fa: b

Translation—The note most frequently used in a raga, which it
like the king of the raga, is called 'Vadi’. Samvadi stands at a distence
of eight or twelve srutis from the vadi. It is like a minister to the raja
of the raga. Vivadi destroys the beauty of the raga end is therefore
called the enemy. Anuvadi is neutral, and is compared to the servant.
The following pairs of notes are sczmvachs to each other Sa, po; 1,
dhd; ga, ni; and ma, so;

Then we comie to an important point end it is this:

g 791 A AT AT TR |
g o 8@ A gaiE: |
wfiy: &t WA enET: aafn @i |

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

Observation—It is an accepted rule of Indian music that a raga
should have at least five notes qa{q¥y: w@{¥Eg 9571 FEEY §499: |
A tana may have eny number of swaras.

Then follows the most important portion of the work, namely
the location of swaras on the sounding wire of the vina. It will be *
useful to have the sruti*swara chart before you in order to follow the
details of the next few slokas.

eI auEERaa: |
sifenaarts aamer 5 %aag )
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Tromslation—Exactly in the centre of the wire (that portion of
the wire which is capdable of producing sound) will stand the tara
shadja. If the whole wire is divided into three equal parts, the pon-
‘chamer of the middle octave will stand at the end of ‘the first part.

Observation—Supposing the whole length of the speaking wire
of the vina to be thirty-six inches, then the Tara 'sa’ will be eighteen
inches from either end, the ponchom will be 12 ins. from the meru, and
24 ins. from the ‘ghodi’ (bridge). The whole length will produce the
Jundamental note or mandra ‘s’

qH SESHARG  AGANEARIAT |
e giEsEEEEd qasag |l

_ Tromslation—The maddhyoma of the middle octave will be
exactly between the two shadjas. The shuddha gandhora will stand
exactly between 'sa’ and ‘pa’. I the distonce between ‘sa’ and 'pa’
be divided into three equal parts, then the shuddha rishabah, will stomd
at the end of the first part.

Observation—In the vina wire of thirty-six inches, therefore, the
maddhyama of the middle octeve will be at a distance of nine inches
from the meru, emd twenty-seven inches from the lower bridge or ghodi.
The shuddha gendhara will stand exactly between 'sa’ and 'pa’; that
is to say, it will be six inches from the meru and thirty-inches from the
ghodi. 1f the distence between ‘s’ and ‘pa’, (which is twelve inches)
be divided into three parts, the shuddha risbabha will be at the end
of the first part: It will, therefore, be four inches distant from the meru
ond thirty-two inches from the “ghodi.”

auq Ad WSl auwd:  RedEgd: |
a7 arEA  AFEl MEEE] @i a9

Translation—The shuddha dhaivate ought to be placed in the
interval between ‘pa’ and tara ‘sa’.  If the distance between the 'pa’
ond tara ‘sa’,-be divided into three parts, the shuddha nishad will come
at the end of the second part. y

. .

Observation.—The description of the place of the dhaivata, has
led to some hot controversy among the scholars. No doubt the des-
cription at first sight appears somewhat loose, but the guthor furnishes
the reader later on with the key to the difficuliy. He says,

']
oy A AT anist ansar ar |
EREAGAT FH ARAGTENAT ||
SEATTAAAET TSRS €FH: |
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Translation.—I have adopted this simple method of locating the
swaras in the interests of those who have not a good swara-dnycma.
The exgct places of the swaras, have to be fixed with the help of #3+
geaiear  aid. [t must always be remembered that the swarcs in my
shadja grama (shuddha scale) must stond in samvadi relationship. He
means to say that the swaras in the “uttareng’ of the scale must be the
samvadis or the fifths of those in the purvanga.)

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

The shuddha scale of Lochena and Hrdaya may be correctly
expressed in terms of the lengths of the specking wire and in the num-
ber of comparative vibrations as follows.

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

ri 32 270

ga 30 _ 288

ma 27 320

pa 24 360

dha 211, 405

ni 20 432

sa 18 480

This is excctly the modern Kafi Thata of the Hindusthomi musi-
cians. The author of Koutuka and Prakasha has laid the whole of the
Indian Music loving world under obligation to him for this clear ex-
position of the scale. As I said, however, the great question remains
whether he copied all this from the Sangeet Parijata of Ahobala Pemdit.
The Parijata is @ much more elaborcte trectise and strikes the reader
as on older treatise than the Prakosha But until, some conclusive
evidence is forthcoming on the point, we may reserve our judgement.
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Hrdaya deals with his vikrita swaras in the following verses —

AATART A U FwaafEa: |

aEEAia Wi g FEeRe (|

FedAaAHe Tt aRAE |

ARFAFRESRAT diEiaRTesan ||

TAARTEE 845 & diEaeEE |

AREFAIAG 967 gaargerssl: ||

FNG HAqT: EA: qFAE A |

adq aEdEe] aEEER |

GaEgE fAuE dERE

Tramslation —If the distance between the meru and the shuddha
rishabha be divided into three parts the komal ri will foll at the end of
the second part. The tivia gondhara will come exoctly between the
meru cnd the shuddha dhaivata. If the distance between the tivra
ga and tara sa be divided into three egual perts, the tivratara mea will
appear at the end of the first part.  If the distance between pa and tera
sa be divided inte three parts, the komal dhaivata will stemd at the end
of the first part. If the distance between the dhaivata and the tara
sa is divided into three parts, the tivra nishada will come at the end
of the second part.

Observation.—The placing of the shuddha swaras being satis-
factorily effected by the author, it is needless to work out the exact
places of his five wvikrita swaras here. It is a purely mathematical
calculation.

Hrdaya aecepts the twelve Thatas of the Raga Tarongini ond
adds his own Hrdayaroma to them. But he arremges the Thatas in
different groups according to the vikrita swaras they contain. His
classification is as follows — )

Group No. H& T
(1) FEEeorrvisnn (DA
(2) oF faar a1 ar |
() TTARFEAFAL: (2) Tz
(b) SFaFHEE: | (3) ga
(3)  fafrsd &1 war: | x
(@) FAERIAIH! (4) e,
() dEaSaE (5) FER

(4) FriErEqEar sl |
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(e0) TtgrEmETAFATIRIAT A |
(6) zu:
(b) st SEatamaET digat |
: (7) ag
(e) stana=gm@maial gigaid |
(8) g=zgw
(5) JgfERaE dal: |
(@) T FEAEATAn: dREa
sTte SR e | (9) A
(b) wrawenFdETaE, a9
ReAqATE AT, -
TIFHIEFA | (10) =
(¢) aw SagueraEt -
aved, fRmEEaEFRE | (11) 1@
(6) qFEET 0% Ha |
AT diEan] 37 Rt FineEa |
fererTar: w16t qort et e = Fifdar u
(12) g« |
(o5 e SO S b BT Cmitted

The author then classifies his jonya ragas, under the groups
according to their vikritas. In describing the lakshoma (distinguishing
feature) of each raga, he adds a short string of notes, something like
the aroha-avarcha-swarup of the raga which is really very interesting.
I have already said that in my Abhinavasraga-memjori, [ have imitated.
this method of raga definition. The manjari deals with the modern
Hindusthemi ragas and naturally follows the modern raga rules. - The
Janya ragas dealt with in the Prakashe, are the same as those given
in the Hrdoya Koutuka.

THE SANGEETA PARIJATA

The next treatise we discuss is the Sengita Parijeta of Ahobala.
It is ene of the most remarkable and populcar works dealing with the
northern or Hindustoni system of music.« It is a printed book now and
o copy of it can be had anywhere at a very small cost. It is the opinion
of some of our scholars that Ahobala was originally a southern pandit,
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but that subsequently he came to northern India, and wrote his treatise
there. We shall not dispute the cuthor's place of birth here. There
is no doubt we find in the Sangit Parijata several Raga names which

-are common in the southern system of Music end which are not familior
, to the Northern Musician. The system of Music however, as expound-

ed in the book, is undoubtedly the northern. There is no conclusive
evidence to show when Parijata was written. But there is circum-
stomtial .evidence to prove that it must have been written about the
latter half of the seventeenth century. Sir W. ©Qusley, in his Oriental
Collections, Vol. [ says that Sangita Perijata was tremslated into Persiom
by Pandit Dinanath, son of Basudeo in the vear 1724 A.D. 1 have
myself seen a copy -of the Persion tramslation in the Rampur State
library. ‘The copy bears the seal of the Curator of Emperor Mahomed
Shah's library. We know that Mahomed -Shah ascended the throne
of Delhi in the year 1719 A. D. Parijata is freely quoted by Bhava Bhatter
Pandit in his well known work Sangitar Anupa Vilasa. Bhava Bhatta's
father, was in the service of the Emperor Shah Jehan. Bhava Bhatta
himself was in the service of Raja Anupa Singh of Bikaner who was
a contemporary of Aurangzeb. There is reason to believe that Ahobala
had some agquaintance with the famous southern treatise Raga Vibodha
written by Somcmatha in 1610 A. D. These facts would go to prove
that the Sangita Parijator was written somewhere in the latter half of
the 17th Century,

Like all other Sanskrit writers preceding him, Ahobala cccepts
the division of the scale into twenty-two Srutis, to which he gives the
well-known ancient- names, iy Fagdi etc. The principle of
locating the Shuddha Swaras on the srutis is the same as that followed
by the ancient writers. It is this:

TITATEIGTAT TSANAAGA: |
%% Rt Prefifmadaat |

The Shuddha swara was represented always by the last Sruti.
In other words, the usual rule od WS ag iy yiqgiugn: | was

faithfully followed by him. It will be sesn presently that the Shud-

dha scale of the Scngita Parijata is identical with that of the Hrdaya
Prakasha. It corresponds with our modern Kafi scale, Ahobala des-
cribes his Vikrita Swaras in the following verses. \

i~

auEE Al af dieat s |

wsBrayd Aify aQr disad w4 |l
e gdiAfa aft e wiq |
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waa: Aad1 qRAAIEF: T @i ||
¢ AR 7 A SIS |
T QLT S menemana: |l
uHAfdafieanng &t Fmaaas: |
* yTagaaReiigdasga aogq ||
.
Tremslation. When o note rises one sruti, it becomes tivra; when
it rises two Srutis, it becomes tivra-tara; when it goes up three Srutis,
it is'called fivra-tama, end when it goes up four Srutis, it is called Ati-

tivra-tama. When a note goes back (is lowered by one sruti) it be-
comes komala. When it is lowered two srutis, it becomes 'purva’.

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

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

AT ¥ GUREA: FEARIAT TG |
agveRATT Walkh: waasar ||
qalsg YaIEOANYG T@at a6 |
unRge At 4R EE Gaan )

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

Observation. He means to say that the swaras of one raga will
cgain become srutis only when the Raga is changed, and a different
set of Srutis is selected as Swaras for the new raga. The selection is
always to be made from the twenty-two srutis into which the scale is
divided. The following chart will show the places end the names of
the different Shuddha end Vikrita swaras of the Sangita Parijater.
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It may be pointed out here that although Ahobcﬂa‘Pcmdit used
twenty-nine swara names in his music system, in the descriptions of
his ragas, he never used more thon twelve swaras. ‘A reference o
the chart will show that momy of his vikritas are only different names

for the some sounds.

He does not make any secret of it.

readers what notes he would not use in his ragas. Thus ;

TIRMSHATT a9 FEaT |
A= 73 T IARaT: ||
R O qur d6 dEaT T e |

He tells his
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dEGH a491 91 9 9 7 diF &1 q9r
§ 9 diEad 9 9 qEey dEday |
diaai famg 7 dEad 7 e |l

FAARET W AFA UTSrHIRa |

Translation.—In giving the 'laksanas” (definitions) of the Ragas,

1 have omitted the use of the following ten swaras :
-

(T d RAEEd @ dFara () dEas a («) dFa (§) dFan «
(o) T4 9 (<) i & (3) dWIat [ (2o) diEmad [ |
About the remaining twelve vikritas, he further points out.

FOT: T T TF AR I |
AR TE @il Refigar =13 |l
SfqdAgar 1: TR 5 TEh |
999: 9% I YR EEE: ||
forerg: 97 waEt edEat 3599 ||
Translation.—Shuddha ‘i’ is the some as Purva gondhara Shud-
dha gandhara is no other them tivra-tara 'ri’; ati-tivra-tama ‘ga’ is shud-

dha maddhyama itself. Shuddha dhaivat is purva nishada.  Shuddha
nishada ond tivra-tara-dhaivata are one and the scome.

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

The method of placing the shuddha ond vikrita notes on the
sounding wire of the Vina, or in other words the method of expressing
the positions of the shuddha and Vikrita Swaras in terms of the lengths
of the speaking wire of the vina is exactly the some as that used by
Hrdaya in his Hrdaya Praokasha. We can therefore, safely say that
the shuddha end vikrita sworas of Ahobala, are identically the same
as those of Hrdaya with this exception that Hrdaya uses tivara-tara
‘gar’, tivra-tara ‘ni’ instead of Ahobadla’s tivrar 'ga’ and tivrar ‘ni’. The
verses in which Ahobala describes the placing of his shuddha and
vikrita notes are as under :—

ST A gE R |
AT TS RAH FATAEA ||
Prammcasdongt dga: enagi |
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QoA qAAT T eaEEsy @ |l

SESqFRAINE ARy fafead |

AUTHETRE g gad i |l

FAtaEAEmR aEE RafdE |
gfo gEEq: |

Then focllow verses describing the Vikrita Swaras. We need
not go into those here. All this is found in the Hrdaya Prakasha, which
we have already considered. 'The shuddha and Vikrita Swaras of the
Sangita Parijata may be expressed in comparative vibrational values
thus

'sa’ 240: ‘ri' 270; '‘ga’ 288; ‘ma’ 320; 'pa’ 360; 'dha’ 405;
= '‘ni' 432; ‘ga’ 480; Komal 'ri' 254 2|17; tivra ‘ga’ 301 17|43; Tivra
3". ‘ma’ 337Y; komal ‘dha’ 381 3|7; tivra ‘ni’ (301 17|43 X 3|2).
Ahobadla doss not classify his ragas under any particular Thatas,
but his reference to some Thata names here and there is enough to
prove that in his time, the method of classifying Ragas under Thatas
was common. He describes about 122 Ragas in the Parijata.  In the
raga description he mentions in each case the note used in the raga,
the aroha and avarcha the Groha ond Nyasa and also the Murchana.
The Murchena in the Parijata is nothing more than the first ‘tana’ of the
‘swara-korana’ given under ecach Raga. We shall speck of the Mur-
chocna when we exomine Srinivasa Pandita’s work Raga Tatwa Vibo-
dha.  Sri Nivasa was a faithful follower of Ahobala.

The following Shlokas will give the reader a clear idea as to
how Ahobala defines his Ragas in the Sangit Parijata;

TEHSE: T AAARFIA: |
AR Aasy: WEFEHaAamE: ||
fsaeEtdw: TEAaT = whE:
sfey Foa:

FHNETTTIET | ARTaaR AT
ftar | sefmaaiamRaa iy | 4y
IR | THAIMEIIRE ||

3 TR W
| i Redameraigasda |
e TgAT SR aiaE ||

ghy AT

waglEE | Rafags | @owaiy |
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aHaRgET | farEaEad |
£o To..... AP 3fq w@vEy |
* Ahobala adds :—

AGEIRTIE] 4 sevET Ffdan |

A7 wwEn: kg 38T Fea: |

“qiEt 3% aFYd a7 NS fgdan |

AEEZTET 49 § qAAEARFE: ||
Translation :—"Ragas are distinguished from one another by
their individual characteristics which form their respective definitions
and I shall now mention them here as occasion arises. Wherever (in
whichever definition) I omit to mention the Nyasa and Amsha, these

attributes should be attached to Shadja. A passage of swaras with
which a Raga is started is known as its IsHERFRFAF

Ahobala quotes such an  IgARFIFAR after every definition.

RAGA TATVA-VIBODHA.

This is a small bui interesting treatise written by Pandita Sri
Nivasa. It is clearly a northern autherity. As the cuthor says nothing
about his place or parentage, it is impossible to tell precisely where
he came from or who his patron was. Nor can we accurately fix his
date, because there is nothing said about it in the grantha. One thing,
however, is certain, and that is that the book was written sometime
after the Sangita Parijata of Ahobala from which Sri Nivasa takes the
greater portion of his material. Bhava Bhatia, the author of Anupa
Sangita Ratnakara, quotes from this treatise, and as he was in the
service of Raja Anupa Singh of Bikaner, about two hundred years ago,
the date of Sri Nivasa, must be placed some where between those of
Ahobala, and Bhava Bhatta, that is, somewhere in the first half of the |
eighteenth century. Sri Nivasa has some very useful things to say
about the srutis swaras and murchanas about the significance of which
there were, it appears, differences of opinion omong the musicians
of his time.

Sri Nivasa, like Ahobala, fixes the positions of his shudahd and
vikrita swaras with the help of the speaking wire of the Vina.

T FGIAr AT =TT |

T THEE AT |
AT WA A qRER: fRua: |
A8 Afqares aene] fafaaad ||
ATEIAEATETAFATITSHNY |
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g Fataady @ TARUIEE |
ANEAAATET aEs FIRGHAT |
YIARTEAIH SIqHITIsy G ||
YEFGFHREA A AREAFAEH |
ST gFaTHIaaftaay ||
qAREATANT q3anT g faq |
GEAEEHIETAS HaqarE |
IEAR AR AFATTAFAT |
TANRIET 1A MU s @ ||
gl g |
A @FETE |
qitET A9 4 AR |
wrEAEt &l 3417 was fEE || go
"It is not necessary to tremslate these verses here again, as they
are verbatim the same as those of Ahobala mentioned above, which

have been already tramslated. Sri Nivasa, unlike Ahobala places, the
position of the shuddha 'ri' beyond all doubt by saying

YESAYHE gAHAATAAFATY |

FAREAH ARG RAAT ||
We thus obtain the shuddha r1i at four inches from the ‘meru” end
thirty-two inches from the bridge (ghodi), supposing the whole length
of the wire to be thirty-six inches. After the shuddha swaras come

the vikritas, but as these are not different from those of Ahobala, we
shall not state them again here.

The author defines his &% or thata and gives its sub- d1v1s1ons in
the following verses.

Ao: AR PREAITARAIT |
Rewaroman agam: q#iqa: ||
Translation—A 'mela’ is a collection of notes capable of pro—'

ducing a raga. A collection of notes here merely means pronouncing
them one after the other in their order.

Fa: T@R: ARl I AqTEEATE, |
Sew: iSd ;& gufT: | .
o UefaEr S AR w@RE 1l

Tramslation—When a 'mela’ takes all the shuddha swaras it is
called ‘sampurna’ when it takes six swaras it is called ‘shadava’. With
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five it is called ‘ouduva’. The 'mela’ has thus three varieties, or forms.

Vikrita swaras also enter the construction of the Mela.
¥

FEYINHSET ¥E 0F SIEA: |
AABFECIAT Tigd: TEdT 47 |
d9ifaFead 7 @EIEgm: |
Tremslation—Shuddha sempurna mela has only one form. With

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

Observation—By dropping ni, dha, pa, mag, ga, re, cne at a
time, we get six ‘shadava’ varieties, and by dropping ni, dha; ni, po;
ni, ma; ni, go; ni, re; dha, pa; dha, ma; dha, go; dha, ri; pa, ma; etc.,
two at a time, we get fifteen ‘ouduva’ varieties. :

A Raga is derived from the ‘Mela’ but has ‘aroha’ and ‘avarcha’.
Melas become Ragas themselves, as soon as you give them ‘aroha’ and
‘avaroha’. By applying, the principle of 'odavashadava-sampurna’ to
these arohas and Avarchas we can obtain 484 ragas from each Sam-

purna Mela. This is in fact the principle on which the Raga system of
the Karnatic music is based.

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

suERE aREEITEEEiE |
YSAAAT ANMEH A 99 °9 7 ||
wE N
In the time of Ahobala and Sri Nivasa, however, the definition

seems to have undergone a slight modification. These authors define
‘Murchhana’ thus :—

FRETAENEET @t ST 147 |
at geat qar % ngAMTEt g4 ||
AEEETIIARAT SRAEAEIT a5 |
a7 FEEAE TSHqEFEEAT ||
gt @1 S AREEEE |
AT ot Fawal i

X i X X X
ARIETIAET qa9 Aan |
greAgataT FAENEIRE ||
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HEITES TANF] q7eAeataEa |
TRFeR gramaREEEan ||
IEIG T TR G759 FFg=ai |
JANEITAET T FAT AAEAT: ]
The original ‘Murchhana’ names were retained for those murch-

hemas which took dll the seven notes. There was only one ‘grame’ in
use in the time of these writers. Ahobala distinctly says —

Y AT I FAEEERAT: |
YRR GRARIET qAlar: ||
TSAERIAET TSIATAETIA: |
T AFEATGT: o Fo qIRATT
TR Esaa® aql |

s <N ~ =y
ARASTY A@T AT g 9FRIA! |
af§ qza SRariErET: ||

In the music systems of Ahobala and Sri Nivasa the Mela or
Thata was merely a series of notes capable of producing "Ragas”.

ie: g RN GA |

Mela assumed three different forms namely “odava” “shadava”’ end
“sampurna,” because it had to produce three definite kinds of ragas.
The definition of the Mela says nothing of the Aroha, and the Avarcha.
It was the 'murchheana’ which brought these into the Mela. A raga
necessarily required the aroha ond the avarcha. Hence the presence
of the murchhena was absolutely necessary for the production of the
raga. In fact it stood midway between the mela and the raga. The
mela remaining the some, it was quite possible to obtain different
Ragas by a mere change of the ‘murchhana’.  Sri Nivasa says :—

SEAY 7 Ty ABY @5 7 |
SIRIE WAL T EReEataar: ||
YSAHIHTHT THFIRETTEAT |
SARAAL: FlqeAgran AR |
T Ffa: S sssaa: |
“ These slokas mention various qus'of producing Ragas from
a Mela of given Swaras. The practical impertemce of the ‘murchhema’
in the actual singing of a Raga will be more clearly understood if we
examine one of two raga definitions of Srinivasa. But before we do

it, it will be useful to know how a raga was sung in the time of that
cauthor. The author says i—
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MEFZIAS I9 7 A1 BAGEHE: |
AEFTRANRANET T TG
Pl aW: @ AR seeguFiEe: |
91 g 9 FFA:  EEEEEa: |
I T Fytfy: amidas § a: |
E‘very Raga had four parts, namely 'udgraha’ ‘sthayi’ 'sanchari’,
and 'muktayi’. 'Udgraha’ was the first part with which the raga 'alapa’
was commenced. We shall now examine one or two raga defini-
tions —
IEESIEA: [T VaaRFELS: |
ANIE TEFsT: TNEREHGFAAE: ||
Translation.—'he ruga “Saindhava” is produced from the shud-

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

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

q9H ANE (997 1 FTEAR: |
qHIL go o
(This is -rectlly the 'murchhana’ of dhaivaia)
H ARG T A3 TR
qiee a8 | §fd T |
Then comes the third portion of the 'alapa’ called ‘senchari’,
and last comes the ‘muktayi’. This shows that in singing a raga prac-

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

A% fagi Srge geEEda |
MrarEaTAl EngardderREaE ||

Translation.—The Raga "Dhanasri” is produced from the shud-
dhea swara thata. It drops 'ri’ and 'dha’ in the ‘aroha’ its murchhoma
is “"gandharadika”. The ‘nyasa’ or ending note is maddhyoma.

Hustration TagFa|RafMagg|nagaaRa|asagfg
MAaRTEI9q | TAQCHIAUET TR |Taag9SaofMaanaq]

To sum up then, the Mela first laid down the right swaras with
the right 'varjya-avarjya’ rule for the raga intended to be sung. The

.
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‘Murchhena' added the necessary archa and avaroha, and thus pro-
duced the actual raga. The ‘alapa’ invariably started with the ‘murch-
hana' determining the name of the Raga.

Later on it appears, the distinction between the mela ond the
Murchhona gradually disappeared and there was no restriction observ-
ed as to the 'udgraha’ or the start. Murchhona then merely mecnt
perhaps the Aroha end Avaroha of the raga and it always started from

. the shadja. In the Southern music system, even now, murchhana

|,

. he says —

merely means the aroha and avearoha and nothing more. Its starting
point. is always the some as that of the gst Mela, which there-

fore coincides with it. In the northern or Hindusthani system of the

present ddy, the term murchhana has lost all its ancient significance.
The murchheana coinciding with the mela became indistinguishable
from it. The mela direcily produces the raga by the process of aroha
end avarcha, strangely enough some of our modern Mahomedan pro-
fessional artists are known to use the term in the sense of a kind of

‘gamaka’ too. It will not be necessary to go into the raga-adhyaya

of the Raga Tatva Vibodh, because there the cuthor borrows the whole
of his material from the Sangita Parijata. It is noteworthy that in the
time of all these three or four cuthors that we discussed all music was
based on the wellknown twelve notes only. Sri Nivas emphatically

* disallows the use of the remaining ten srutis in the composition of the

melas. He says:—
AAAT FEAATT FEAAATIEAT: |
AAITFARG: q91 AEEAATEDT 0
T Al Rna s |
IRIEIZYS! WFETHT qAET: ||

There were in his time it appears some Pandits, who talked of
admitting twenty-four srutis into the scale, and with reference to them

aIgraEn ad ST e gt |
agia: guar g o4 AfAET: |
wieT g FAR gREAEamEs |
FeqgRAmERd aEaguzdaT ||
o JrIgARaASaEAL: |
HAA A O EAAFEHEART: N
He has no quarrel with these theories, but in his ‘own system
he never allowed more then twelve srutis in the composition of his

melas as Swaras. He probably allowed the other srutis to come in
occasionally as graces or ornamental Swaras in special coses.
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SADRAGA — CHANDRODAYA

Wes shall now take up onother group of Somskrit treatises on
Music. This group contains four works ond the names of thein cre
(1) Sadraga-Chendrodaya, (2) Raga Male, (3) Raga Monjari and
(4) Nartenma-Nirnayo. ~ We shall not discuss the last here, because the
swara and raga chopters of that treatise, are the scmme as in the Raga
Malcet which we shall consider. The rest of the Nartemo-Nirnaya deals
with the art of demcing ond folls beyond the scope of this paper. The
author of the four treatises is Pundarika Vithala, He originally came
from that part of India which is known as the Karnetik. It appears he
came to the north ond first settled in Khondesh. He describes
his country ond parentage in the concluding verse of the Sadraga
Chandrodaya as follows :—

FONE R ARAEE aTaaaTeal 41 |
ARETARATTIIE AR E=ag=dskaaa: ||
a7 AgEaisaTRa T aaET § a5 -
FEAI IHEET 3 = 91T FEmf gaseg |l

When the Pandit actuclly wrote his Sadraga-Chandrodaya he
was in the service of Farugui rulers of Khandesh. . This appears from
the opening verses of the work.

F8: FFEITT: A JHREREAT: |
AT FEIOEFAR SIS AE@NIIT |
fawamdl 9fr o= FEREE: aERadia: |
= @=3dify feaafes F ana=diaag |l
= AIFEEEE TG FAEEN T |
gefiaEsFas: aiReaaag: |
Afigtaaay 74 9lE) gaman: #¢ |
JAr R Reazaat wEd
AagiguReges fes faikey 3 |
ferdmEdE SifEad = a9 |
H1ed EARAH AT AAGARNT 4T |
a7 AFEOEN TG SHTAFIT ||
From these verses it appears theat Punderik Vithala was in th.e
service of King Burhon Khon of Khandesh. Burhan Khon was the son

of Taj Khen, the son of Muhammad Khean; Mr. Stanley Lane-Poole, in
his work "The Muhommadon Dynasties” at pp. 315 says as follows :—

“"Akbar took Burhanpur, the capital of Khandesh and received
the homage of its king in 1562 A.D.; but Khondesh was not fully in-



43

corporated in the Moghul empire until 1599 A.D. when Ashirgarh fell
in a six months’ siege.”

This enables us to fix the date of Pundarik. Pundarika does not
leave us in doubt as to his date at all. In his Raga Manjari he says,

AT A IF AN HT: |
A grARETAEY Wi & usa
aEEEIEqEEaTar aRfaEiia |
grissded] fFaqy weeEss: ||
TET &1 G4 SqaiEaa g AgraaE |
SIAr SRS T & g |l
gl araEwEdgET SHMEaIIar |
CERILEEEraeat PIRE L CIC T
AFIETIAT TRGANIHNAT |
SYOAEEHET ST Aeaa: |
qESITAAREEG 41 &l |

I SRS wEaEEREl |

From this it appears that Pundarik was, when he wrote his Raga
Manjari, in the service of the two brother princes Man Singh and
Madhava Singh who were the feudatories of the Emperor Akbar.
Pundarik was the contemporary of Akbar (1556-1605). It is possible
when Khandesh was cnnexed about the year 1599, Pundarik lost his
appointment and tock service at the capital of Madhava Singh.

Here a question will arise. Was Pundarik a southern or a nor-
thern musician? There is no doubt he came originally from a part of
the couniry where the prevailing music system was the Karnatik
system. It is also true that in all the four books he wrote on Music,
the shuddha scale on which he based his system was the Southern
Mukhari or Komokangi scale. But « careful study of kis books will
show that the music which he actually wrote upon was undoubtedly
the northern music. In the Sadrage Chandrodaya, we do find the
author dedling with Ragas, common to both the systems, but in the
Raga Mdala and the Raga Memjari, he clearly expounds the music of
Upper India. We may safely, therefore, count Pundariker among our
Northern authorities. His works are most clearly written. His poetry
is charming. The shuddha scale he adopts in his books may be written
thus #1 & @ (called shudha T) a99 9 (caled shudha ) &t |
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This is the shuddha scale of the southern music even at the
present day.

{hfe shall now go into the subject matter of Pundarik Vithal's
first book Sadraga Chandrodaya. The author begins by stating his
srutis ond swaras as follows :

gifafaedienau: Fao |
g g aasg, fdat agf |l
FFAEASTT TALR |

- g ' AaTeaad |l
@ AT A § g |
YESET: GF TAEHAT ||
FerfaggaggitEty |
qgifaas afEta: €7 0
NeSIMaMEITaEqd: € |
aiteR Ferad=aE 7 0|
ad: gt sl e |
it @ g wan gevE: )

The Pandit in these verses accepts the ancient view that there
are twenty-two sounds, rising one above the other, available in music
and known as srutis. Mandra maddhaya and tara are the three seats
of sound. Each of these has twenty two srutis. The distribution of the

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

NS, FO, AEN, T, GHA 494, R

Their places among the srutis are not disputed because he accepts the
usual rule that:—

AGAGATAA TIHRTAGTAL: | -

& & Feehart el FewsEar ||
The shuddha swara stands as before on the last sruti. We know that
dll these facts were admitted by Lochona, Hrdaya, Ahobala, and Sri-
nivasa too. But it must be remembered that the system adopted by
Pundarik has never to be confounded with that of the other four. Pan-
dits. The shuddha scale of Pundarik being the Southern, his system

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

JE: @Y T 9AM a9 |
GG QEEAN R EAIE et
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eiatfasy afEHg: g |
YSHRAME] SYTSHAH ||
o qd) & SR |
AR T2 qgAR fqEw: ||
a&r i gfatisan: & |
SESAIRAT gaaH foea: ||
o B gfaadaEt |
e Ffeaaa: |l
W\ETHFEAT T 4T L |
&Ry war AEdr gHiR: ||

Tramslation—There are first of all the seven shudha swaras. I
shall explain next the seven vikrita swaras. When shadja stands on its
penultimate or the third sruti, it is called 'laghu-shadja’. Similarly 'ma’
and ‘'pa’ stonding on their penultimate srutis would be called 'laghu-
ma and ‘laghu-pa’. When 'ga' stands on the first sruti of 'md’, it is
called ‘sadharema-ga’” end when it stands on the second stuti of ‘mda’,
it is called 'antar-ga’; when nishada stands on the first sruti of ‘sa’ it
is “kaishiki-ni”, and when it stonds on the second sruti of 's&’, it is
called “kakali-ni”. When the swaras stand on their proper places er
srutis, they are supposed to be shuddha sweétas only.

From these verses it will clearly appear that in the music system
expounded in the Sadraga Chendrodaya, there will be seven shuddha
swaras and seven vikrita swaras. The names of the seven vikrita
swaras are ds disclosed in the verses, are:

(%) &g 98 (2 ) &F 99 (3 ) ST 999 (¥) ART qia0T (4 ) @t atan
(%) Ff%® (o) FHif.
Their places among the srutis, will enable us to see that they will cor-
respond with our present Hindusthani swaras bearing the following

names-— %

diaaw [, dEaa a1, dimaq @, w9 q, =5 T, $Es [, 9 0
Our modern komal ‘ga’ and komal 'ni’, as we saw, were éhe shuddha
‘ga’ and shuddha 'ni' of Lochana, Hrdaya, Ahobala, and Srinivasa,
and our shuddha ‘ga’ and shuddha 'ni’, (which we call tivra ‘ga’ and
tivra 'ni’) were the tivratara ‘ga’ ‘ni’ of those writers.

I have dlready said that the shuddha scale of the Sadraga
Chemdrodaya is the same as the shuddha scale of the southern system.
We may conveniently compare it with our modern Hindustani shuddha
scales and also with the shuddha scale of Lochana, and Ahobala as
follows :—
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SHUDDHA SWARAS

Pundarika Hindustoni / Lochana Europeaon
(1) & =S I T= : BELET C
(R) I& FIH TS FIT ’ FINS FIT Ds
(2) T¥ THER GEgE T | TG FHI D
(¥) T8 7qq TE AT ‘ Tg AIH F
(%) TE 937 IF 999 I5 494 G
(8) T ¥ad FWE Tad FWE G As
() 3 o= GG 7% 999 _ A
VIKRITA SWARAS

(2) &g o5d GEGEREICEN GIEGEREEIEY

() g weqq GIEGERIH GIERERIRIE

(3) &7 999 GIEGEREE dimge a4 F
() @R AP | FIHS AR TF AR i s
(W) ST R dE aitar IEGERIEIC E
(3) #i® g Fs fa EERCLICY Bs
(©) FFS [[1E a7 [ GIEGERGEICS ‘ B

N. B—The positions of these swaras will exp};qm themselves

better when we examine their places on the vina frets.

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

segsatoa AR |
FAO g 984 ||
TEIHAEIST T TF qI |
sa1 2o frar A faeman: ||
quRaRETRRaaET |
IR HTTIT=AL ||
9SS ARy HEES |
Edma=granaay 7 ||
GGIERERIICIREC EEl
IFIG=AWS GRAE ||
[EGiEEateeriP Gl
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@ g aeeaaasaET |

d1 gaEy [ROsa= |

FdiPiH GEa a5 |l

ATITAF AXFIZAR |

foetag: & Al ||

This is exactly how our modern musicicns tune the wires of their

vinc. Some of our players put cnumandra ‘ga’ on the first wire in the
place of the cnmcient anumandra 'sa’. The three side wires were then
called srutis. We now call them “'chikaris”. Their tuning is immaterial
for our purpose here. i

arifEamy | (The placing the frets).

. HAFHE RIS |
TET A4 LrgTAETE ||
iy (Fazad qdr Earr |
=91 qAr g@n(%rr%%a“r: I
/181 gAY 999 9597 |
sfffq araroTET e u
H{1 94T BTRAFLT |
Ry g aTEr 947 |l
=71 q47 STAFIRF 7 |
ferdrma gzaamE=T ||
/AT 5391 7 999 987 |
d=a1 999 SIGEEA |

The purport of these verses can be best followed with the help
of the following vina chart.
dzasT 9gd 4% ar &5 gde quEs 9 6 Gd auds a1 d5f gy
|

| &% @w @ ‘ 42 gE W WgEE 9 | AYEE @ an
(ad| ,, @3 T, FEEW ‘ ,», U Waq |, 98 IZ A
(%) 5 e BE W i . TE IER | y  TEMAEE |, TE YR
(8)s | =y TE G| , WEAWWTA | L,  BEFEE |, SEET AR
(x) » p g W, ST W 5 @F &l ,,ég qeqR
(s | » o M : » B® 4 ., TE GO
(8) s | . ®F @ i | : | ,, T 99

Here a question will naturclly be asked :—Where are the frets
for antara ‘ga’ and kakali ‘i’ which two notes cre also recognised by
Pundarika among his vikritas? In fact without them, there would be
only five vikritas cnd not seven. The author anticipates the guestion
and onswers it thus —
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TGN 7T 144 |
AT EEIGSAHE |)
aiEae: Faq aafg: |
Falsat FEH 57T 1)
FAT FIHGAISAET |
gl 975 A% @i F & ||
FEOAATT THTF |
e EiEAsal T B 797 & ||
qAn: FgEEEad g |
¥T sr%aafaaafgaﬁﬁ T
FHAEE]L: Wﬂﬁi’ G’l’ll |
T TR %Tmr:n I
qarT FEEfAaia a: |
fFas geqeafaag@s: ||
FAIeE & agaaqd 7 |
geaifatsya g s ||
He says he deliberately omits these two frets because these frets
coming too close to those of 'laghu-sa’ and ‘'laghu-ma’ would make
play inconvenient. If, however, there are any ragas.which require
those two notes, those well versed in the shastra of music would allow
these two notes to be represented by the higher notes laghu-sa and
laghu-ma. The difference of one sruti will not make much of a diffe-
rence in the general effect of the raga,

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

We shall now proceed to the nineteen thatas under which
Pundarika classifies his ragas.

GEIEC gmﬁ’aw i
qd1 wa@AEas: ||
ARFHSTI a1 #41 |
FIPRALEAFET a@: ||
E\’ima?r’n A #EF: T |
wﬁ’imw wAT W I
FERFIETET AT G |
Rewa@Ish aREs: ||
FIHIEIHIET 7 |

ad: gaiarRIse q4a: ||
AATREIAT: GAaTT §5: |
#31 WA FEIURFAL |
(=P THFIRIET H@: |
SAAARY 939 W&: ||
ANTHETEAaT T |
Feqrleeg qd: 9 S |
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Reimwrer wig @@ |
TIFAIEUHAT T 4a: ||
. FHITGER FT9RGET |

T JiEd S99 S50 ||
These may be written with their respective swaras as follows :—

91z A "\TI’ il ‘ a - T q ) = ‘ Hindustani Equivalents
NEEll a9z (3 [uE |12 | u= @a‘m{u’mqgam

@ A&, (BT, | | sgE A G a9 g9 af

4d: I

3| = &) Af |amrer] ,, L, [ af |%0E @ G v w g g fyoat

¥ IE A (@ rga sgq|,, |, | @ jezal @ q o fiyoat

"\ &iﬂ‘%ﬁ' HT % 5 » 33 3 g{ﬁ 73 g‘ ‘_T TI q q‘ ﬂ‘ f\ HT

quﬁ'(’.' fﬁ@ ar 3 75 3 Fo iy ﬁf%ﬁ a1 if TE GG at

S TR \EEE A |, |, |geRegE WA W T @ e

< fEw |ar|3m | L. no | e T8 ERE AT TA 9T fFoa

Q‘Eqrfi mg@\r;—rh & 5 maga‘f Hlﬁ‘rﬂqﬁtﬁ'ﬁf

iy i e 2 | s ;,

vo| T W IR | AR BY 9 ,, |, |yl O T d 99§ oat

AR |ar| ,, |@Eaw| g |, |, [Bfe | @ U1 aqyfa

W A @I A, |, ||, [ega @A TR 9 g froat

e e = .

RIE WG IT (IE B9, |, EgE HAEGH g9 &

== { WS g

IE A A, (BT AT 9, |, |4, |G U a 99 a

L IZ | 5 | = | Doubtfulx
FT q g3 b

Y8l gn  |a|ilmE @ gz | 5 HUF g o o

. Wmmquqr’_ﬁx af

~ | ~ "

ol Femo (@l ,, |SERT Y 9 ,, | T CIT 8 G T H 99 F qf
Craf qr T q fer

L fGais |4 I f\ﬁ%ﬁ TG | a3 | 99 AN = ‘| i ? r— i

RR[FIE YA G|, (grarn | o, Bal| 53 ]653 lard 1w 99§ af

AR R D ERCTE T s emm—
e AR a1 g AafET: FRE: g g |
Explanatory note.
Pundarika’s notes—Hindustemi Notes. Hindustani Notation signs.

TEI, 99 =sma i, Fs 9 09 9f = 5me [, e 1,49,

IGAAE IG:IM9= dT . amg A - - =gy g O
YA, AT = g, ama ai- - - awar
AERT T = FAE T
FIAF [ = FAS

®T W, BT W, BT 9 = qiF [, a7, afg ¥



FEANAT A STTERA—AZIZT |

W AW S A
. gEil ¢ gEn]
2 @A ¢ wiwd, 2 AeE, 3 990, ¥ 73, « €, § T, © TG,
’ ¢ g, < UWA, 1o FME AT, 12 AME, R A,
23 S, 2y 49, b4 AT, 28 A9 4N, e FUE
@, 1< TE Iied, 2% TE AT, R o SFITER, 2 2 AT |
3 A o AR, R WA, 3 aAne, v W, w Hee |
¥ TEAE 2 FRAIE | '
w ZanEl 2 ZaET |
& gz dis 5 FUNE, 2 FEFAR], 3 TFANS, ¥ SAME, « Hd |
v 3&R ? FTW,  ARCAW e, 3 I, ¢ TR, 4 AT
§ WEAHIR, © WEN, < 8, & AR, e {tnan, 2
amd, 2R G, 13 FEE |
< o= g &9l |
] FHTATE 2 FHHATE |
o HIHG ¢ FWE |
22 JE 2 @ |
23 HATHH 2 =T |
23 gEAE ! WA, 2 FEAUE |
A TEUEHT ? FEIMAL, R A, 3 &, ¥ S |
2 A 2 A |
28 | ¢ | |
2 T[T 7 Fe( |
1< BE® y (33 |
2% ARAHA] 2 AEUHRT |

We shall not go into the definitions of these Janya Ragas here.

The Hindustani musicion will find this classification very interest-
ing. He will find many of his own ragas in the list. Some of these
latter seem to have retained their original swaras to this day. The
book therefore, is supposed to be of great histerical importance.
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RAGMALA

This is omother treatise by Pundarika Vithale. It deals with the
Northern system of Music proper. Here too the author builds up his
Raga system on the Southern Shuddha scale

AT T 9 9 dl,

We know that was also the shuddha scale of the Sadraga-Chemdro-
daya. The ncmes of the wvikrita swaras here are not those of the
Chandrodaya. The ragas again are divided into three classes, namely
‘purusha’ ragas, ‘stree’ ragas, and 'putra’ rogas. This is supposed to
be the genuine northern style of Raga classification.

After mentioning the three seats of sound 'mandra’ ‘madhya’
and 'tara’, Pundarik says —

TASTARRIM SIEAF qEAFIq: |
AT w4 gagusadEg u
The sruti is distinguished from the swara in the usual way.
;AR SAAGISTWRAN: |
A ;AT @ Sy awe |
[t i« worth noting that in the time of Pundarika, as also in that of
Hrdaya, Ahobdla, and Srinivasa, there was only one ‘grama’ in use
and that was the shadja-grama. All encient writers were agreed that
the shuddha scale commencing with shadja was the shadjo-grama.
The shadja-grama of Lochana was our modern Kafi thata, Pundarika's
shadja-grama was the southern shuddha scale mentioned above. The
cuthor accepts the old twenty-two srutis, ond their distribution among
the swaras.

FifEifa: MFeaE FTEFRAT FA |
X X X
smerg%ﬁ'cm AT ARFAET: |l
{rmlﬁ"ﬁgﬁm q1g a9 @ fyar|
REGE) ?‘EETT{%TQ TR qEqaeqr ||
A1 qAq (e Aeaa !
qut &am aRTAGAHTF war ||
arm'aiwfﬁg T AA1 a9l |
aueRat 7 At = st T e ||
ST fRafa: A SUH1 AARE: | _
The word “sthiti” in the last line has to be carefully noted.
Pundarike means by it the original or shuddha place of the swara.
He uses the word in contradistinction to the word “gati”, Ry which he
mecms the vikriti of the note. When a swara becomes vikrite, it leaves
its criginal place or “sthiti” ond moves. Thus the word “gati’ happily
represents the idea of chonge. The shuddha scale being southern, the
vikritis of the swaras will necessarily be the higher “gati’” of the . . .
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shuddha swara. Each “gati”, will be measured by a sruti. For
instence, gandhara rising one sruti will be called “trigatika”, when it
rises two srutis, it will be supposed to have gone up two “gatis” and
so forth. The shuddha place of the gandhara, is as we know, two srutis
.above the shuddha rishabha.

AGq1: AT d9iTEiE |
: frieniier w3% 2fq v 7gadi: |
Tramslation.—All swaras with the exception of sa and pa, will
be allowed to rise up to three “gatis” or srutis. The gandhara alone

will be permitted to go up to the fourth sruti of the next note
maddyama:

TAZRGART: SAR=BERAT |
ST AT StaEERa aat |
GEEEE] wEl g1 SrEata: |
SaE: AaTAAT WA |
39T TR £ AAT: AEIGF: |
SAISHEEH d5qHERd 113 | e
T ERIEn g guar aeragE | '
Tramslation—The use of the “gatis” will naturally depend upon
the nature of the raga proposed to be sung or played. The second
“gatis” of gandhara and nishada have special names; namely “'antar-
gandhara” and “kakali-nishada”. These names will be used when-
ever the ga and ni rise two srutis. The srutis fifth, sixth, eighteenth and
nineteenth will never be used in any raga at all. Barring these four,
the remaining eighteen will be allowed to be so used. The rise or fall
by one sruti only in the mandra and tara octaves; could safely he
neglected. It will not desiroy the general effect of a raga. In the
maddhya octave, however, it will be proper to use the prescribed
sruti-swara.

Observation.—The srutis five, six, eighteen, and nineteen are
barred because 'in the southern scaole, the shuddha ri end shuddha
dha are supposed to be the lowest sounds of those notes. Ri and dha
.when shuddha, are always three sruti notes. No swaras therefore, are
allowed between sa and shuddha ri and pa and shuddha dha. The
Jprovision in the last verse is intended to avoid the difficulty of having
a four sruti note and a three sruti note stending on the same fret of the
vina in samvadi relationship. We find a similar provision in the Raga
Vibedha of Somnath.

Pundarika being a southern Pendit may have read the Swara
Mala Kalonidhi of Ramamatya and the Raga Vibodha' of Somnath.

The following chart will show at'a glance the places and- the
names of the shuddha vikrita swaras of the Raga Mala.
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FFa &= Ty ‘

DIk e & qEgA [FFgrae Ty A1
8 i e [THITE (A FwE fWE  (Southern &% 1)
2 FgEdl AifERE | d@ W (Southern FHFII [)
A ERIGERE GiERERES
¥ TEEAT | IF TSN e TSH
W ZgIEq] . .- Not to be uzed 1 According to Pun_
et Not to be used | darika TqIF%:
SRiEHE  [TE WA ) FAS  FIA
e e YA OF AHER ,
REH  gE AR BARE R | diE W (Sonthern T3:AME R=
: T TAARTN)
% o T EHT TEIGE TEUR | FWe atarw Hieeor AR )
8 2 [gaifioft -3 G i 1 G 3L TiE)
&G PAaE GIEGL)
WS TE gE (FgIaE SR
vefaly oFAfGF qeg |
% (T If%:wf‘ e GlERE:
3 & [GTTg e EORE O, GIEGEE:T)
L s|A@fE T8 dug . T 999
? < HEH] Never used
2% IfiEef Never lused
RogEl  gE gag | FmE  vAm
(33T TEIAE 9 3
IRl gx FUE (ERE g AE @ (Southern F3: Ho=G97 04
2 UEAF {7 e 7 TR @)
R FHEAT . |Bwfaw a fid T 4 FIFB! 14)
3HE o B dEaw ) l
¥ BT RESLEE] | N. B—The notes underlined are the
- notes of the present Hin-
dustani Music system.




After explaining the shuddha and vikrita swaras, the author

defines the following technical terms, 18}, g1y, stgae, Fad, g7, o
and =yg as follows;—

. Igiaar: &y T 99- 7 fFaahy |
AFARINT AT § TN 9% @ |
S waTifd 94T AR ®: |
AT FRAEAT TARG: |
fae: e a1 € TR |
AOIREANGA s HAr (|
We have already discussed these terms and need say nothing
further about them.
Tfarefaaar: @1 98 sdiia: |
T ag@isa: TR fAEAnE |
Translation—The note which begins o song is called “graha’;
the one that ends it is called "nyasa”, and the note which is most fre-
quently used in the gita is called “ansha”, which is synonimous with
the 'vadi’ or 'sthayi’. west: @aatm ¥ #@:| Sa is the 'graha’ of
every raga. The terms ‘graha’, ansha, ond 'nyasa’ had aoparently lost
their ancient significance in the modern “deshi” songeeta. Pundarika
says in the Chendrodaya i —
RIEHEEE] qvmmr |
arar g1 msg a{@lﬂﬁr I
EES Eﬂf"ﬁﬂm |
Amggad 774 7 a7 ||
RAGA-ADHYAYA
In the Raga-adhyaya of the Raga Mala, Pundarika, first lays
down his six 'purusha' ragas, and then gives each of them five
‘bharyas’, and five ‘putras’.

T A TR g
2 wEWE |2 g=E). R S, ¢l 2 i
 BETE, R Wil 3 Hedl, | i avdl, R ;R 3 994, ¥
AT, 4 SAEE O3S, & S
RRE® |2 g9, 2 agdl, 2 I, v 499 2 96T, } gE SMe, 3 W, ¥
S HEd, & gEEArE AT, s FHIE
3 EWHER | 2 1w, 2 989, 3 89, x“—rawr * TieE, 2 @AW, 3 A, v
& TS B, & Fq
¥ HWAT 2 TET, R qiE, 3 qUE], ¥ qZ | 7 2%, aﬁmaﬂ,imm,x
U, & TSR ’ 7 e, & FNHS
4 WAEAE | 2 WeaH, R s, 3 &, ¥ ¢ ¢ [SSEdr, 2 qEEE, 3 FAE,
| qATIAT, « SAEH i ¥ B, 4 FHRAR
§ AZAWT | 2 FBEAS, 2 FAISl, 1 @aG, ¢« A9, 2 e, 3 wWH, ¢ g5
¥ HEdl, « A j T v, BrErTeT
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It will be seen that all these raga names are to be found in the
modern Hindustani system. Nay, many of the ragas, will be found
to have preserved as nearly as possible their old forms. The new time
theory of the Hindustani musicions naturally brought in some charac-
teristic changes and made the arrangement of the ragas still more .
attractive. In describing the thata of each raga in the Raga Male,
Pundarika accomplishes two wonderful things. He first gives the
swaras of the ragas and then gives the 'devatatmaka’ appecrance or
_ picture of the raga as also the time for its singing. For instonce,

FAIAAIEAIST AR JEF: FIE |
e HaaEad) aeEegEEaT: ||
%8 ART 7 FAUEIEGl 9% T |
s gaid Ao 98 TEIE: |
Explenation—Here the first line tells us that shuddha—Bhairava
drops pa and ri and is  muw @A that is it takes the komal ga and

komal ni. The rest of the sloka describes the Mcahadeva who is the
presiding deity of the raga.

I shall not go into all the slokas describing all the ragas here,
but shall write down the first raga '‘Shuddha-Bhairava’ with its swaras
as given in the bock. The Raga Mala is a printed book now which
can be had for a few emnas.

I WA |@, TR, THI T, YA A, T 9, LT 9 A4 (4 | Explanatory Note

e gl ||, THEAG R, oFAfG W, ,, ,, CHEIQAE CEAfE ] @FIE = 2

Q %m aa 1] ) 92 3 33 73 ;{q’ﬂ-m’\ S
Ed %quf 4, 13 33 %9 2] 27 9 I’i =55 4
; % L | wEE= R
¥ apEt @, gga @, fefia, ., ,, mRaaPmEf 3
. _ B Bl G
w HEET |7 sy TIEAR » TG T
eIk

¥ (@, 3 8 @ T, W, D9, T.F, TR
2 g.300 14, ,, WERS ST cakes all notes of the ARAURI
3 999 |4, 4 % : »

Yy @S |, 3 f, GEea, goW, 5.9, 3.9, B ] 5f T e

'!;‘ E.Wﬂa H, 9 % fg:qﬁ “‘3 92 33 59 ]%.Tﬂ% l%
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RAGA MANJARI

The third treatise of Pundarika which we consider is the Raga
Manjarif In this treatise also the writer sticks to his shuddha scdle.
The names of shuddha and vikrita swaras, and the method of describ-
ing these are the same as those of the Raga Mala. We thus find in
the treatise the following verses of the Raga Mala repeated :

3 i FmFeEgATEAETt 74 aa: |
qEawat 7 ft 7 @b 7 23w |
wesEwat Rufq: S o arafhn |
AGqT: [FIFEA GFGgaaE: ||
AfeidEa 5% arfa T3 F3af: |
TEEFITIN: EEEResmiaaad |

These verses have already been discussed, cnd we shall not
repect the discussion here. Pundarika adds cn explonation in which
he compares some of his vikrit swaras with those of the southern
* system. He says —

qraT: FRE AtqEERET T |
AR Fad &1 Furafa |

Translation.—The notes ‘sadharana’, 'kaishika!, ‘cntara’ cnd
‘kakali’, are only the first and the second gatis of gemdhar and nishada:,
What he means is that sadharena and kaishika are the prathama gatis
of gandhar and nishad respectively, and the antara and kakali are the
second gatis of the same two notes, Sadharcna ga corresponding with
the prathama gati of ga and kaishika ni being the prathama gati of ni.
Antar ga end kakali ni are the second gatis of ga and ni respectively.

v

FAGSE TEN TR E AT I

qEq f%'mﬂn*rﬁr A7 qifaE 79
Translation—When the note gandhar rises to its last gati it
coincides with the shuddha maddyamea. The shuddha mcxddyan"a rises

through three gatis or shrutis and bears the three ncmes qg =,
ggifgs #=w, ond g9 Hqegw, respectively.

These gatis would practically be the sounds of the fourteenth °
fifteenth and sixteenth srutis.

wT FRFEAL A SHES] HATF |
g3 WEAIAl FAAaE Ral |
Translation.—~When ri and dha rise only one sruti each, they

become ‘kaishika’, ri and 'kaishika dha' respectively. When they rise

’
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two -érutis, they become wHE® ﬂ,a?é@[es 9. when they rise three
srutis, they will be called wm=s@s R 9 respectively.

A glance at the Sruti Swara chart of the Raga Mala will show
clearly the positions of the swaras of the Raga Manjari.also. The
definitions of the terms- gy, &3], ete. are in no way different to
those given in the Raga Mala. All ragas are founded’on the shadja-
grama clone. :

TERAMIHAM, WA, 9 TG TFH: |
AEFIETAN: GEATT TF 7 =194 ||

On the question of the murchhanas, agfgg and gui Pun-
darika simply quotes the verses of Sharangdeva Pandit the cuthor of
the Sangeeta Ratnakara. It is to be remarked that none of the writers
of the last three or four centuries, say anything useful about the “jatis”
of Sharangdeva and Bharaia, which evidently had gone out of use
in their time. All music was confined to one gramga, namely the
shadja-grama, with its’ own shuddha cnd vikrita swaras all complete.
Thotas were constructed out of these swaras, and these thatas pro-
duced their own “jomyaragas”. All ragas were based on a system of
twelve shuddha and vikrita swaras as a general rule. There were two
leading shuddha scales in the country. The northern scale corres-
ponded with our modern kafi scale, end the southern shuddha scale
was the modern Kenakangi of the Karnatik system.

Querry.—When did the Bilawal scale come to be adopted as the
shuddha scale of the Hindusthani music system? To this question there
is no cnswe 2 ' any of the old Sanskrit treatises.

In the Raga-adhyaya Pundarika begins by laying down twenty
thatas fcrthe classification of his Jenya-ragas. These thatas are:

gEi) dwgEE a9 A aatE |

FAN: FEAARET Sl SRIFAF: || .
IR RFFERT fafE: |
ARG F1EET gHIE: ||
AIGAHIFISTA AR ||

The following chart will give the twenty thatas with their shud-
dha ond vikrita notes. The Hindustoni equivalenis will make the posi- -
tions of the notes clear to the modern students.
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Th1s list will no doubt be of great interest to the student of the
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Towards the end of the book, Pundarika tckes note of a few
Persion ragas which he perhaps found 1ntroduced into the Hindustani
system by the Mohamedon musicians. -

S QREIHAT TN A |

gqu: GIRF: FEeGaRar gan: )

TEPlT 3FTEN FAE (e |

TG WU AW SIS dmFw |

SIYTETH] K TR AGRAFTH |,
GRS 7 gEgy g9t = s ||

Risraeat = R8T A1eT gReiEE:

FAW JAA AT, FEIST [T 1L

SR A AW (R |

RafFl guret RSl T

Pundarika has no doubt done « great service to the music scholar

by giving these Persian melodies with their Indian equivalents. Pos-
sibly, the locative case termination of the Indian raga name is intended

to show that the Persian melody is not exactly the same as the Indian
but that the two are founded on the same scale.
’
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RASA-KAUMUDI

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

SR CR E T L ORI R I RICET I D
AARCYIRNATISG  weHREagqreas: ||
$5] FEAFOIFGNTAG: AFUIAM] Fhs |
Fasg WHEAT fAgw: avfigEiEaa: ||
FIOAH: GHT TTTXGL &N IR |
S AT AW AFSHARANSAF: GUIURE: ||
AFaeqaarl FRwsafiEyy fAgad: |
a9 AeaRT A REmtEas =gy Ferdaq |
from this it would appear that the cuthor's name was Sri Kantha,

and the book was written while he was in the service of the Jam Saheb
of Nawa Nagar, a town near the well-known sacred city of Dwara.

The General Arrangement of the Work.

The book is first divided into two khandas or parts. Ecch of these
again contains five adhyayas or chapters. The first khanda with which
we are concerned is called the Scangeet khanda, and the second deals
with Schitya or rhetoric. The contenis of the first chapter of the first
khanda are described in the following slokas:

Hitd T99 qEAIT AES FEd |
giiR@aTl @8 gueney wa waq ||
FecafaEiaaT: @sgiHisel |
=Y WhGE (AR AeraaFE ||
Feqry: e qumiRRTd aTEes gu |
@€ qafiig qeqtEeT giRedERaEy ||

HEq HAT qF W0 T |
®AFIT Jq7: Y6 &U: 89 FFEan ||
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AEAEANT A GFATSA: |
FeFefaarEar: sTaragaEgan |l
AEIEE AT aNISHER §9T: |
FUid HATA MATEIR: |

This is the usual gzmang of the Swaradhyaya of all ancient
Somskrit Jwriters.

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

et afydens  ssASAGIA: |
waR Rt gaEie warn: |
araronfrat TS wEA A |
dqueat adqr afy Gdaafis@ua: |
TSHENT ARATE FO A a0 |
TqaEl Bt weE @ &gy ||
W (iea: a3 9ga wi |

A1 T 91 "R WAE SS9 |
791 =R BEat qar @ g |

The only wonder is that the author does not find any difficulty in
reconciling the definition of the sruti with the description of the swaras.
Sri Kontha evidently recognises seven shuddha omd seven vikrita
swaras which he describes in the above slokas. His swaras may be
compared with the modern Hindusthemi sworas as follows :

Shri Kantha's Hindusthani
swaras swaras

30 - . AR e b UWE W

EE @ .. e R FTESE L

TR S i

¥ [ERT T ... cee ¥ TIAS T

€SI T ... e & @ T

§ Sul or gaw e § @A A

o geH ees B FE A,
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< 399 or 9q9 i € diEA.
R UE T ... - PO
o gE o .. vee Vo HAS 4.
gl . e 20 A 4.
W RRE A L. e 32 TWS M
1% FES AL . 13 g fa.
1¥ 39 qI-gqar w1y diFaq [

The ancient gramas are disposed off thus:

ASATTATIR GIFT gl WA |
AFARES ME e TTTEgT: |
EECELREEIGIG e CRICIBLTEC i
FABANARBAGTA &l €52y ||
qears Afat s werd i) qu ||

Whatever his reason we see that he recognises only one grama
namely the shadja grama. On the subject of murchhana, tana, alemkera
ond prastara, he has hardly emything new to tell us. There is no
evidence to show that he understood clearly the functions of the cmcient
gramas and murchhanas. Then comes the Raga Adhyaya. All music
was based on twelve notes, as in the case of the other writers.

g uaEaER] fGdtT avad SHu |
g e dAoAr: Sear e ||
Tl 19F 99 W& TEAGHT: |

Aasds ynet oAy T |)

In the Raga Adhyaya, he describes the Ving in full detail. The
wires were tuned as follows :

FHAGAY 71 AT aeql qHIHEFY |
qATIgaRRE Gt ey |
WzNEE gdEEt T3l dxaeray ||
This arrangement exactly tollies with that of Rama-Amatya emd
Somnath as will be seen later on. But Pundarika, tuned his wires in
the same way. The placing of the frets is described in the following
verses. (Vide Pundarika's Vina Chart).
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qiflaw gwq wad: gfoad |
AFHgaq=arEt 351 Reearga aqar ||
A3z guar @i, qur a=qi iR |
geatartiord, aur d=ar i |
WERIEIAHET hawEd: |
1949 gai =ganeraay ||
geaerafrerd i@ d949 q47 |
=41 qa1 99 981 qa9SaEdy ||
ATEH A REEET ¥ @a: |
JUIT § FAOT IR T A9 )
GEHAGHRY T -1 agqiHal |
qqr BEaEm a=a1 Sag ggEda: ||
aa: TEATRET [aE: Had g1 |
I7EAIT 902 S FEuSIHATAT: 9 |l
TAHTTT: Y52 9=d dAigqr: @ |
Jal EErrn aesn fgE 4 i @0 |
Al q7 ST @ qaE gdaa
w3 @ gHar 32 fimAdiRal |
TASTHEST: HITI: FAq AR HHIT
as91 qA1971 AEEa iy areafy ||
qUT €Y: FARH €0 FTAAEE: |
a9 AMaqT a541 FgEasgdr vaq ||
TAYTaE: THIRIAN 99: €@ |
QPIT AqEasqt Igeniaty fog: ||
TG JAE=A1 HEATAYHAT |
YS§ AT F{y 9ag: Hew: @ ||
9aq: TUH: SgIREdGHq |
TEI: TEI: G HRE qa: ||
q: QAR i aFea W |
giizarg iy a1 Fqgh: ||
HATHRETAT WAL DRERT @F ga: |
Hiageqaql S Ay ay Ay ||
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g&u1 ¥ q9iRET gt gedtian |

S T FG g0 F1 WAt 49 ||
daiiat @) 4isat ga i 9tEuy |

ae ansiansy disiar g9ERa |)
St HfAdl A7 A FEH @ |

gisd W9y FeArEa e waaa: |
ST TN geue FIFBAT Al |

A frEade anfasesaedn ||
g aadn: aEEEEARER |

AqHES enat ganataEE T a1l

These verses clearly show that Sri Kemtha had read the southern
authorities Swara Mela Kalenmidhi emd Raga Vibodha.

The wfgfafsr theory by which “antar” and “kakali'’ notes
were represented by =gg or gg ma and =gg Or gy sa, was known

to Sri Kantha, and he mentions it in his work. In the southern
music system of the present day, the notes antar and kakali repre-
sent =gg ma and =gg sa.

The shuddha thata of Sri Kantha is Mukhari which coincides
with the southern shuddha scale. The cuthor says:

T YEEU: 985 AIYHAAS |
@ TFOEE 1%: gsd1qr adaqa: |

He finds the shuddha scale, Fmtss but the Mukhari raga from
it, he did not find so easy apparently.

geqratasEt Qo gt dEE qa |
FRagARdw wEaren gIEhn: |

The importance of remembering the Zgqras &9 or picture of the
raga, is mentioned as under.

ST Al (NEEEEd | :
arifa gisHgm F41 g ||
giaEimESiE - |
F7: wavsfd Fe A7 ||
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Chart showing the nine thatas of Shrikemtha with their Swaras—

4 Fiq & CEACTERETE

=
=7 @7 g w5 =

f, 9193, 9, Ia9, g9, ygu, g9qar ftara gy iyt
A (iﬂ,ﬂ@'aﬁfﬁ,mﬂrtww,ﬁw,ﬁwﬁg:s;rfaw,%mﬁ T naayfyat

Y HIST A8

PYEWE | A, Borf, aaqw, gaa, 3o, frgfaf; gaar | arasaafogar

* Fuizdils | @1, g,  qw, gaw, g, Tef, 3RER | WAaa g9 frat

% FI 9, q&T, 999, gEd, &9, gEA, ggar | MATR99 @ af
§ w@it T, UAT, oA, FuA, gad, PR qae ‘ qniia wa fi frat
» ey AREEICURCIEAE ¥59, e, gqar | H“T““Wﬁfq f

. & T 9, &I, WA, 9499, gE9, gEf, 94 mﬂjawﬁat

e s
IZH, 39, %’fqﬁ;ﬁ-’ gagr | HLUTH qf( f7 gt

i s qqq. | Asiresaian
| qaT FqHRTTR
ﬁ QAT @t (qa) 2)
l UL
e e TS = f fearg : asﬁm?ga
B A J9F YT |

2 H@T e | A e 3 ﬁ‘\wa 3 78 v TR 4 TgE € gy o mvs'tﬁrﬁ

¢ AT % FZ 1S (1) 3G (2 ») diiet, This is the § W "z
of Hindustani Music.

3 & ! 12 WAl § gl » ¥edy o 2awigr. This is the Nor-
thern Kaphi Thata.
3 9 AR 2 IE AL

¥ Fuz e | ¢ ®E ae. This Thata will correspond with the Nor-
thern Khamaj.

4 FaRr 2 fa@mat 2 azawaw : wwEgger. This is the Hindustani
Bilawal Thata, ‘

& WBR 3 AT ARER 2 HEE.

© ZAME} 2 Zaefl.

& Faqmr ! EHIE 2 FAT

] I 2 I,
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Explanatory Notes.
W&z a Northern % 1 & Fws 9

wakgz [ » ARG &dEa

R 1 & ww »  WUS T & Fwe @

gq4r, 9% & 999 diFggn @, dEan 7 & dEAFAA
Pafy 0 & Bygd & e 1 & FWe [

After dealing with the Raga the author proceeds to some matters
of general interest.
AR T S eI |
gFivirg 9u% av swd gRgYd |l
Y TN U garaLar:
S WAl AR SRRgarT 7 ||
&4 WrRgar 7 g aFioe AEkan |

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

The Quadlifications of male and female Singers are mentioned
as follows :—
TAARFBIFSFTS! Fatoiwas: |
aFIsfESTaIEgmES ¥ aw 5y |
1 FIFSFIAISALA: FASA! & |
AT FASTHA: qgiwa: At o qead |
g Regznirsadqenataar |
FARAGATTAREN: GARRAT |
A eHFRlsTaEETanRTag: |
Sraataiaagy aF @ i ||
FRYASI9TE TAFSTFSIHIFIARAISAGNIS |
Aqieh! AN TFSHAANARAS: A[FaI: |
YSBISE: AAUGTaS: FbSITH3: |
qlzARl AgE: gy ARy agFEt aoy: |
The different classes of Singers are described in the following
Shlokas :—

Td 41 e N fAwd stad qan | .

% 91 A& a¥9% REHR: § 9994 ||
gurey iqurEed 41 AacgeeFaq: |

amdsgRUFal uqH mIE: Ty |l
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et & FA7 (Aoid wiEEygd |
qr Higiaard 9t mag ag ags: ||
wAgIa g fafgar siguy |
ot wtd g 41 9% dcfdg ||
A1 TETAR A4 SHTHT T |
a1 AR BRI Ferasa B ||
|l Uy qrow WY Tl @Y |
g qaTm: g9 § 99sdq ||
afqify s g aerfarm |
ABETIF: disd [T aMqarhn ||
AT 72id waafawaiat |
ST MAFIGE: TIST TIFTAEF: 1
qf @9 T @d) 787 wizan |
fae: &g @edr Magasag: ||
TR riarEsEt g |
gaioAT ET gathy IgEd: |l
MAFE: |
WFEIUANTASFA AETTAT |
AFA IR REed SEaFagEarn |l
. AfrasFasn: |
AfarEasadr ¥ @y FAHE |
11 A1 T at g EeEsEt Sy ||
q1 W A= au=sEt g af &g |
W M &9 S )
UMEIRGRer T4 SvgaAr: |
FERITIIETAIE GA=SAR @ aql |l
AonARTEA AT a1 Tgal 39 |
ESIEIRAAT T8 A= 9 )
Shrikomtha then describes the old weys 9geq of the oncient
writers and adds :—
AT EEE AR |
a@fa: a1 f&ar S Gaar awer guar |l
A1 A T AT fHEq qa: |
AaIsAGaz Igaedr qd: ||

It is quite possible that Shrikemtha like Pundarika Vithala came
from the Southern Presidency and then settled in Kathiawar :—
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The Works of Bhava Bhatta Pandit

We shall now proceed to consider the three works of Pandit
Bhavobhatta, namely Anupa Soangita Vilas, Anupa Ratnakara, and
Anupankusha. Bhavabhatia was in the service of the Rathod Rajput
King Anupa Singh, the son of Karan Singh of Bikamer. Anupa Singh
was o contemporary of the Emperor Aurangzeb. Bhavabhatta's father;
Jonardem Bhatta was in the service of the Emperor Shah Jehem, the
great Mogul-Emperor of Delhi. It is quite possible that during the reign
of Aurangzeb, who was not over fond of music, the Court musiciens
of Shah Jehom, got scattered and Janarden Bhatia or his son Bhava
Bhatta took service at Bikaner. Bhava Bhatia in his Anupa Vilasa,
mentions his family ond residence as follows :—

FAIASIGEN a1 ANEHA ESAGHI |
WAGAIFTAIZT SEA1[A7: TqFQT ||
qq: 99=9 § Y AANAFSIT 7 |
qot frger qeed 23 W aEEE
FUENAGH FEAIEAN |
Waaeag: vt qaazE: ||
far SR : AEETTRT AT |
WIg: EE A AHGE g ||
RFAT arEr wa: 9g4T azafE |
wE: U WA 1 A WEHEEs ||
adg wEaashy Fifdd aaEaay |
diafs g deid adfidy ag 95937 ||
AARAAT FIFZATHAA T Filea |
Aacaigaghgaediggag |
AMFIREGAIZ (9% qd: |
AEREEaUaRgIFad ||
O qEE J1 AmTaEE a9 |
It would thus appear that the poet was born in Dha\;ctipur in the
Abhir district, (Malwa). He was a Brahmin by caste end his gotra was
Krishnatra. His mother's nome was Swapnabhava and his father's
name was Jonardan Bhatta. Jemardan Bhatia was given by the Em-
peror Shah Jehan, the title of Scmgeeta Raj. According jo research
scholars, Anupa Singh ruled in Bikomer from 1674 A.D. to 1709 A. D.
Bhava Bhatta's own title was "Anushtupa-Chakravarti-Songeetc-Rai.””
The whole material of the Swaraadhyaya of Anupa Vilas has been

borrowed from the Sangeeta Rainckara of Sharemg Deva. The cuthor
does not give us the impression that he clearly followed the theories of
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the Ratnokara. He quotes from several other treatises both cmterior
and subsequent to the Ratnakar. It is said by some of our modern
scholars® that Pandit Bhava is more of a compiler thom cm original
author. To some extent, I think they are right. In the Anupa Vilas,
the aquthor, after deseribing "Nada” and "Sangeeta” in the usual way,
copies the whole of the f4eigfigror from the Ratnakara, under the
name  gRAEaFEEr. Next he deals with the theory of the productions
of 'Nada®. Then comes the description of the 22 srutis and the swaras
based on them. He brings in o lot of unnecessary detail from the com-
mentary of Kallinath too, on the sruti-swara, Prakarana. Srufis are
divided into two classes “gatraja”, cnd “yemtraja”,

FEER AW0R gt SR g
g=Id MEAElE JIsEqya aqr ||

The usual sy, Fagdl, 41, $894] | and others are the ‘ws’
Shrutis; the Shrutis are,

feresal welifa® Creiasn | ARl
7z U ateqr
GET| Ui waifirr
qgil AGHIRoA qifas!
sfear EiLET STFH
THIE arsal ELEN
A ELIa] gl

i CECH

=

The distinction between the sruti and the swara is attempted to
be explained by quotations from Parijata, Ratnakar, Sringera-har, and
Raga Kutuhale. It is not necessary to go into these quotations here.
Each of the seven swaras is then described with its picture, presiding
deity, "dwipa,” in a wealth of detail, of hardly any practical use. The
definitions of 'grama’, ‘'murchhane’, jati’, ‘varna’, ‘shuddha tane’, ‘kuta
tema’, ond ‘clonkara’, are all taken from the Sangeeta Ratnakarg
and the Parijata. Sharangdeva Pandit in the description of his vikrit
swaras has used the term 'chyuta’ and with reference to it, Bhava
Bhatia says :—

AE ARHET JAAEIR FH <74 |
=ZAeIy %4 qEaTgaed aREIfEay |l
TN WAGET  AETARER |
SESAM AARET GEHEAT T O ||
MEaE =Ry @R T w5 |
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This only shows that Bhava Bhatta was unable io follow the
music system expounded by Sharangdeva. There is reason to believe
that the suddha thata of Bhava Bhaita was the same as that of Pun-
darika. It is no doubt extremely difficult to find out what was really
the cuthor’s own system. I admit, he adds in some places the expres-

sion %¥3ag to the quotation. But the question what was his own system
of music still remains.

On the question of the vikrita swaras, Bhava Bhatta says i—

ERAMFAA 03 F&fd G793 99% 79% A |
A9 g A99 qfE gy || GNEan |

ARG d A AGH AFaaq: |

All these forty-two vikritas, are based on the twenty-two srutis
which form the basis of the system. We have dlready seen that Aho-
bala had twenty-nine swara names. Bhava Bhatta goes a step further,
and adopts forty-two swara names. Strangely enough, he omits to say
cnything about these vikritas in his raga descriptions.

In the Raga Adhyaya, the Pondit begins by mentioning the 234
ragas of the Sangeeta Ratnakara by nome and then turns to those of
the Semgeeta Parijata. The “upenga ragas” of Bilawal, Kedear, Gouri,
Puriya, end so forth deserve notice. On the different varieties of
Kemada, he gives us two excellent Hindi, “sawais”, which are :—

Al &A1 9% Fg@ ASASITF A1AMF JE7 |
FrrEd) 9MERG e vatws § s JE |
g BIET WS $93Ed F qRA S@@dgiE |
q7® AEF GIfF FIMAG WEHE GruzAAEl ||
FRFEAT SRS YeTEr 3 |
ARfE o daafidt S mRERLAWAT 3 |
FAVLAR A FAIHE 541 AFEE T@ETT 39 |
JISA AFAAA AW Fe FemAwE 39 |

These two verses throw a good deal of light on thé Hindusthemi
varieties of the Kanada Raga.

In the Anupa Vilas, the Pandit deals with about 70 ragas. In
defining each raga, he quotes the opinion of the following" treatises :(—

(2) GhEtEms () 997 ORSE (3) §fF gUw (%) gEEErEn

() FARGT  (R) TRATHIT (o) QAR (<) WAARElg  (3) RWAEET
(Lo) UMM,
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He leaves his readers to find out the Thatas and the Swaras
of the Ragas for themselves.

We thave already discussed some of the authorities of Bhava-
bhatta. The Ragas described by Bhavabhatta in the Anupa Vilas are:—

T[T
dFq
| "
FHE -
FIAT
Fidls
HIegE
FIN

2349

T
i
T

HI
THIT
Sz
JATFL
ERE

geFdIe
qarey
A0
295
TATMGR
AT

qz
AT
dstalt
ARAT e
LEC T
TR
q7IsT
qNB
e
B!
EELEE)

qa1e

Sex

WT ¥z
e
WTHEAF
WL
BT
IR
]
@t
gaEwT
AgaE
whad
CAEL
aq
quAE:
EL

=
!

3%

EE (£
frgne
ECIEf|
QETE T
HRAE
RE
el

amd

8

fageT
gusT
gaus
geal
Fad
&
FHIT

With the exception of the Ratnckara and Songeeta Darpema all
the authorities quoted by the author have been discussed in this paper
and it will therefore not be very difficult to determine the Thatas and
the forms of their Ragas.

under.

Anupa Sangita Ratnakara

In the swora adhyaya of this work again, Bhava Bhattor gives us
nothing original on the question of sruti, swara, grama, murchhena,
toma, varna, and alenkera. He copies almost everything from the Sem-
geeta Ratnakara. “Alapti”, “dhrupada’ and “quada” are defined as

FUISHFETA TAFETIAT |

AETHE=T ASRAIEATITETAT ||

A qA9E U |
AT SRR R R |

fEagaiFaTd AAHFaRIY ||
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SIFIAT A SBTIERAF |
qIEIAIE IS MEAIIFE =T a1 |l
A9 79 IEAF EIFEAT |
STERAAF! WAL TA9E a4 ||
HY T JY |
FiET@IEIH SATEIgeEAr |
gRaENaR: 979 gaAR ||
FASEAT T a3 AIFET FEEW: |
wrRTRAIgEEEA AeT i ||
s gfEEa Fons: aiEiaa: |l

These definitions may be found scmewhat interesting and in-
structive. In the Raga Adhyaya the wvarieties of some of the popular
‘ ragas are enumerated as follows :—

FuAESdEAIgAT: PRIGSAT |
FEAISH ABNAZBANGATEE: ||
FENEFATZH qUI FAWALE: |
AARFAEH AR EHEGl ||
qq: WA aa: FEIEAEE: |
FUARY AR §HRaEs: ||
FEAAEF: TIAIZ: FNEAEE: |
PR SRz aEnaFian | g |
YEFAETE FOE TTFH ad: |
TEATIR i FNEISGOrTET: ||
FEFFAFN: JRATEEda:ae |
adl aFEFFIE MuFEAEHaa: ||
EAAITIFUT : FIBFONEFET: |
SNAE R EaEaiaReaa: ||
qd: FMEIE: T | FAEd 7gaa |

Then follow the varieties of Kalyana, ey, fsme!, diel, M,

iz, O, wwEd, F&, fFEE, 0, §E, waE, g, d94t asir. It will be
useful for the music scholars to make an attempt to tollect and
preserve in a central place old songs of these varieties from
the living artists in the country.



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

dsiaifauziat FERIEAILAL: |
A REETE MOTE qa: 9 |
gRiEATAIT  daE  XRENE: |
AIGTRT T FIE: § FARI RAAH: ||
TEuAthEdel gEd g |
Tasi  Asgguaet T gy ||
JHT q¥9d [%g SwITETIE: ||
Then these thatas with their proper swaras and their jonya ragas
are faithfully copied from the Maemjari. Be it stated here that Bhava
Bhatta does not conceal the fact that he has copied these all from the
Memjori. He then gives the definitions of some of our popular rages,
and while giving them, he cites as quthorities the opinion of other
granthas. All the three works of Bhava Bhatta are printed and pub-
lished now, and so we shall not go into the details of his ragas. We
have fully discussed almost all his cuthorities and so the swara and
other details of these ragas will be easily followed by the reader.
Bhava Bhattor has added hundreds of old dhrupadas under the different
ragas. But as they are not set to any notation, I have not thought it fit

to include emy of them here. Many of these no doubt can be fitted to
music by some of our eminent artists.

Anupa-Ankusha

This is comparatively o small work. In the sruti-swara prakerana
the euthor says:—

~ = n ~ =
gitan qui Fify afwwm: ogqi 7 =)
Qi qa1 FG ewaAgRd S )
I98 99F 4§ BT wead wga |
i dREd WRY  WEAT 799

AFEE A TS ARaEEd |
SYUTEFTEAHI AT ||



FRAAAFEIST 7 q1g wAqq g4 |

ATHIFEFTIRG AL Fieqal qrarfe@: |

SEIEA: HAGISAT FWRATTITANA |

FfFafeads  den  @fFw@dar |
The sruti is defined thus:—

HETA AAMFRISTNA (347 |
AfaReg=aa axreasn aafadar: ||

The cncient writers are fond of defining the sruti as a sound
devoid of "anuranem”. When a shruti has the "anuranan” added fo i,
it becomes a swara. I do not think they had any clear notion of this
fine distinction. This leads to the question what is “anuranon’. Some
of our modern scholars, read the modern “harmonics” into that cmcient
term. 1 do not think, of course their view is right. The ancients so far
as could be judged from their writings had no knowledge of our modern
harmenics; "Anurcnan’ according to them was nothing moere than a
prolonged or sustained note. Pandit Kallinatha 1 think, in one place
calls it “pratidhwani”. In the vadyadhyaya while describing the dif-
_ferent “guna's or qudlities of gm sF:iy in the ﬁzw Sharangdeva

saysi— -

fRraar a9 dweafe:  ggiar @ |
NS FW@H T AEGOH aqr ||
feaFe  AAFE WgT a@dEa |
ZRAM IO S FeEn grangon |

Kallinath explains the “anuranan” referred to' here in his com-
mentary on the Ratnakara, at page 251. A 'nada’ accompanied by its
“emuranon”, he calls wawaig, And says —

BENE dGIAd, AR dRERg: | WA |

This evidently is not what we undersiand by the modern Har-
monics. &

In the Raga Adhyaya of the Sangeeta Anupankusha, Bhava
Bhatta adopts the classification of the ragas given in the Sangeeta
Darpemer and without taking the least trouble to solve these ragas ac-
cording to the definition given in that book, cites under each raga; the
opinions of Semgeeta Parijata, Hridaya Prakasha end Raga Memijari.
This is no doubt unpardonable and even misleading. But we do not
know what the motive of the author reclly was in resoriing to this
procedure and so can give no further explanation. To illusirate :—



. AasHane aa1 SaraTsas |
Aead  WEAREd yEeganad | :
Wa: FFET e siawead |
SR We e SRy ges: &g |l
. ReAIREETT SE T qUEE |
Had} g1 S dEe a<En
Ziet daradt e g SFA1 a9 |
WIEFIRETEr divg: g FEan |

g 1. 5.
39 WA |
qIRFIT—E g Ral A& RS qEaead |
qdiwl § a9 a1al Fwr 9ad: wga: |l
TEIAERA—AY W A AARE g
S —RAET /e G A g )

T FIANG : |

NRAF—AAIL] G 7€) g1 AeqarR
a7 dRE: AW /aadr geaEE )
af: g i feare aanE ||
TEYIFR—AF ARG TAIT Tr=a1 aegaifaa ||
This procedure is most ridiculous. It certainly is not such as

would enhomce the reputation of a scholar, who adds to his name the
title of “Anushtupa-Chaokravarti-Sangeeta-Rai'.

Meany of these definitions will be contradictory omd leave the
reader at sea.
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SWARA-MELA-KALANIDHI

Having finished the leading ancient autherities on the Northern
system of Music, we shall now turn ‘our attention to those of the
Southern system. So far as I cam judge, there are only five of them
which deserve special attention and these are:—

S Fal e, Uik, giqagd, IgaksFm and qIeEI

It is rightly claimed by the southern musicicns that their music has
kept a faithful touch with their ancient works. I do not think they claim
that they sing the music of Sharangdeva now. But I do believe they
will be in a position to show that their music has a long tradition of
three or four centuries behind it. Some of their ragas, I am told, have
lately got mixed up with our northern ones. But these do not affect the
great system which they have inherited from their ancient writers. The
first southern work which we shall take up for discussion will be the
Swara-Mela-Kalenidhi. This book was written by Rama Amatya in
shaka year 1472 corresponding with 1550 A.D. The date of the work
as given by the author is as follows —

i ATTUGUETAOA0TST FrT |
% ey fideay ud gaEat Ry ||

According to this the actual date comes to be Shraven Shuddha
10th, of the year named SADHARANA. The work, therefore, is more
than 350 years old. Barring the commentary of Kallinatha on the
Sangeeta Ratnakara, no other complete work is at present available to
show the development of music between the Ratnckara end the Swara
Mela Kalomidhi, and we are therefore not in a position to say anything
definite about the music of that period. There is, hoWwever, some
evidence in the commentary of Kallinath to show that he was a southern
musicien and that his music system was not different from that of Rama
Amatya, and the other subsequent writers. We shall come to that point
after we finish with the Swara Mela Kalanidhi, Rama Amatyd divides
the book into five chapters, nomely :

( 2) S THFW (R ) W AB (3) AT AP (%) A THOT (%) ATIFHT,
In the swara-prakarong, the cuthor after dividing music into the two

divisions “"gandharav'” end “gana’, defines these technical names thus :
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FANREART T35 G977 |

frad €l Ramet ud q=4d ||

A9 RS =T s |
ARy i agid S ||

Tremslation.—"Gondhorva” music is the music that has come
down jo us from times immemorial. Its only object is the salvation of
mem. [t is sung and played by the Gandharvas (celestial Musicians)
only. The music which is composed by our learned men and which
has modern rules and which is expressed in deshi ragas is called
“gena”. Ii is intended to please men.

Observation.—The suggestion is that all the ragas which we
now sing will be “deshi” music only ond not “mergi”. The rules of
“gandharva’ music were most rigid and could never be violated. Not
so the rules of “gona” music.

a7 SEHIINET 19T FITT |
I BEAIRAE sl T fAEy |
AEHIZEAIYI a¥g ILATITF |
IREA[IST F87%7 @F 99 F074 |l
qEAZETITYT A9 &% gaqq ||
The author has evidently taken this distinction between Gan-

dharva and gana from the Ratnakara. Sharangdeva in the Vadyo-
dhyaya of his Rainokera says —

A5l SPIAIEINT AT 877 |
qENIBEIARE, AT-E Al ||
The author then proceeds to the twenty two srutis and the seven

shuddha swaras. He does not name the srutis. The distribution between
the srutis and the swaras is the old one.

a7 gIHA1 9SS ageqtgad 99 |
aal Aaeqi qtarEdEat g aeee ||
g9w: gaawlg wadl FaRAdl |
gifgzal g famE: ong gfifaed @i ||
Ud SSARY: GREU: FFN: THAAL: |
Aqiaa agacod a3 9g5e ||
Rema Amaiya recognises seven shuddha ond seven wvikrita
swaras. The importamce of this work to the music scholar lies in the
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fact that Ramea Amatya tries to connect some of his ideas with those
of Sharangdeva. .About his vikritas, Rama Amatya says as follows.
He amticipates a question and cnswers it thus :—

g TAIR NI AFdan: @ |
BIGHIH $9 § g a7 FAAEAI1 ||

Translation.—Sharangdeva Pandit in his Ratnakara lays down
twelve vikrita notes. How do you say they are only seven? Answer :—

g ST AT FIETAMITEI |
IS €qT Ageg auEERT Siga: ||

Tramslation.—True, technically specking there will be twelve
vikrita swaras, but there are as a matter of fact only seven vikritas
really distinct from the shuddha swaras.

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

The test of a vikrite, laid down by the author is :—

AR AfaFarmEatag: g¥iika: ||

He then shows, how some of the vikrita swaras fail to satisfy the test,
and need not be recognised as separate vikritas.

FENSTIGTAe TSI 97 Ay |

AGAT Aq: gEraguE [faf ady i
TEINT [ IedT @ gunga |

fagdl Saa: g@ie SaaEiiEag |
AMUAIIRR [AFd: g9utg 4: | &
BEqI9T GaAE 7 T gAY 0

It will not be permissible to go here into the reasoning of Rama Pandit,
because we have omitted the Songeeta Ratnakara from our present
discussion.

The following chart will clearly show the positions of the shuddha
and vikrita swaras of Roma Amatya.
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With the help of this chart, the following descriptions of the
vikrita swaras could be easily followed.

auiEt PEdqEt g G5 wan 9868 |

R GLECE bR GRTIGR EutaRll
I FEARIAGRISTEE 9 7 |

e Fusadsars: asfehaEE: ||

These ore, says the author, the real seven vikrita swaras of
Ratnakara. His own vikritas, corresponding with these would be the
following :—

<gqueReEl @& (AuEET Fiida: |
=gavesiaEgE a&r &g
=gqe] Aaelg IaREagrg: |
=ggaeqRtaTETIST FHgd w47 |l
=YAGIRAAY SIF1 AAHARAT |
S Foqq G1s9 =gaqauasa: ||

Rama retains the remaining four Vikrit names: qgrgRor 4R,
AT A, #arw & wE frg.

Following the modern practice, he gives some parallel names
for some of his vikritcs;

Feisq gAMgENlaEaEaI a9 |
FAdFcAqsenia: dugFTEET: |

g @aeaigiediEedr Redl 4w |
SEYIFARA: FITEad: TZATE a: || .

The same reasoning is to apply to the note dhaivata. Thus four
new ncames come in. Namely :— (1) g9y H5w_ () 9241 Fwa, (3) g94fq
Had & () szafq Y4
It will, however, be seen that these new swara names do not really
increase the number of the vikritas, because they are only other ncmes
for the old swaras. The fourteen swaras of Rama Amatya, therefore,
are :—
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TS FBIME @ HACICIRET European
(2) g% g=A T& 9EH C
(R) 9% WY4 | FIHS A bD
(}) & TR or dAAR Fuw CERE LT D
(¥) |I9RW Tt or FZAR FowW F9@ At bE
(4) siat atere GERTIEI E
(§) =ga a9gq iR Not necessary
(9) TF "=y I A5 F
(<) =gd 997 qvqq GRS F#
(%) ¥ 994 g% 9uq G
(20) BF ¥Ad Fias Jag bA
(x?) g% v or Gy Yaq diF baq A
(*3) ¥RF [ or Wz frarg FHS [R9R ~ bB
(23) FF faNig dig fawrg B
(2¥) =79 92 [9R Not necessary

I have already suggested that the music system which Kallinath,
the commentator on the Sangeeta Ratnakara followed was very nearly
the same which Rama Amatya ond his successors followed later on.
In proof of this statement, I would cite the commentary of Kallinath
on the Shri Raga of Sharangdeva. There Kallinath says i—

wiHtngTEguatudal @6 gaiaat sgafidaat oRediga: f
8 ROdEATEFEREAY | AMETIEeRaiaEiaaE@aTt ot B ICIR LT
AIRTIATE TESTRAT AT AEART Sy, qeraamesiat asmnzaie
THAIAl T ReAqAAE [T AIGSAOAT T AA) serSEuREZ: | a4l qzEairg-
ARANAAE: | FAGHEFAT AMEIAeHE daNENSTAT AN
a4 UEEEqd | BeatromfenEat aeaey GERGagaIma, TELahIIR[T A
ST CaEEARIgRETRanT  ByRA  sehResh  sewnuniEERRa
FyfEwan IREIEIET | ol s aResE e s
TqfRE a1 arEfigay | ataear syl qIwey sighadigr qua geait foraasa
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&8 weqARiaAA T || Foledler) s seangiadin aad FuE AR |
AR RleE sgisEmadmIgana 11 | gEdigasafy Uiy HuEd
@y g4I | MASaaaEIied ¥a, Wik FEaiaEga: |

The rest of the commentary is unnecessary for our purpose. The
portion cited here shows that only one grama was practically recog-
nised in the time of Kallinath. All the murchhonas were started from
the madhya shadja. The difference of the two ponchamas in the two
gramas was ignored. In the definition of Shri raga, clthough shuddha
ga and shuddha ni moved one sruti higher, the next following notes
ma and ni remained stationery and thereby violated the shastra rule
which says that in such a case they must become chyutc In the case
the ri cnd dha remain Jg:iq® but move one sruti up. All this indicates
to a careful student the fact that Kallinath followed a system not unlike
the one followed by Rama Amatya and Somnath. (Quaere —Was the
music of the Sangeeta Ratnakara actually practised in Kallinath's time?
Did he fully understend it? He wrote his commentary nearly two
hundred years later. We all know that Kallinath was in the service
of Raja Deva, Raja of Vijayonagar, about 1412-1425 A.D. and wrote
his commentory at the request of his patron.) )

In the second chapter or prakarana, Rama Amatya describes his
vina with his shuddha cnd vikrita swaras. The following chart will
clecrly show how the four wires of the vina were tuned and how the
frets were placed under them :—

3.9 g. ge 9 g7 @l wgor Bridge
=gqqEH | .4 g9 L. { 599 "I
g9 .7 .19 | fadig ard
g 4 AT T FRE @ AT 97 gaiT and
. @ | ~gamgw N | AT (4 | SZANAF T =g arlt
T A gg w g. 4 g " g7 qill
<qaued (4 | =gqg=d @ g.{ | =gag=9q A g87 ari
i q 4 A% @ d¥1 |9 4% 9 @5 | oig 4% &0 qA '
(%) (2) () (2)
The tuning of the wires is described in the following Shlokas :—
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At Ta99q TSARGARIATAF |
e G99 it Freag
gatarat dEFEt dxsd 99 |
FAYT &t 4591 Tgeq] wgweray ||

The Swaras produced by the six frets are described thus:—

FEERATEAETdsATgE Al 741 |

gl FIRE g g9we {Gaide |

dasqt gEatanfad s Tk |

aaiar @ifew s gaasat 99r €52y ||

I ARIataR: S i g |
YRR QEG=at q97 937 ||

geawafegd dad aiiar aa: |

iz dd=Ag sur ercqrg amReE ||

791 TWXAAI G40 <Fagaaasga: || g § 8,

The notes produced by the different wires on the six frets are
clearly seen in the diagram, and so it is not necesscry to cite the re-

maining verses here. Nor is any iranslation of the above cited
Verses necessary.

In the mela prokarana, Pandit Roma Amatya lays down al-
together twenty thatas for the classification of his jenya-ragas. The
twenty thatas with their shuddha end vikrita swaras are as follows i —

ATRITMAFASIT T80 HRIREAIT |
qdy UiTHey gEiitEe sfka: |
qdmEINEe] qe: AUTHEE: |
Ay Gal {Lene 9 ||
gEUART S MEHASFISTC |
W@ wuilae] gEAAE f@w: |
Aiissds AGEEHTIG |

dw: At fRiiee 1@ ||
qEAHEER AeFeg gRaa: |
FEisAey JaEiReTea: |l
H@: GEIUBYH FIHY A5F: |
AEqAwaEE FAResEaa: |
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Rama Amatya classifies his 63 Jenya-ragas under the Thatas as under :
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The author then mentions an interesting difference of opinion
as to the number of ywwas Thatas. He says:

sfdqr Fafader T gt o |
qegyd g aimat agrd ssrEaad ||
ARIRAEFA: T&T g9% 99 |
qgisT qgwEqT Aol eaRaga ||
AT T FFALH Alq9iE: FA |
~IARAMINETTTSAIRE: ||
a7 Feig: 9EIsT Her dAAETAn |
a7 A[EE: 9 gERiHS @ |l
FElsverd Jo: gaea & ||
TaRaifasT S| agano |
HRQIANT: WA FIFE! Al ||

Translation—Thus I have described the twenty Thatas of the
Vocal musicicms. Now I shall state the two opinions of the Vainikas.
Those who belong to the first qg (party) say that the notes sigy & #1Fai
should be recognized as independent Swaras & the number of Thatas
should cccordingly be accepted as twenty. Those who belong to the
second gy say that the notes qd w@w bR & <q9 q@'gﬁ-{ma
should be recognized as good representatives or substitutes for the
notes ¥qy & #FFS!, ond the number of Thatas should be fifteen only.
According to these last the list of Thatas given in the book should stop
at %a\mf\ra, which is the fifteenth Thata. They go further & argue
that even Sharangadeva, the author of the Sangeet Ratnakara, meant

the same thing when he said that the notes gy & F1F@t should always
be used sparingly.

Observation.—It must in fairness be stated that Sharangadeva
pandit though he does give that advice, does not expressly say that
=74 T & =qq @1 should be used as substitutes for thessigr &
notes. In his own Raga definitions he says nothing about the =gg
Swaras but freely uses @igi & #i®&. Roma Amatya says nothing
in explanation of that in his Swaramelakalomidhi.
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RAGA-VIBODHA

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

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

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

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

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

(5) Will eny of his raga definitions be useful for the Northern
musicicmn.

‘1 may state at the very outset that Somnath like all his pre-
decessors whether southern or northern recognised the wellknown
twenty two srutis, which again were the same as those of the older
writers. The orthodox rule for the location of swaras on the srutis,
was also cccepted by him. He says —

SEATAATAR AAAGIAFATT TR |
gt @ R T w9 9 & f3 g@sean |
At wAd1 AT UAT T qUIgaT: |
o ggan: g oF gl @al 0

These verses speak for themselves, and we need not discuss
them cny further. The placing of the shuddha swaras is described thus -
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Falat aesat qrg Taat ga) FAEEAR |
qggdl Fefigndaiy 9 4 T6en A

Evidently, 4, 7, 9, 13, 17, 20, 22, were also the “"adharo-srutis” of
the shuddha swaras of Somnath. The method adopted by Somnath for
placing the twenty two srutis on the key board of the vina, differed from
that of Sharengdeva pandit. The latter put twenty-two separate wires
each representing a sruti, on his vina. Somnath put twenty two irets
under the wires of his vina ecnd made them produce the intended twenty
two srutis. The principle of determining the sruti was the same in both
cases. The whole length of the wire produced the fundgmental note
‘mandra-shadja’, and the frets below the wire produced the remaining
srutis when the wire was pressed against them.

qRqRAFUG T4 FAFET (H6 |

e genl: @Sy giEafiagadsan ||
a1 auggFEAEAT (AT qg w0 |

FAA SIS yaq: ¥f0 @ syt a: ||
FeEgaIaaTd . §. T

“ gAEEaA:, U R Reed aehd 9 k.

These points of Bharata end Sharongdeva were strictly followed by
Somnath also. We connot say for certain whether or not he understood
their real significonce. Perhaps he did not. The verses may be troms-
lated thus :—The first wire should be tuned to the lowest possible pitch,
and it will be the first sruti. The next three should be so tuned that each
will be « little higher them the next preceding one. (Thus there would
be four wires on the key board). Next place twenty two small frets under
the fourth wire in such a way that each will produce a sound o little
higher then that of the preceding one, care being taken to see that
between any two consecutive sruti sounds, no dissimilar “dhwani”, or
sound is permitted to appear. (The author meems to say that the ratio
between any two consecutive sruti sounds should be the same dll
through.) The fourth wire will produce the sound of shadja. Among
the frets, the third will produce rishabha, the fifth will prodiice gemdhara
and so forth. Compare the statement of Sharemgdever :—

ey GEAuEEl FATNEAaaT |
T wrsgIm e aEauga; | ;
The reader can ecsily see from this that these ancient writers considered

their srutis to be based upon a standard sruti ratio. In other words,
they understood the srutis, to rise in piich in geometrical progression.
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.

Pandit Somnath then proceeds to locate his vikrita swaras thus:

o adiw: 3@ Bar avq ata agamE |
grardiae gfd gd e i agg ||

Tramslation.—Having described the seven shuddha swaras in this
way, I shall now mention the seven vikrita swaras in this way by their
names. When shuddha gandhara takes the first sruti of ‘ma’ it becomes
sadharcne® 'ga’, and when it takes the second sruti of 'ma’, it becomes
emtara ‘ga’.

FHRE T FFAT aF asT at ¥ % |
a1 ey quan: aqagdI ARk |

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

Observation.—The term “"mrdu”, it will be seen, corresponds with
the term ‘“chyuta” of Sharengdeva cnd Rama Amatya. Punderika
Vittala used the word "laghu” instead.

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

feat: quyfanadas 57 99 97 auaT: |
aafiedy sifweiers T 92 a4 a9 ||
Translation.—In the modern or deshi music we sometimes come
across i’ and ‘dha’ swaras with four five or six srutis. And these are
known as I3:4[%, 9940F, ZaF 9 & qqd.
These notes are the result of 'ri' and 'dha’ rising through the sruns
of the next following notes 'ﬂTEﬂ{ & faure,

Observation—=g:¥fq% X, d9%f0% ¥ & vzgfi® R would naturally
enter the intervals of gandhara and maddhyama. The reader will here
ask "Are these new vikritas added to the seven already referred to
by the author,?” The cnswer is

gfa 99 Gwdfy TAs0 AT Faa fEd |
AN I, SR 955fE: )
A g qrevel 1 wEad szl w |
(#3w Rwaumi s7agay gariar: qan: ||
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Translation.—No-doubt three more vikrita swaras will result from
this arrangement, but it will be observed that pancha sruti 'ri’ and shat-
sruti-ri are in no way different to shuddha 'ga’ and sadharana ‘ga’
already noticed. The same observation will be made in the case
of lﬁrbjﬁﬁi ¥ & 9Z3@% 9 which are no other them the sounds of
shuddha 'ni’ and kedshiker ‘ni. Although this is so, it is convenient to
retain these new swara names in practice. Somnath then compares
these last named vikritas with those of the other music scheools which
use the vikrita terminations ‘tivra’, tivratara’, and tivratoma’'. He says:

dierg gfaad agfisa o dimat |
szyfFa diman 3T 9l a1 g |l

Translation — Tivra ‘ri’ is R GE| yfa® ft, tivratara 'ri’ is q‘aaﬁ e
and tivratama ‘ri' is the same as qralaq; 7. The same reasonmg
applies to the case of dhaivata; but the author adds qi a1 TAFRTH
that is, these vikritas cannot be used indiscriminately.

Observation—The commentary on these lines is rather
interesting; ai @1 79Iy | 7@ ¥@ T A dHAGH @ oFq @& ie.
there will be no sg:4ff @ & g94f@ @ or #. ¥g: ofq 7 is the same as
ST & TR I is g3 4.

These are independent names, These notes take no other
dgr or names in practice. Then again 9g:¥fq # is the shuddha ‘'ma’
itself and Cﬁ'&]’]a ¥ is never heard of in practlce qzwa @ is no doubt
allowed but it will be called tivratara ma and not tivratama ‘ma,
which name would have been more proper. The reader may
compare this reasoning with that of Lochana and Ahobala with
advantage. The author defends these new @&y by citing a text from
Ratnakara:—a ¥ qdiw fqowEt  gwogdiagiead RavaEt sgshees
QUAAITHEIT RIC GO EL TR Accordmg to Sharangdeva himself ;—

TESEATAMNT  AEOAGI | A FHONGIAETAT  SIEAGAT A,
Somnath means to say that although the oncient authorities did not

allow 'ni’ 'ga’ and 'ma’ to rise upto the third srutis of their respective
succeeding notes, the actual fact was that these vikritas were found
in practice. That being so, their use must be justified by the sysgu=y
process.. That is by saying that the old "mrdu” places had only taken
new nomes.

The cuthor then further supports his argument by showmg what
other writers under similar situations did.

SZARE § GAAE T 9g: 9 Ranana |
UTRARSATTTEAIN FRETIGRAT |
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Translation. —The vikritas gzfiw, Ig:afi. G99, 9g:999, d9gha
have also been mentioned by Pandit Kallinath in his commentczry on
the Ratnakara.

Observation—The - whole point of the discussion is this:—
Music is a progressive science and art. It progresses with the taste
and needs of the community. In deshi music, we cannot always pretend
to stick to tMe old orthodox theories and rules. New technical expres-
sions and new rules are bound to come in course of time, and we must
be prepared to mcke room for them. The cuthor pomts out that even
Hanuman was of the same opinion (—

AMgAEaTRIEIA I §IA41 4 |

2aff T Iut et 9w |

AT TEFAed) |

AAY: qe:\sn{‘:g fagEguEy: |

H1 IEEFaBG: |

Afs T34 SEAGTATIAN dghaR aFa: |

In all these matters, changes qr% bound to happen cnd we shall have
to treat them with respect. :

Having discussed the first two questions out of the five raised by
us, we shall now proceed to give definite answers to them. Pandit
Somnath uses fifteen vikrita swara-names, in all and these are :

v dier d E gL d 22 diFat |
R dEa o FIFAR 1} giFaw
3 diman & ¢ gHAN | 13 HAE
% AR o g q 2y FwF! fA
4 ML A 1o diF 9 4 gg q

Five of these will have to be rejected because they coincide with three
vikrita and two shuddha swaras already counted. In other words they
overlap these latter. Thus :—f@EAIR, dETH ], dHIA T, dIFAL 9, qATE G
are identical with 3g w1, gEpy 71, 98 ¥, 37 1, 7% [ respectively.
Real vikritas according to the Pendit are those notes which have in-
dependent sounds. The remaining ten being unobjectionable, it may
be said that the system of Raga Vibodha is based on seventeen
swaras, (seven shuddhas oand ten vikritas) only. The following chart
will clearly show how Somnath vlaced his swaras on the srutis.
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© q9d il oo | s | s | | g [FIE@| WG TG TR af
LN N " ~
CAGTHE | 1 | 5, [TZA| 55 | 0 | » |00 AT H T Gl
-\ ~
SHBAE | 5 | oy | s | 5y | 90 | 5 |ggE @IAUAqY X at
vo fifi e | | . | TE |, ||, |dEE | @G aw @9 foat
H191- N 3
R AR |, | @Fa @ |, |, | g% {ggEr| @A aw9q @ at
2R AN ol |TER| s |, | s |, | @A AA Ty frat
n . 1 ~
PRRIYERR | o | IF | oy G, |, |, (@l ARTEF
: q141- =
[ | i~
V¥ FEAUL 3 1 o ) » ” 11 WUTHA _E-[ i« gt
S = < - 1 ~
2y o p (T | |, | W (SR @ATATE Fa
. r | ~
W)FAC | (AW (G|, | T8 |gg@| @A T d a9 & al
z/us FHR » | o || ZE |, |dEEEES] WA AT T fFoar-
< xe agH o | g |TEA| 4 |y, |, |ggw| @A RTEFat
1% qEd s ([dEGE| qAT| 4, |, [@FAGEFFES] G 1948y 1?_* 14 at
o FNENE | o, | 4 |5ZH| 0 | o | G5 | frE| T AREE RS R
22 gt s | e | s | o | o |diEGY gZEN| @y oA g g & at
AR AR 7 3 19 3 19 GIEGES 2 wraauygfaiEai
3 @ o |TETUASAA| G3T | 5y | o, |GEET| @ G d 9 & & at

CEGLELR
CIEGEE]

Explanatory Note
FEN 9 =545 R, 38 9
WAL R =daR, diT g

} der d, dig a
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diFaq [}, 9 = FiHas 7, FHs @
A, T-9, 9. 8 = accepted as & 7, a1 7, @A 9
FEF 7 = F95 3
FHS] 7 = aid [
R 9 = FAS T
AWT =TT
For details refer to the chart of swaras.

s 9H S A AW
t @RI 2 gard.
2 {9T® 2 {374,
3 AATUB! 2 WRAURT, X TAATUL.
¥ gt 2 el
ty AR 8 TIGUHAT.
§ e 2 #d, 2 qreAl.
© TGq ? 359, 2 2%, 3 @9d, ¥ {ds.
< q8q WG | 2 797 AwE, R A
 AEAE | ¢ ;@Adle, ] s, 1 941, ¥ 9I€, 4 aatar, & Ak,

20 {ifaiie
22 IR
2R EHIT

ER G
w),grsznnra?r
v HIT

L EAFHEN
Lo HEE]
ve Al

22 g
20 FOIZ

2 ¢ gael
32 YEAIE
L3 g

© FSl, ¢ TgA, & UAKY, Lo GEAF, T AWEN, 1R 494,
1] H(@, 1Y YEIFEA, L GH, 1§ 9, 2e YEilE.

2 fifre.

2 NI,

? §HW, R fA%TE, 3 FGR,

L gEAWEL.

3 ZAFR, 2 FHd, 3 qqH, ¥ BEon, « .

2 off, R AtFAAT, 3 G, ¥ qeA, & 9T, § q9AT.

% FEL.

2 FHERET, 2 TIHL

g WEIll, R AZAEH, 3 IS, ¥ witnar, W fliE, & FEHEUATT,
© FIARAM, < AN, Q FER, 1o SFAE, 12 IAI,
2 WETATR, 13 @A, ¥ G .

3 HIWd.

2 esgﬁa, R FFO, 3 ANEEM, ¥ GEANS, 4 JUAE, § TEFGIST
or 9.

2 Zale, ’

2 GEAILT.

¢ &I
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It is not necessary to discuss the definitions of these derivative
Ragas here. Mony of these Ragas will be found to have retained the
major portionis of their old forms to this day and thus the Raga Vibodha
will be of great importemce, from the historical point of view, to the
Northern musicien. Many of Somnath’s Ragas are known to the Nor-

thern musician. The fifth question therefore may be safely cnswered

in the offirmative.
-

CHATUR DANDI PRAKASIKA

We shall now take up for discussion the Chaturdandi Prokasika
written by Pondit Vyankota Makhi. The work was written about
the shaka year 1560, that is to say about thirty years after Somnath’s
Raga Vibodha. Vyankata Makhi is admittedly o Southern writer.
Chatur dandi prokasika is still respected as o great cuthority in
the southern presidency. Pomdit Subrama Dixit of Etayyopuram,
who died only five or six years ago was the last exponent of the
Chaturdendi system. Vyonkata Makhi claims to have finally decided
the twelve note-system in the South. It is also his claim that he was
the first to lay down the seventy-two mela-kartas or melody-types for
Raga classification.” You are aware that in the Swara Mela Kalanidhi
ond in the Raga Vibodha, the vikrita swaras recognised were more
tham five. It is true that Roma Amatya knew of the school which was
ready to accept "mrdu” or “chyuta” ma and “"mrdu” or “chyuta” so as
representing the omtara ga and kakali ni, but the “mrdu’ notes were

not definitely discarded.
b

Vyankata Makhi definitely does it as follows :—
TGATATAT TEFTERG A |
% & fawaiany G fiwasaar )
This is the usual rule which we have discussed more than once.

fFqIeg T R EEREEany |
wFR g A FEar ssmed |l
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AT FAT I7: FHGHAFIEAT |
FAGAAHSI=T SEAAELEANT: ||

T 49T (Ear =@ HEiEd a9 |
dte g9 w0 ae Al ST |l
gy i aiarEiaaig: |

& At 7 werngTagal Bt el ||
B aAF: dIRGTHAT: |
ESHGATGRYA SRFFESE |
wadg U9 FEd1 T Fg: |
AgeT YEATAL LU [T Fdar ||

The five vikrita swaras acknowledged by Vyankat Makhi therefore, are :
() ATARY TER (R) HAL TR () F0B T (¥) 3RS {7 (1) T 7

Of these five notes, gy ¥ is @ new name cand requires explanation.

The Pandit says —

FJqe: Jad: Al d9d dqaiain |
wgEEt BdEt = gatmE T |

2

FUBAEH: i gRTIFAAI: ||

This shows that the aquei § of Vyankata Makhi was the gz 9 of
Somnatha, It stood on the third sruti of the penichama. The tivratama
‘ma’ of the Raga Vibodha was one sruti lower. There were some other
swara names in general use at Vyonkat Makhi's time, and these may
also be noted.

U geRTagEeEadn: I9: |
FfagdFaaT g asedar ||

Tramslation—Shuddha 'n1° and shuddha ‘dha’ are never allowed
to change the character of three sruti notes, ond hence never assume
other names. They always remain shuddha ‘ri’ and shuddha ‘dha’.

ag] q GEAVT AR a9qd |
dar fEgfast st gadEs a4r ||

]

Tronslation—When the shuddha gandhara retains its nome
“gemdhara” unchenged it is always a “dwi-shrutic” or shuddha gan-
dhara, as in the case of the Mukhari ragam.
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4% § G 9 FIAEG dal 94 |
qEYRRG saT: AEsT fagag |

Tramslation—When the gandhara is described in terms of the
'ri' as in Sri Raga, its two srutis are added to those of the preceding
rishabha, with the result that the gandhara is then called g3 faFsw
(3 plus 2 sgutis rishabha), ®

od gEfwEey fAaeE g 93 |
aerEfEgfid @ gardT fFedag |
g 7 4f% Fq gaeq 9al 99 |
qEgfaRia &7 AFA 791 ||

The same reasoning applies to the shuddha nishada, when it remains
shuddha nishada, it is of two srutis, and when it becomes a dhaivata,
it is g9ufd ¥aq as in the Shemkarobharema rager.

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

a9 gEatarfwR g1 A |

~

qroEatear: gEsIdl 9% |
aar Prgfafeadn quaisT Feay |
aeiT Geafia FRROEEAT IR ||
de® A A AweisT Frada |

Con il

71 FYAgsd qar azdia® waq |l

Tromslation—Then again the two notes shuddha '‘ga’ and
shuddha 'ni’ have some other characters assigned to them according
to their distomce or position in relation to the preceding notes. Thus
toke the case of the sadharema gandhera. This is the normal three
sruti gemdhara above shuddha rishabha. [t is used in the Bhupala
raga. If this sadharana gemdhara is taken in connection with or used
after a q9/@ ft (the preceding note) then it is only an @#gfg 71 s
in the Shri Raga. But if this sadharoma ‘ga’ is described in terms of
rishabha, then ‘the three srutfis of 'ri’ will be added to the three srutis
of 'ga’, and the resuliing note will be called the qw’% I,

Observation—This process is very clear cnd needs no further
explonation. It is also applicable to shuddhea ni and kaishika ni. These
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last mentioned notes will optionally become q9gid g ond q‘;ﬁfﬁ q
respectively.

Before proceeding to the “mela” chapter of the Chaturdendi
Prakasike, I would like to draw your attention to the Pandit's descrip-
tion of the vadi somvadi swaras. He says :—

IgAa T A6 U TFAT |
an@FMRAREmEg g |
Al Fadaae GnEw Rgaa: |
FRINEA 49 SATEEATRAT ||
TEARIAT Mq (RS |
AR RET=RT 3% AFwAT |
QERAEAIRERgaR g 2@aq |

Observation.—The pandit obviously advises the use of the proper
vivadis in their proper places. He says that this use will enhance the
attractiveness of the raga. In their absence ijgyRHs+yq. This is some-
thing like the Western “dissonances” theory.

I do not think I ought to take you through the laborious process
of the consiruction of the seventy two thatas of Vyankata Makhi. The
process is weil known in the Southemn presidency. I have fully ex-
plained it in my own works, the Laksya Sangeeta end the Hindusthomi
Sangeeta Paddhati. It may be noted that Vyankata Mckhi does not
use all the seventy two melas in classifying his jonya ragas. He uses
cnly nineteen of them. These are :—

wifkw: advemt gariites s<Iq |
@ HAETRIUEAT: 9% aq: ||
qdl qUBASIsy FgsHIAS SRa: |
A WSl MisdsEa: 90 |l
Wi St @ TR E: |
FAIST FSFIST T TEQHIIET 7 ||
AHAaS! TS ATEARSF: |
#S: FRIUSTCIUTEAE: 9L el ||
§®: GEAUETE SEUEEREE: |
4% AFEARETRAEETRIRSE: ||
FRM RS AARATAETR: |
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HY FSE: |
2 5@ g1 ({138 | 71398 | 933 |93 | 938 | @I
2 HIRTTE] al s | AIGR £ i ” HIFS
A R IR » i 13 T v .3 . %I%\I-EE
¥ §IE gl - SaT . » " 183
« qHFAE! & |, X i . o | FEE
§ Wiz o = iy N » | FEST
o Wit @ | dagl | @], ¥ y | 3
< HIF al ) ., » | E
R 8] = 5 " s | dTER | SEw
e FhRAIH a | At " 5 I
LY AHTRT &1 A b ) F- " FIFS]
23 T el i i 5 wo | 9TE |,
13 g3t ar | 9230 » = = EEIf| 7
2y Iz al o, s s » | I =
2y FEAUDI g1 | 9% | gE T #U&“r » I8 "
~2§ GEavs] al b HIRT . o 3 »
¥ 2 FEHAT Al 2 AT i 23 ' »
2 g al | dEgi | gEne |, » | dTER | 3RS
2% FA0} s AT 5 5 | FIEST

gl

These are really interesting thatas.
Hindusthemi Paddhati are to be found cmong them.
new introduction by Vyomkata Makhi Pandit. He says —

Um: [HEE W IREEARFRGE

Nearly all the ten thatas of the

fogg @8 isa
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This is o new Raga iniroduced by the Pandit. In the Hindusthoni
‘Sangeeta, tivra ‘ma’ does not come in suitably in a raga which takes
the 'ga’ and 'ni’ komala. The Pandit had to invent one for the mela.

Here there is an interesting problem before the scholars. If
Vyankata Makhi has invented the Sinharava Raga, and put it under the
58th mela, how is it that the raga appears in the Sangeet Parijat of
Ahobala Pandit? Ahobala puts it under his Bhairavi thata, that is our
modern Asavari Thata. Was Parijat written after the Chaturdandi? It
is quite true this raga does not appear in any of the other works of the
southern system. There was a very old raga called “"Ghontarava” in
existence. Even the Ratnakara mentions the "Ghantarava”. It is quite
possible that Ahobala took it from the Chaturdendi, emd chemged its
thata in deference to the northern rule of avoiding tivra ‘'ma’ in com-
bination with the komala 'ga’ emd komala 'ni’. Again, Chaturdandi has:
agIRqERgAIasl AR ERadl: | dRaReaHETETEHFz: | and Parijata has
FATEG XA HANEGA g1 | ARFTSSITTALIH s J&FFal.

The idea is the same. Has Ahobala taken his idea from the Chatur-
dondi Prakasika? Ahobala made it a northern “'Sinharava’’, we shall
say by the smaRas(daE-am. It is also possible that Ahobala saw
Somnath’s Raga Vibodha. That would explain his calling tivratara
‘ma’, tivratama 'ma’, also. But we need not go into a prolonged dis-
cussion of those points because that will be an unjustifiable digression.

Vyankata Makhi classified his ragas under his nineteen thatas as
follows :—

-

F9F ASA ; =7

? gE L garnd

2 gRaE R g

e 2 s, R fraees :

¥ T Wl 2 FEq W

4 s v di®, 2 JefRAT, 3 AmTARE, ¥ ARUARRIL, 4 il

§ 9I€l, © T, ¢ 7gH, * AHF, e @AM, 2 AN,
12 Fil®, 13 FTEMS, 1% GHIL. :

§ ARG 2 ARd
o W Y Jed
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SqH ASBAH S I

¢ o v 1,2 Hléiﬂﬁ\tiﬁ’!\ 3 a= Y, ¥ W@, « SFviaR, § aAtara,
9 FBES, < FAEB,

CREH 2 ¥, R W

to v FAE R FEle, 3 ARG,

R AR U AFA, R AR, 2 qIAR, ¥ A9, « YEAET, § AT
ST, © TP

2 HiHq Y gidd

13 aeh ¢ e

LY H[Z t A

W IS ? FEAUS

2§ GEaE 2 ggaud

Ve gEuART 2 FEURRRAI

te fga ) fagwa

% FEqion L F

We shall not go into the special characteristics of these jonya
ragas because that is beyond the province of this paper.

SANGEETA SARAMRITA

This work was written by the Maharaja Tulagjirao Bhonsle of
Tamjore. You all know that Tomjore was formerly ruled by a
Mdahratta belonging to the family of the Maharaja Shivaji. The date,
therefore, of the Sangeeta Saramrita will not be difficult to determine.
It is said to be 1783 A.D. or thereabouts. Sangeetar Saramrita deals
with the southern system of music, and its shuddha scale, is therefore,
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the Mukhari scale, or the present Kanakangi. I have already stated the
Hindusthani notes corresponding to the shuddha notes of the Karnatik
system. In the Swaradhyaya, Tulgjirao brings in memy of the details
* described by Pandit Sharangdeva in his Sengeeta Ratnakara, without
adding, which is unfortunate, any reason or explanation for the pro-
cedure. The sruti, swara, grama, murchhana, tona, alamkara, jati,
chapters are all brought in more or less in the lenguage of Sharang-
deva. After that the cuthor abruptly begins as follows :(—

qAFRG At ASAE AT |
{N: GF I [AEYd STRTEEs
ReWA A1 ASI ®g T T944 |
gearuS MY aEawd g ||
After that comes in the #zaafrar
93 AITEZIN FAR: HA/: TWU: |
FAAGEIATHG TAOETARET ||
IATTETT T AAEIA: FIA T 7 |
FewEly atart Rdmwgdaa |
ARG &% AFTREES |
Fatai 59 [ wagtaaaT ||

It will be easily seen that the cuthor here follows the process laid down
by Pandit Vyankata Makhi for obtaining his seventy-two melas from
the 12 swaras of the scale. Tulgjirco has also the same 12 notes of the
scale. That the author knew about the Chaturdandi is clearly seen from
the following reference by him to that work :—

TFIRAFAFENEG @ SEFATININIT  JULAGRATAT qACIIA | MAFH G
AGEARAPTAFIIAE @NFET IR T FFEAFIAH TR0 AFd-
GAAN: ¥ TRAITILNGY | WARAMKAUNY  AqHRARIIAY dewias-
FGEAIT TSFAM TT AqAIRTaeely avgighifuaiada sdnedan fEa
GIRANT A% JEITAET SAGAAIT AFAGTAXGR §49 qAgGYA: |

L

This was also the argument of Vyankata Makhi when he used the
expression FUHMegy, The author then gives his shuddha and vikrita
notes as follows :—

AN FEIXA: @A TSI T | ,
IEASTE I YEAA FAIE T ||

AIYRUEY AaRisay TR @7 |
GEuiygA AzagTaRea: ||
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FRETEIRNEE FFAEY LT |
G349 FFan g2 ke difdan |l

Then come the optional names for some of the vikrita notes.

g T3eaasr 7 @& FFqEET: |
aat Fimiguvas fAfaEis agar o

Ig TR @1 GIFITAERT: |
AR SEEaTHaEs: ||
a4l FEAAEISA ARG EEaa: |
&1 FRERTEISA aur az9aag: ||
FENFANATIA, SI%% g@gaiam ||

On the possible number of melas, and on the selection of only the useful
ones from among them, Tulgjirao Maharaj says —

aa! gy Fagkh gy |
freqaly a3z ITREIFIRF 0
eHiAfafaET 399 aqEIEal: |
g9 fafaan &a: geqnafne |l
IFlgrRda a3fa e arefEs |

/'fﬁe author of the Saramrita enumerates the following thatas as useful
for the classification of his ragas.

a7 ATESIsY T dST: |
ad1 RISTINEE] ASATH FSF: ||
B RRUAFIAS! qa: 9T |
FFY ANETE] 0S: TFragTae ||
FieldiRe: TR dewEa: |
gEiiUas FEm-aET 4es: ||
fEgualeaa) Yassimestaq: |
@ FEATUSTERAI: 91 qq: u
FgawEal R fa=sssey 4aF: |
SMHREHSIST BAFAEE WSF: ||
GRS deiAswEa: Wy |
seqfaRsE g FEaRanan |
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R FEAR
3 WA
¥ JBAS!
W FUBI

§ {wml

© AFUA
¢ FHiFAt
] e
e gaEil

qBAANT |

Lk

23

L84
iy
18
te
e

R

LR
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2 FuFIRET

faguusi
HEIES
AT
LGBl
EELECH
e
AL
AT

o gId

FIOT
/

i

Each mela is then duly defined thus:—

HIIEAY WA shsT Rriad: |

A §f J e ||
AR aRY: angir-TEaga: |
T qIAFRIRY @Y araEaisa: |l

TZ): &: GUqT: G9AARTRNIA) |
HMRITEATER: ST ETEE: |

This is practically the Kaphi Thata of the Hindusthami musiciem, In
the southern presidency Shri Raga is still sung with these notes. Our

Kaphi Thata, as you have seen, corresponds with their,

CECEL]

Thata. I shall not trouble you with the Scmskrit descriptions of the
remcining Thatas. Tulajirao Bhonsle was a faithful follower of
Vyankata Makhi and the Shruti Swara chart given for the Chaturdandi
prakasika will be a good guide to the Shrutis and Swaras of the
Sangeet Saramrit. The w#gyrar of Shri Thata will be of some interest
to the Hindusthemi musicians also. i
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The twenty-one thatas of Tulgjirco may be written with their

Swaras thus :(—

¥

! e, @l THgY Frat | o2 FmERdL.,.  a daagaia
RGEAR oo AATAG [ A | 22 Fgua... adadayfya
3 w@aTe. @daagafhar | 2 ... adaagyaa
¥ FSAFT...,., A TAGEFA | vy aEEUE... @ dGaaamat
AEICI. R R LK T Tead. . adaagafat
SRR, @wAnAga@al | 28 fmusa... ardiwaq g frat
O AFT... GaATaqg@at | o zmef...... ar TaHq g at
¢ FHE....... mﬁnquﬁm 2¢ WliT.evannne. a {"rqqrrﬁrﬁm‘
Q WAl...eenee. @A ARTAF At | 28 sEL......aT T AT frat
o g@l..... oA Gugaaal |ze e vere 81 8 W 7 9 7 forat
R ... A GT A 9917 at

2 GBAE

3 wiEANE

¥ BT

W FIIE!

Janak melas, and the janya ragas.

¢ FaAEdliss, 2 FANtar, 3 SISTAE, ¥ TR, 4 ArandEd,
§ wgaaAm, © ¥adfi, < g, « A, 20 qiBAA, 22 Za-
AAIRA, 12 AAEA, 23 AT, v AAAR, 1% gEETEH
2 FEAE, R IEAUFAEF ( described as F HINI)

Y WSS, R WHWE, 3 wEIW, ¥ IS, « I,
R A, wdehl, ¢ wowwdl, < ARUAR, 2o du,
2 ATEHNE, 1R WA, 3 e, v ddaAEd,
1% WIRT, 1§ MG, LoaAd, 2¢ gdl, % fare, aoma,
1 B, RR qI€T, :3 FASANG, ¥ Aggd, 4 quig,
2§ AgE, R FFAAT, ¢ JoiwA, 2% 9AW, 30 T,

 IBES.

2 aud ( WRE of =dwa )

——
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§ TEURFI L gguasl ( a PRI ), 2 &l9®

© AHIHA 2 SFAT, R AT, 3 TEAAA, ¥ AEARARD, « [,

& A, » ARFURAN, ¢ |G, * FSA, 1o I,
22 @i, 1 TEE (9, 23 Aewwd, ¥ ¥a, 4 Aegd

< 1T 1§, R ARAMIE, R FEAWNS, ¥ I2EE, W AFEA,
§ BAGIANT, v fARAIGH, < TgFOBASE], * ATFEI,
ve FAS, 2 ATANAT, 2 Fla@l, 23 W, ¥ €EA,
24 ZAF[, L& WEAF

o Nedl 2 W, 2 @@, 3 9ena, ¥ fgdana,  {fve, & sag-
W, o REeadd, ¢ amd, & geEl, Lo AFElENd,
12 s,

Lo g@H * g@{l (This is the same as the Raga “&&MiRa

of sharangdeva, says Tulajirao. He does not
give reasons though)

Tulajirao explains the statement thus :—

AAqINHeY gERiEs AlRF: |

g3 :ageigT gariue $Ra |l

SPATHIAT TEARIRG AT |

SePraratal Aefifewaadl ||

g1 TYTESAHAAH: A qaqr |

ARAAS GERIAAATTHFAT |

SrEafagamd matagRmEadl |

agaaia 3 geage [Ea: |l

TwTATTaETa I et AeEdgt R afrEeee |
fErrgEafas aqe7q |l

This is certainly no sufficient reason for a sweeping statement like that.
What were the seven shuddha swaras of Sharangdeva? This most
important question Tulgjirac never attempts to solve. He takes it for
granted that his own Shuddha Thaia was the Shuddha Thata of
Sharangdeva, also.
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SRR LCIL] 2 Yo

L

R fEguEE : fguasl, 2 9qaUR

13 gEE ! R3h

X FRAB " |y grgmE, 2 atargew, 3 wEdEn

LR LLEC 2 Féaud, ( AraHmargaERiaTan ), } sHagan
g fEaes 2 [oreesd, R Ue

2o Zaig 2 s

1e SMEE Y BT

2 AT Y AR

Re HiTT v diet

Y FEY L FEq

(About 106 Ragas in all.)

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

RAGA LAKSHANAM

I shall now make o few remarks on the last of the works referred
to in this paper. I cm sorry I was unable to obtain a complete copy of -
this work. I could get only the Raga Adhyaya. Raga Lakshana ap-
pears to me to be a very important work. Its importance lies in the
fact that it is the real autherity for the current Southern system. The
"mela” nomes and the swara names are exactly those found new in
the southern presidency. We went through Swara Mela Kalanidhi,
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Raga Vibodha, Chaturdandi Prakasika and Sarcmrita, but we never
found the ﬁg:gﬁ 'ra’ and ‘dha’ toking the place of the shuddha
gandhara. We always had g5 @Fa ft and t'ﬁgf?{ g coinciding with
- shuddha ga and shuddha ni. Then again we never came across the
name gigg  for the tivra 'ma’. The shuddha thata was again the
“mukhari” and not the present "Kanakangi”.

In the treatise under notice, you have the latest mela and swara
names of the current Karnatik system. The jomya raga rules again are
exactly those referred to in the Telugu book Gayaka Lochan by Pandit
Singaracharya. As the Swaradhyaya is missing. | am not in a position
to tell you who the cuthor is or when or where the book was written.
It is now a printed book and the missing information may be obtained
in course of time. The title of the book is taken by me from the heading
the incomplete manuscript had when I copied it. It may turn out when
the original manuscript is obtained that the title is something different.
1 give briefly the contents for what they are worth,

wefusEnfadg qaat § Gaafa: |
YZUIANITH SfqasIAagay ||
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These are the present 72 Thatas of the Southern Music System
this day. The names of the 12 notes which form the foundation of the
system are as under —
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I do not propose to give the Swaras of the 72 Thatas here on this oc-

these 72 Thatas with their Archas and Avarohas complete, but I do not
think it necessary to go into the details.

I propose now to complete this long discourse, | have in the
foregoing portion touched in a succinct way the sruti, swara, raga,

casion. There are more than five hundred Janyaragas given under b '
|
|
|
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and thata portions of about 16 treatises. My object in this has been,
as I said, to show that by a study of the ancient works, we will be in
a position to effect certain very benelicial results so foar as our present
music is concerned. | have, therefore, explained which our old books
are, which of them are available, ond where, and what the system

shown in them is, I now propose to show how the study of these is
of practical use to us.

As the subject matter of our present music is of the same nature
as that of the ancient music; the division and classification of that sub-
ject matter as adopted in those texts will come in handy for system-
atising our present music. These con be used as a basis for improve-
ment according to our present conditions.

I think that in our present text books, we can salely leave out
ol consideration that portion of our ancient text books which deals with
the physiological theories of the production of sound. But we will take
the division of the gamut into 22 srutis adopted by these works for our
gamut, ond fix on it our shuddha scale, same as has been done in those
works. It is well-known that our shuddha scale is the Bilawal scale,
while that of some of the works is the Kafi scale, and that of others is
the Mukhari scale. If the sruti intervals of the encient works are such
as do not satisfy the modern principles of acoustics, these can be
determined by modern science, and standardised by consensus of
opinion. If this is done, then the basis of the structure of our music will
be stendardised and uniform. The process of describing swaras in
terms of srutis, vikrita swaras with reference to the shudda swaras,
thatas or genus modes in terms of the swaras and ragas in terms of the
thatas ete. which has been used in the ancient works com be adopted
for our present system. But the indefinite method of describing the
shuddha swaras used in the texts will have to be improved on by des-
cribing the swaras in terms of the length of the speaking wire, of
vibrational values, when there is a consensus of opinion as to these.
When the swaras hove been stondardised, (are determined,) we
can also fix on the number of parent modes under which the existing
ragas can be classified and grouped. This is to be done by deciding
mathematically the number of possible permutations and combinations
as has been done by Vyonkata Makhi, in his Chaturdendi Prakasika,
and then taking from them such as will best fit the present derivative
modes. When the number of the parent modes has been determined by
consensus of opinion, we have to proceed to the classification of the
existing ragas under the parent modes, and in this we will be following
our ancient treatises. Only, we shall fix the classification having regard
to the similarity of swaras, vadi note, peculiarity of development and
other features between the parent mode and the derivative raga and
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not arbitrarily, or blindly following the cncient works. Still, the rule
followed in the ancient texts that o derivative Raga must be
having the same scale as the parent mode, the only difference being
in the swaras deleted or added still remains. In the ancient texts, we
see an absence of information which is necessary to enable cne to
make an accurate differential diagnosis of derivative ragas coming
under the same parent mode. There the differentiation is made in arohg,
avaroha, vadi, time, graha, amsha oand nyasa. This differentiation
can be amplified by mentioning also the “pakads”, or catches, the
similarity or dissimiliarity of any particular raga, as compared with
another derivative of the same thata, whether it is a “purvenga’’ or an
“uttaranga” raga, (that is whether its development is in the upper or
the lower tetrachord), what vivadi note can be used in it and when and
how, how it compares with a similar raga mentioned in the ancient
texts, or in vogue in the Karnatik system, and so forth. We can also in
our text books have illustrations of the “alopa’ developement of the
raga, set to tala and notation according to modern methods of song
noting. As it is impossible to reduce to notaticn all the graces, meends,
slurs, gamaks, and other alamkaras, the notation may be supplemented
by vocal records of practical experts, which records should be indexed
and registered, and thrown open to the student studying with the help
of the notations. If research is able to determine the mecning of the
pictorial descriptions of the ragas, (and I must mention that there are
to be found works on the chromatics of sound, such as Field on the
Chromatics of Sound), then these pictorial representations com be in-
corporated in our text-books to be, as expounding the aesthetic and
psychic possibilities of the raga. The ancient works do not throw any
light on the principles of the compositions of tunes or songs, so that every
one has to fall back on a limited stock of “ustadi” songs, the correct-
ness of which no one can be sure of as they have never been noted,
and have only been handed down from generation to generation. If
these principles are determined, and stomdordised, incorrect versions of
"ustadi” compositions com be corrected, and also new compositions
made. By a study of the works relating to the southern system, we can
compose songs for the northern musicians in the ragas which are sung
there but have not found a place in the northern system, and thus in-
duce, at some date, how distant soever, a fusion of the two sister
systems of music.

In short, having by the study of the texts ascertained the ground
work of the system, constructive activity con improve on that ground
work and adapt it to the prevailing conditions of education. It is there-
fore, of great use to study those texis ond to obtain from them a
thorough insight into our music as it was.
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