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FOREWORD

I have great pleasure in introducing to the
students of music and the music minded publie
this very interesting treatise on the “Origin of

'Raga” by Mr. Shripada Bandyopadhyaya, San-
geet Visharad of the Marris College of Hindus-
thani Music.

The Art of music and dancing has now adequ-
ately impressed the public with their benevolent
influence on the mind and body, so that an
urgent demand has been created for books on
the subject. This book fulfils its object admi-
rably as regards the subject treated in it. It is
the result of a deep and critical study of the
available modern and ancient literature on
“Ragas” and their origin, on the part of the
author, who is himself very well equipped with
the knowledge of theory and practice of musio
and has had nearly ten years’ experience of the
work of educating people in music.

It is no wonder that he has made his mark
in the field of music, a product, as he is, of the
leading institution of music, namely, The All
India Marris College of Hindusthani Music,
Lucknow. He has ere now published two other
interesting books, namely, “Sitar Marga™ a text
book on the Art of Sitar playing and “The
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Music of India” besides a little pamphlet con-
taining devotional songs set to music, all of
which have engaged the attention of the publio.
“The Origin of Raga” is divided into three
chapters followed by an appendix. The first
two chapters deal with the age to age progress
of the idea of the “Raga” and the actual forms
through which it has gone through during the
-ancient and medieval times while the third is
devoted to the explanation of the forms of the
«“Ragas” as they are practised and performed
at present. It is thus a short historical sketch
‘of our music, and written, asitis, in an easy
style of expression, it has become a very handy
-and useful book of general kndwledge of Indian

music. '

. I am sure that “The Origin of Raga” will be
appreciated hy the public and make the efforts
‘of the author successful,

Rajabhaiya Poonchhawale, Sangeetacharya
Principal,
" Madhave Sangeet Mahavidyalaya, Gwalior,
AND
Member of the Senate,
Bhatkhande University of Indian Musio,
Luckrow.

~ Gwalior,
5th March 1946.



EXORDIUM

The tex;deney ofall most all the modern civili-
sed citizens of this country towards the Fine Arts
and specially to music is very encouraging. The
authorities of the different Boards of Education
and of many other Univesities have included
music as a subject in the course of studies along
with other subjects. Hence a dearth of good
books on the various topics on the theory of
the present day music is generally felt by almost
every student, lovers of music and casual
readers. '

The present work, is such as treats the parti-
cular subject, namely, the “Raga” and its origin
in detail. A brief account of which had already
been published in “NADA” a musical journal
of the Bhatkhande University of Indian Music,
Lucknow, in 1941, and was approved by Dr.
8. N. Ratanjanker, the Chief Director of the
said University, who, inspite of being in the
midst of multifarious activities, has very kindly
taken the trouble of going through the manus-
cripts of this little book to make it systematio
and easy for the students as well as for the
casual readers of Indian music. I can hardly
express my obligations to a personality like him.
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This book hds purposely been written for the
advanced students of music of the different
Boards of Education and Universities in India.
It provides almost all available information that
is needed for the fulfilment of the inquisitive-
ness of the students of music and it also covers
the whole theory of “Raga”. If it proves its
usefulness among the student community
nothing will give me more satisfaction.

I am glad to acknowledge my hearty thanks
to Shriyut Rajabhaiyaji for writing the fore.
word ang tomy learned friend and colleague
Mr. S. P. Sharma, M. A., for going through the
scripts and proof of this little book.

Thanks are due to Dr. Motichand M. A,,
Ph. D. of the Prince of Wales Museum for his
permission to reproduce the prints from the
“Raga-Mala” Paintings which are added in this
text and also to Mr. S. N. Sircar, M. A,, Pro-
prietor, Sircar Brothers, Delhi, for the interest
he has taken in this work.

Shripada Bandyopadbyaya.
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THE i
ORIGIN OF RAGA

Chapter 1
Different Schools of Indian Music.

The music of different nations and different
times varies according to the taste and likings
of the people, but the fact cannot be denied
that the common effect of music or the notes
of a particular tune, melody or air is almost
the same.

The musicians of a particular age stick,
under ordinary circumstances, to the technique
of that age. Unavoidable circumstances arise
when a new age sets in with a new technique
of music. Both these techniques old and new
struggle for a while, after which the old dies
and the new flourishes, till a still newer age
brings with it its own newer technique to sup-
plant it, Inall these cases of succession, the
struggle between the old and the new tech-
niques lasts only during the transition period.
It is the inevitable struggle that goes by the
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name of “The conflict of musical views” which,
in the nature of things does arise from time
to time.

The voice is prior to the instruments. This
is Prima-Facie. So probable that it can hardly
be said to need proof. It isimplied in the
statement of Aristoxenus, that the natural laws
of harmony cannot be deduced from musical
instrument of any kind. Music has always
been affected by the changes that have taken
place in the country from time to time, Yet
the fundamental principles are still almost the
same as they were about a century before, The
attention of the scholars of music of the day is
drawn to the fact that the problem of the
ancient Raga-Ragini system and classification
of the Ragas needs a detailed study and
research,

A common opinion among the majority of
the musicians, Hindu and Muslim both alike,
is that the “Ragas and Raginis” are created by
Gods and Goddesses. It is very difficult to
say any thing definitely how far they are cor-
rect in their statement, which is more or less
based upon the fanciful ideas of the authors of
Purans and Upa-Purans. The following is an
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interesting story quoted from ‘“Adbhuta Rama.
yana” about Narada muni (sage) which is noth-
ing but a constructive criticism to a real de-
votee of this art with a real appreciation.

“Once the great rishi (sage) Narada felt
proud that he had mastered the art of musie.
Lord Vishnu, the omniscient, in order to curb
his pride, took Narada along with him to visit
the abode of the Gods in Heaven. They soon
entered a spacious building in which, were
numerous handsome men and young beautiful
women—but all of them were weeping over
their broken limbs. Vishnu stopped there and
enquired of them the cause of their misery, The
reply was that they were none but the “Ragas
and Raginis” created by Maheshwara (Shiva)
but while a rishi named Narada, ignorant of
the science and the art of music and unskilled
in performance, had sung recklessly and as a
result, their features were distorted and their
limbs broken. They also said that unless Shiva
the master of this art sang them properly, there
was no hope of their ever being restored to
their proper forms. Narada was very much
ashamed for his doings, so he knelt down with
folded hands before Vishnu to apologise.”
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It is found in the Hindu mythology that
the different aspects of life and learnings are
associated with different sages. It is quite
natural, therefore, that the mythologists might
have ascribed the origin of the art of music and
dancing to some certain sage acccording to
their own fancy. It is also said that Brahma is
the creator of this universe. So it is but natural
that the origin of music is direct from Him.
He imparted this heavenly art to Shiva, Shiva
delivered it to Saraswati, the Goddess of learn-
ing, Saraswati taught it to Narada and Narada
on his part, taught this art to heavenly dan-
cers—namely the ‘Apsaras”, ‘“Gandharvas”
and “Kinnaras”, These divinities are supposed
to have taught this art to the great sages like
Bharata, Hanuman, Narada, and others, who
were sent to this world as it were, to divulge
it to the mortal beings of this earth. It is
a Hindu oconception that salvation can be at.
tained through the practice of music, that is
why it is said that to be a great musician, a
man must live retired from the world like a
Yogi. This opinion is undoubtedly influenced
by a consideration of the lines of the ancient
Rishis and Munis and is not perhaps without
some foundation. Itis also a fact that some
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of the greatest poets used to retire to their
favourite romantic beautiful spots in the woods
from which they took inspiration to describe
some very enchanting scenes.

The aid the painter derives from them is
evident. Itis not only the painter and the
poet, however, that befriend such delightful
places, the genius of music likewise inhabits
there, and in & special manner patronises her
votaries there. This opinion was also common
with the Greeks, as it will appear from the
passage quoted from Plato by Dr. Burney. “The
grasshopper sings all summer without food,
like those men who, dedicating themselves to
music, forget the common concerns of life."”

It has been traditionally held and also sup-
ported by some scholars of music that there
were five different systems (Matas) or schools
of musio in ancient India, They are as follows :
1. Brahma Mata. 2. Shiva Mata. 3, Narada
Mata. 4. Hanuman Mata and 6. Bharata
Mata. ‘

There is a great difference of opinion in this
respect due to the absence of definite data
either in the form of a written record or in that
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of & musical composition. Some scholars of a
later period say that Shiva Mata, Hanuman
Mata and Bharata Mata were the three main
schools of Indian music, whereas the others
say that Shiva Mata, Narada Mata and Bha-
rata Mata were current in ancient India and
the rest acknowledge the following as the lead-
ing schools of music of the by-gone age, namely,
Shiva Mata, Hanuman Mata, and Kallinath
Mata. These are mere conjectures on the part
of the scholars of those days.

The work by Brahma and Hanuman are not
traceable. Whatever information regarding
Shiva Mata, Narada Mata and Bharata Mata is
available is more or less doubtful. To be on
the safe side, it is better therefore to leave the
matter untouched unless definite information
can be gathered in support of them,

History is the weak spot in Indian litera-
ture and specially in that of music. It isin
fact not existant. The lack of historical sense
is so characteristic that the very chronological
order of events in connection with the art and
science of music is darkened by the shadow
of this defect. Whatever information is avail-
able now-a-days is only through the Sanskrit
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works by the various authors of different times
and places.

The Music of the Vedic and Pauranic age.

For acquiring a general knowledge of the
history of any branch of learning it is consider-
ed to be the best and easiest way to start from
the very beginning, which may help the readers
to form a chronological idea of the subject.
The method of chanting of Sama Veda, which
goes back to the Indo-Iranian age points to the
fact that vocal music had, at that time, gone
beyond the primitive stage. The hymns of the
“Rik” and “Sama Veda' are the earliest exam.-
ples, we have, of words set to music. In short,
chanting of the Vedas was prevalent in India
even from 2400 B. C., to the first century of
the Christian era.

The Vedic literature shows a very wide
variety of musical instruments—that were cur-
rent then. The instruments of percussion were
represented by the ‘“Dundhubhi,” “Bhumi Dun-
dhubhi”, “Adambara” and ‘“Vanaspati”. String-
ed instruments were represented by ‘“Kannada
Veena', “Karkari” and ‘Veena’. There were
also & number of wind instruments such as
“Tuarava”, “Nadi” and “Bakura”.
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The Rik and Sama Vedic verses as also
those of the Black Yajurveda are compositions
of words with Vedic accents called “Udatta”
“Anudatta”’ and “Swarita”. These accents
were lost in the days of Panini, who, however,
gives rules for the accents or Swaras for the
Vedic literature :—

I3 I @Ed: |
TR GETAT 19 g QUIER: @i 1|

He in his “Siksha” dilates on the points
thus :—

s e e, e fonndad, @mia
FAAIG @ UG WA G |
The ancient Greeks, like the Indians, had
their music confined only to four notes. The
early Greek lyre had four strings and was con-
fined to four notes. (Vide Herbert Spencer’s
Origin and function of music.)

Reference regarding the music of the Vedic
age can be gathered from Chandogya and
Bruhadaranyaka Upanisadas. 600. B. C.,
Ramayana §00. B. C., and Mahabharata 300
B.C. The actual from of that music is now un-
traceable as the Vedas, Samhitas, Brahamanas,
Aranyaka, Upanisadas, Puranas, Upa-Puranas
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and Maha Kavyas contain no explanation re-
garding the property and system of music of
that age. It can besaid here that the three-
fold art of music—namely, vocal music, instru-
mental music and dancing were in practical
use in Vedic age but their styles, systems and
principles are unknown to the modern scholars
of music. In due course of time seven forms
of musical compositions seem tohave developed
as amply evident from the ancient text books,
which also trace the music of India to this
scale the notes of which were known ‘Archika”’
sifigle note, ““Gathika’ double note, “Samika”
of triple note, ‘“‘Svarantar” of quadruple note,
“Odava” of quintuple note, “Shadava” of sex-
- tuple note and finally ‘“Sampurana’” of the
seven notes which were in vogue in the ancient
music of India.

FfN® MUEdT aifes QU |
sled SETET GHEUEE |

— T30 (28 ¢9)

Let us now start with the earliest literature

of music that is available at present and satis-

fies the mquxsxtlveness of an interested student
of music.
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BHARAT MATA :— A very important
early work in which the theory of Indian
music and mainly the art of dancing is lucidly
discussed and explained is the “Natya Shastra”
commonly known as the “Bharata Mata" by
the sage Bharata muni, who is supposed to be
the founder of the present system of Indian
music. Some historians assign it to the first
century A.D. while others to a later period
either to the fourth or to the sixth century. Be
it noted here that in this oldest musical
treatise, the word “Raga’ appears hardly at all;
and no special chapter “Adhayaya” is devotéd
to it. Bharata classifies under two scales,
(Gramas) the ‘“Shadja” and ¢ Madhyama ”
Gramas, eighteen “Jatis” in all :—

U A A GEEAT: SR |
T G T A SerTaT T 1930
—ArzaqreE (99 3%s)

Bharata classifies the above mentioned
eighteen jatis under the two Gramas putting
seven of them in “Shadja-Grama’™ and eleven
in “Madhyama-Grama”. From the following
verses we can form an idea of the jatis pro-
perly :—
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FEERQEEE Rarg Srad: |
AGAT G AT FESEAr q49 T RSN
srarag fagan seswanTE: |
UM ARG SqAT AT g qUT 3l
e Sad T AN T AAT 9
SEHEISATH TEAF T T |13
TEFAATHAT @ ar {IRarn: g1 S1ag: |

oA T NAANT  WIAHTAESAT |38
AT T NPT TS =ET a9 |
ARSI S THAT T G (Yol
TR @At I AT auT o |
FARH PRTE T BACIBEAEIE (199

—ARIE (99 3°R)

He again classifies the jatis into two main
heads. There are four sudhdha jatis namely
1. Shadji. 2. Arshavi. 3. Sadhaivati and
4. Nishadabati in the Shadja Grama, where
as Gandhari, Madhyama and Panchami are
derived from Madhyama-Grama. Regarding
the remaining eleven jatis he says that they
are the compound forms of these two groups :—

g FrgandT qRIASTRaRg ER

a o7 g3 fagar wafa Swgarang
—RIAH (T8 W)
" It is very difficult to draw any correct idea of
the jatis that were current in Bharata’s time, as
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the author does not give any lucid explanation
of them. Nothing can be derived from the
original slokas (verses) regarding the same so
long as the actual intervals of which the two
Gramas were composed are not traceable. It
can be safely said here that the jatis were a
particular type of music that was in vogue in
his time and it should be noted here that jati
gayana, singing of the jatis was prevalent in
India before Raga - Gayana, singing of the
Ragas and Raginis was introduced.

The system seems to have been known to
Duttilla Muni mention of whom is very frequent-
ly made by Bharata in_his work, as one of
his Putras, that is sons, whom he had taught
the theory and practice of music. Dattilla was
earlier than Matanga Muni, who also quotes
him in his work ‘“Brihaddesi.” There is a mass
of evidence to show that the work was largely
used for study by later authors on music. Dut-
tilla is also cited as an authority by Abhinava
Gupta in his commentary ‘“Abhinava Bharati”
on the Natya Shastra.

Duttilla also accepts the same eighteen jatis
that were enumerated by Bharata in his work.
The following verses quoted from ‘Duttilam”
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will giwe an idea of jatis mentioned in his
work :—

SESTAT AAATAA G- TETAAT
SEFMARTT TA] AR TSB! el -
TR qiTd  vER=ITd w6
BTG ETIANT g TFROE AT W39 |l
TR AT GEFEAT SR |
giTdamTEt g wEAESIar W el
STt &, TR [erft gl
IR WA AT @EU 1R
AN qUEFARAA g9 |

AR aTRTe TeET: 3 FAT IR LR
AFERY R 9T AT I T |
srifdadaet: IR dww nee

i (99 &)

“Bribaddesi” by Matanga Muni, is a very
important land mark, chronologically this work
stands between Duttilam and Sangeet Maka-
randa by Narada, that is, some time between
the 4th and 7th centuries, Mention of Grama

Raga, had been chiefly made by Matanga Muni
in his work. But it should be noted here that
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the present Ragas are entirely different from
that of the Grama-Ragas mentioned by him in
his text. He is also of the opinion that the
jatis generate the Grama-Ragas with the use of
predominating or Amsanote. He regards Ragas
8 one of the seven classes of jatis current in
his own time :—

ARWEERAREIESER T |

FRTREAATETATTAT £ qrad;: |
HYIT THAEA LSRG |
YT AW AGWAFAT SO

Again the following verses from his work
will clear the actual sense of jatis that was in
the mind of the author :—

qEN AR ¥ arediefaR awn g

T T TG F FAEISIAE OF T |

MY qIAT e ITSAETETA 1RSI

AYY FOHEART FFOATTE |

TN (79 4%)

It was Matanga, who, for the first time
introduced the word Raga in the literature of
music, and that very term “Raga” now-a-days
is supposed to be the life of Indian music. He
regards “Ragas” as one of the seven classes of
jatis current in his time.
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He cites “Yastika” the earliest authority,
according to whom the ¢jatis” were of five
kinds and they are as follows :—

1. Sudhdha, 2. Bhinna, 3. Vesara, 4.
Gauda and 5. Sadharita, but in his own time
the jatis were of sevea kinds, namely :—

1. Sudhdha, 2. Bhinnaka, 3. Gaudika,

4. Ragajati, 5. Sadharani, 6. Bhasajati,
and 7. Bibhasajati.

The Raga-Jati is the fourth in his list. He
defines “Raga-Jati” as follows :—

SrCUERT I S RCE S ol
A A7 7: BB § TT: FHA: HAR | Rezoll

TEIRN (T =R )

A combination of notes that are attractive
—with beautiful and illuminating graces are
know as “Raga-Jati”. He also makes a sub-
division of the above mentioned jatis. In his
opinion “Sudhdha” and ‘“Bhinnaka’” have each
eight varieties, ‘‘Gaudika’ has three and
“Ragas” have eight varieties. “Sadharani” is
of seven kinds, ‘ Bhasas’ are of sixjeen
and < Bibhasas > are of twelve. He

again gives the “Raga-Jatis” a different name,
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such as, 1. “Taki”. 2. ‘“Sawira”. 3. ‘“Ma-
lava Panchama. 4. “Khadava”. 5. “Vatta-
Raga”. 6. ‘“Hindolaka” and 7. “Takka Kai-
sika.”

It is evident that the Jati-Gayana was cur-
rent even before the time of Bharata and it
gradually developed in association with the
different sections of the acts of a drama. Asa
passage of Bharata quoted by Matanga Muni in
his work indicates

AW g MATART: TS AAGY 7949
TH greTRagT g aE: ||
HeR B A [F g T |
fastemergamge &= Afmwasam: |
gemi fafrabitsd s agamga: |
| TEAIM (W= )
That is, in short, the ‘“Madhyama Grama”
melodies should be used in the ‘“Mulkhkhaya”,
i.e., in the opening of the drama, the “Shadja-
Grama’ melodies in the “Pratimukhya” stage
that is in progression, the “Sadharita’ melodies
in the stage of its development and the

“Panchama-Jati”’ melodies for the vimarsa
i.e., conversation.



THE
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1. Raga Bhairava,

ATIRAGAAE  FA ATIAAE: |
qIAE FgALShT G qaana: |
—% |
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The following are the names of the ¢Jatis”
expounded by all the ancient scholars of music.

1. Shadji. 2. Arshavi. 3. Gandbari. 4. Madh-
yama. 5. Panchama. 6. Dhaivati. 7. Naisadi.' 8.
Shadja-Kaishiki. 9. Shadjadi-chayava. 10. Shadja-
Madhyama. 11. Raktagandbari. 12, Kaisiki. 13.
Madhyamodichchava. 14. Karmaravi, 15. Gan-
dhara-Panchami. 16. Andhri, 17. Nandayanti and
18. Shadja Panchama.

SANGEET MAKARANDA by Narada is
another important text on the theory of Indian
music, known as ‘““Narada Mata,”” comes next
to Brihaddesi of Matanga. It is believed that
the author Narada — not exactly the same
Narada muni mention of whom is very
frequently found 'in Purans and Upa-Purans,
lived between the 7th and 11th centuries.

Mr. Mangesh Ram Krishana Telang, the
editor of the book says. “Sangeet Makaranda
is said to be the work of Narada on the autho-
rity of the manuseript. It is difficult to say any
thing with certainty about Naradas’s life and
time. I shall place before the readers what ever
can be gathered from internal evidence avail-
able in the book itself. But before doing so I
must mention that these three works on music
are ascribed to Narada viz., 1. “Naradi Siksha”.
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2. “Raga Nirupana” and 3. “Sara Samhita”.
Of these the first is available in print. Com-
paring it with the present work, I am of opinion
that. the author of both these works are not
identical. The Naradi Shiksha appears to be
the older work. For its language is ‘“‘Archaic”
and it treats more of the ‘“Sama-Gana’” than
later music. As regards the two works, I am
unable to give any opinion as the manuscripts
of these works are not available. Another work
of this name, Sangeet Makaranda by Veda, is
mentioned in the list of works on music appear-
ing in the book. But as the name of the author
is Veda and not Narada, it is likely that it
might be different from the present work.”

Narada for the first time gives a detailed
account and classifies Ragas into Masculine,
Feminine and Neuter Ragas. He divides the
Ragas in to three groups viz., 1. “FoIg
H¥qar” Ragas which have quivering “&fFiamas”
throughout. 2. “sydfsfégar” Ragas which
have partial quivering and 3. “&¥qfqEAT:”
Ragas which are absolutely free from quivering.
Here is a list of the names of the Ragas that
are mentioned in the text ‘“Sangeet Maka-
randa’ :—
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Masculin; Ragas :—

Bengal. Soma R;ga, Shree R;gav Bhoopali. Chhaya-
Goud. Sudhdha-Goud. Andoli. Dombuli. Goud.
Karnat. Phadamanji. Sudhdha-Nati. Malabgoul.

R;garanga. Chayanata. Kolahala. Saurastra. Basanta.
Sudhdha-Saranga. Bhairavi. R;gadwani-

TFI: QAR AT a8 T |

quIsll gradies gafesiiasr qar 1ai

TFEIAT FEIAT I e FYIZHED: |

wensl Yol aur AraTiEh: 1Rl)

TFTZEAAMET T: FIATGHEAT |

AU T T GEELTAE )

TRTeaTTERT @ Q@ g TRt |

Arcea fyfaw afta amnfa T3 106N

) H7{la A9CT (39 {5)

Feminine Ragas :— A

Tundi. Turashka-Todi. Malwari. Mahuri. Pau-
ralika. Kambbari. Bhallati. Saindhavi. Salanga.
Gandhari. Devakri. Desi. Belabali. Bahuli. Gun-

akri. Dhurjari. Barathi. Draveri. Hamsi. Gaudi.
Narayani. Abhari. Meghranjani. Misranata.

g T aedry A a9v |
F T SEARY wEd S {97 ]

araFrEr T qEEr 3Iw I qun
YwrEdt ¥ WgEl SR SNQ Q9T kel
ARG £ N AN |
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AT AT T fasErEr qur wAT kel
. Hifla A% (T8 ¢=)
Neuter R;gu —

Kaisiki. Lalita. Dhannasi. Kvrunji. Saurastri,
Draviri-Sudhdha. Nagaverathika. Kaumoda. Ra-
makri. Saveri. Balahamsa. Samavedi. Sankarave-
ranam.

R Afveds  goht T i)
AU FAA g qAT AWEUC (gl
SR T TR G T ads T
WEE: Il QST (1§
Ag'Er Rt S TTATWBET: |

| AH6T (99 3L )

He again classifies the Ragas into three
groups namely, ¢ Sampurna, Shadava and
Odava.”

Sampurna Ragas : —

Desakhs Madhmadi. Basanta. Bhairava. Malavi.
Nata-Raga. Mukhari. Ahari. Balahamsa, Ramak-
riya, Baratika.

- g I warhn st
FEARTE gt atfm:  war |
TR ATALITEY qrearrty: sefea: |
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AT TQ: | FEANIGITEAT: |

e ¥ aRQr SsariE |

g ey e )
TREHE QR Ty Swiaa

T goHEA  qEESGRIEa: ||

yAfwar geEnr avesifgagmEan |

TORw FEENr FEeSTRREAT |

dita w5 (79 953 )
Shadava Raga :—

Deva-Gandhara. Nilamberi. Shree Raga. Sudh-
dha-Bahuli., Sudhdha Gaul. Lalita. Malavashree.
Bhupal. Padabanji. Gundakri. Kuranji.

SIEqT JIAFAQ st g |
A e ar{zrr&asa‘tﬁ{mu
SMTRT: e T gERHCRIIT: |
geet mawRfiastg W )
goie: WET:  eeEis i |
Fiwa: qreT T AR Et 1 T @ |
waT:  SreT: ErvewE Rata: |
T YTEIT T m&wgﬁaﬁwn
qeqEl WigHH fEwEisiy g |
TEE  eHT  eErieae: ||
Tl wreat Ty st et

e 7T (79 Q)
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Odava R;n —

Dhannayasi. Saveri. Gurjari. Madhvamadi. Mad-
humadi. Maghranji. Madhyamadhi. Belabali Ra-
makritya Narayani. Palirauraa. _

qeaTe sifew: Sie: FRd afyatsa: Iws
Sﬁ's'a‘t TRA Arew: qrEE Gt g9 |
et a=af wemidEar  agwTsE (19ll
ISt wewwy gfwEsal adtew: |
Yraeares: @y miEesal aaEd (vl
Tagedes: @rg nfias el
AU FreiadeRY  aearha: vl

gl SERIREsdl weqw gsat |

wif1a 7T (79 ¢=)

Narada classifies the Ragas mentioned above
according to the theory of time which has
also mentioned in his text.

R;gn that are sung in the morning : —-

Gandhar. Devagandhar. Dhbanyasii. Saindhavi.
Narayani. Gurjari. Bengal. Patamanjari. Lalita.
Hindola. Shree. Saurastra. Maller. Samavedi. Basant
Sudhdha Bhirava. Belabeli. Bhupal. Soma Raga.

AR FFETeET SRET Qe a9 |
TG JRA T ST ﬂst“t 11gell
wfvargtesier  dRes

AT AR T T OE ﬁt‘-’ e
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I T YU SRR T |
T TEITEY MG AT ARea: e
Hita qBZ (79 %)

R;gas that are sung at mid-day :—

Shankira-varana. Balahamsa. Desi. Manobari.
Saveri. Dombuli. Kambhoji. Gopikambhoji. Kai-
siki., Madhumadvi. Bahulii Mukhari. Mangal-
Kausika.

TFRW: 937 q@saadd T

L AR QY FTARA Sgar au ol
FFATST MRS BRI agarTEt |
qEEE GEQ T AT STHBHRTH 1)
o EIfereg wearg arcntaan |

qFia awcy (T9 ¢)

Evening Ragas : —
Sudhdha-Nata. Salanga, Nati. Sudhdha-Bara-

tika, Gaulo. Malab-Goud. Shree. R;ga Ahari.
Ramakriti. Ranji. Chaya. Beratika. Dravatika-
Desi. Nagavratika. Karnata. Hayatika.

goATar 9 Qray A gg Jafasr
MY araTeire ATEEERd a9 |
JYT YATA TH JAT G IYALEH |
Futest Fafes 3 amaatss )
FULT AN A FZAT: |
it 76T (79 )
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Ragas that are sung three hours before the
un-rise and sun set :—

T A g AR F@EORIA
JUIEH agqr & Frafeq T i |
|Ifla AH (79 Q%)

Deshakshi. Bhairava Sudhdha. Barathika.
Sudhdha Dravatika. i

Ragas that are sung three hours after the
sunset and sun rise :—

Mallari. Mahuri. Andoli. Ramakriti. Cha-
yanat.
TEQR Trasar AEArd AEH AW )
ST T THEA ST T G |
it AHET (79 %)

He also describes the advantage and dis-
advantage of singing Ragas in proper time.

TR o e WA
T 3P | IR s | (kY
W&ﬁtﬂaml

ArATRARA QT T IO (RY
afﬁam(zu 28)

SANGEET RATNAKAR. Another imper-
tant treatise on music is ‘“Sangeet Ratnakar”
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by Saraniga Deva, who, lived at Daulatabad,
formerly known as Deogiri in the North of
Nizam’s dominions in 1210 to 1247 A.D.
Though the author had followed the foot-steps
of his predecessors and accepted the principles
of masculine and feminine Ragas expounded
by Narada Muni in his work “Sangeet Maka-
randa”, still he had included many more new
things in his text. He had enumerated two
hundred and sixty four Ragasin all. Out of
them twenty Ragas are main, Upa Ragas are
eight and the rest are subsidiary under the
scales which had been accepted by all the pre-
vious scholars. Here is the list of the main
Ragas and Upa-Ragas accepted by Saranga
Deva, quoted from his work “Sangeet Rat-
nakar’ :~—

4T ST & i @)
s 4 qgarar fwr M T d|T )
QISR KT WA A @ |
fomr gt wlam agtimgan i

ety @iqq wgRsf dwe )

YrEq qeEifEaTE e g 0|
wgeh forre @ fmr EraTcadt wwar |
gRIRRE T TRt waw |
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The list of Ragas and Upa-Ragas related
by Saranga Deva :—

1. Raga. 20
2. Purvaprasidhdha Ragangani 8
3. Bhasangani. ' 1l
4. Kriyangani. 12
6. Upangani. 3
6. Adhuna Prasidha Ragangani. 13
7. Bhasangani. 9
8. Upangani, 27

The exact number of Ragas and Upa-Ragas
narrated by him in detail :—

Description of Ragas. Exact No.
1. Grama Raga. 30
2. Upa-Raga. ‘ 8
3. Raga. 20
4. Purva Prasidhdha Ragangani. 8
b ’ » Bhasangani. 11
6 » ”» Kriyangani. 12
7. » » Upangani. 3
8. ” Bhasa Raga. 96
9. »  Bibhasa Raga. 20
10. »” » Anter Bhasa
Raga. 4

11. Ragas current in his own time. 13
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12. Bhagangani in his own time,

, Bhasangani. 9
13. Kriyangari in his own time,
Kriyangani. - 3
14. Upangani in his own time, Upan-
gani, 27

Total No. of Ragas. 264

He did not mention the principles or the
basis on which he had accepted the Ragas, Upa-
Ragas and also the number he had mentioned
in his work. He has described the Ragas in
detail and furnished every information regard-
ing the same but that too withont showing any
cause. However, a general information as
regards the Raga with the rules for its singing
are given in his text. This was commented by
Pt. Kolli Nath a scholar of a later period, which
is generally known as “KOLLI NATH MATA”
some times in the 14th and 16th centuries A.D.

The author of HANUMANNMATA has des-
cribed the following six Ragas and thirty
- Raginis as the Bharyas or wives of the same :—
Name of the Raga. Raginis attached to it.

A RAGA. Madhmadi, Bhairavi, Ben-
. BHAIRAV gali, Barathi and Saindhavi.
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KAUSIKA RAGA.  Todi, Khambhabati, Gouri
Gunakari, and Kukubba.

. HINDOLA RAGA. Belabali, Ramkiri, Desh-
L

akhaya, Patamanjari and
Lalita,

DEEPAKA RAGA.  Kedari, Kamoda, Desi, Ka-
nada and Nateka.

SHREE RAGA. Basanti. Malavi, Malasree,
Dhannasika and Asaberi.
MEGH RAGA. Mallari. Deshkari. Bboo-

pali, Gurjari and Tanki.

Wiy aRTEAT feiay awen)
froqt AeeT N8R 9REiEdn:

A ¥ I ¥ qUtE |
Qe 5 gEEEr A@E TUFCE A

A E@FErT TR AT FFAT AT |

fTCraY TTSE RAHE TTFAT

YA URE e eS|
ifvar aftar war fEFtae TUFAn |

Y wrvgT AN FROTLY AW O |
fawes firam o €arr e )

e ATEd ST SrEi AT |
et m;:ﬂiwg;igmwmu

e |
Z%1 T Gl decere

o gA-E TQTTa:
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The quthor of RAGARNAVA MATA has
quoted the following six R'B.ga.d and thirty
Raginis accordingly :—

Name of R;ga. R;ginis attached to it.
1. BHAIRAVA RAGA. Bengali, Gunakiri, Madh-
yamadi, Basant and
Dhanashree.

2. PANCHAMA RAGA. Lalita, Gurjari, Desi,
Baradi and Ramkriti.

3. NATA RAGA. Nata Narayana, Gandbara
Salag, Kedar and Kar-
natak.

4. MALLER RAGA. Megh, Maller, Malkauns,
Patamanjari and Asa-

beri. ‘
5. GAUD MALAB. Hindola, Tribana. Andbali
Gauri, and Patahamsika.
6. DESHAKAYA. Bhoopali, Kudayee, Natik
and Belabali.

AW dwd A ARy dtgane: |
Yaeas f Rwn e Avwln ani)

wEE U Aermfda: |
sy GRX o )|
gy g9 3 Y IoEd gawEn)
wor T T AR dpmrAn o)
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TAEA: 59 FER: AT |
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et M T gegfer |

92 TEAREY e SR 1|
I T FEET T FRET ATCEH AT |

Rty f8ar T IqreagsE: |

—sfa TR
CONCLUSION :—

Sir William Jones a great scholar of music
both of the East and West says that “Every
branch of knowledge in this country has been
embellished by poetical fables,and the inventive
talents of the Greeks never suggested a more
charming allegory than the lovely familics of
the six Ragas, named in the order of seasons
exhibited below, Bhairava, Malawa, Shri-Raga,
Hindola, or Deepaka and Megha; each of whom
is a Genius, or Demi God, wedded to five
Raginis or Nymphs, the father of eight little
Genii, called his Putras or sons; the fancy of
Shakespeare and the pencil of Albano might
have bcen finely employed in giving speech
and form to this assemblage of new aerial
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beings, Who people the fairy land of Indian
imagination; nor have the Hindu poets and
painters lost the advantage, with which so
beautiful a subject presented them.”

It seems probable therefore, that the author

of the Raga,s and Rgginis having composed a
certain number of tines resolved to form some
sort of fable in which he might introduce them.
all in a regular series. For this purpose, he

pretended, that there were six Ragas, or a
species of divinity who presided over as many
peculiar tunes or melodies and that each of
them had, agreeably to Hanuman, five, or as
Callinath says, six wives who also presided each
one over her tune. Thus having arbitrarily
and according to his own fancy distributed
his compositions amongst them, he gave the
names of those pretended divinities to the
tunes, It is also probable that the ‘Pootras”
and “Bharyas” are not the compositions of the
same but some subsequent genius who, appre-
hending that their number would be greatly
increased by the additional acquisition or drea-
ding an innovation in the number established
by usagesssescontrived the story that the

“Ragas and Raginis” had begotten children.
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That the names of any one of the Ragas
and Raginis was arbitrarily assigned by the
author to any one of his compositions, is as
probable as the often whimsical names givea
by our country dance and reel composers to
their productions. This is further . probable
from there bemg very httle ot no similarity
between a Raga and his Raginis. The disparity
is 80 great that sometimes the Hindu authors

_disagree with regard to the Raga to which
several of the "‘Ri.ginis", ‘A‘Poot}ras”"or “Bhar-
yas” belong.

It can be safely ooncluded here that the
music of India has been derived from the
Vedas. Sanskrit writersalwayssay as it is a fact
that our music has been chiefly derived from the
Sama Veda. but unfortunately they never took
the trouble of showing the connection between
the music of thé Sama-Veda and the musio
which is actually sung to day.

A Rig was chanted in monotone, a Gatha
in two notes, a Sama in three notes, a scale of
four swaras also seems to  have been used and
was called ‘“Swarantra”. In what relations of
pitch the notes stood in the last three cases, is

impoasible to say.
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Shree-Raga.
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Dr. ' Prabhakar Bhanderkar says “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 cer-
tainty what relation these seven notes bore to
the well known seven notes of the later music.
The former were named, “Kristha”, “Prathama
Dwitiya”, “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
names 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
page 162 Indian Antiquary July 1912).

It is & well known fact that the Jatis nar-
rated by Bharata and his predecessors, and the
Ragas described in Ratnakar are defined in
terms of Murchhanas. It would remain indefi-
nite so long as the Sudhdha scale remains un-
explained and indefinite. So that until there is
a consensus of opinion as to the right value of
Shruti and until it becomes possible to deter-
mine the Sudhdha scale of Natya Shastra, other
works and specially of Sangeet Ratnakar, these
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works are bound to remain sealed books. This
in the opinion of late Pt. V.N. Bhatkande, goes
outside the sphere of study of the ordinary
music student and enters that of the research
scholar.

The great difficulty which a student of these
books meets with at the very outset is that of
correctly locating the position of the Shrutis,
and the Swaras of those ancient treatises. In
the absence of a satisfactory solution the re-
maining portions of these works remain per-
fectly unintelligible.

The Gramas, Murchhanas, Jatis and the
Ragas, have all to be evolved, as we know from
the Sudhdha and Vikrita swaras which again
depend upon their shrutis.
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During the two hundred years, after Sha-
rangdeva that is the 14th and 15th centuries
A. D., the actual changes that had taken place
both in the theory and practice of music are
today the basis of our system of music. The
gradual development, additions and alterations
in different aspects of music are not properly
recorded, either due to the constant foreign
invasion in the country or the lack of proper
attention of the scholars. Consequently the
available information is only through the his-
tory of that particuler period and that is also
in general.

The opinion of some of the leading histo-
rians of the ancient Hindu period, is, that in
India, music had reached its greatest helght
during the flourishing reign of the Maurya dynasty
and it remained so till the end of the Mahomedan
conquest. Mr. H. A. Poplay in his book named
“The Music of India” says that “The fourteenth
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and fifteenth centuries are the most important
in the development of the Northern schools of
music. It was the time of the Mahomedan
conquest. Many of the Emperors did a great
deal to extend the practice of music and most
of them had musicians attached to their courts.
From this time dates the introduction of Per-
sian models into the music of India.”

The Mahomedans, as a ruling nation, came
in contact with the people of India for the first
time in the 1llth century and since then the
system of music of the country had been under-
going a change. The Mahomedans did not
encourage the theory of the art, but they pat-
ronized practical musicians and were themselves
instrumental in composing and introducing
several styles of songs and devised new forms
of musical instruments. It is also related by
Mahomedan historians of that age, that, when
Dacca was invaded by Allauddin Khilji in 1294
A.D.,, and the conquest of South India was
accomplished in 1310 A. D, by his
general, Malik Kafur, music was in such a
flourishing condition that the musicians and
their Hindu preceptors were patronised and
employed in service and they settled in the
North.
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HAZRAT AMIR KHUSRU—the celebrated
Persian poet and musician, came to India dur-
ing the reign of Allauddin Khilji and isreported
to have divided the then current Ragas of
India into twelve Mokams, which were subse-
quently sub-divided by Mahomedan musicians
into twenty four “Sabhas” and forty eight
“Goushas”.

NAYAK GOPAL was also a contemporary
of Amir Khusru. He was acknowledged by all,
to be the master in his art. He had a good
number of disciples. The fame of his perfec-
tion and consummate skill in music reached the
ears of Sultan Allauddin who, invited him to
his court to give performance there. It is
apparent that in Northern India the Mahome-
dans proved to be great patrons of fine arts and
specially of music in its real value and sense.
They brought with them the music of their own
country which was assimilated with the music
of India. Thus new melodies, new styles of
interpretation, new types of songs and new
“Talas” were introduced.

Let us now start with the common literature of
music that was in vogue then, SANGEET DAR-
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PANA was written by Pundit Damoder Misra,
who was a successor to Saranga Deva and a pre-
decessor of to Pt. Lochana of the 15th century.
The author of Sangeet Darpana had only fol-
lowed the basic principles laid down by Saranga
‘Deva and introduced the system of classifica-
tion of Ragas in his own way. This system was
current in India for more than a century and
is known as “SHIVA MATA”.

It is possible that the author might have
tried to introduce his own views in the name of
“SHIVA” the master of the three fold art of
music, whom almost every Hindu worships. He
might have done all this with the object of
having a wide spread of the system of R'aigas
and Raginis introduced by him. It is also pro-
bable that he might be an ascetic or Yogi so,
whatever he has realised through his medita-
tion, he might have included in his text for the
benefit of the lovers of music in the name of
“Shiva” so that the people may not have the
least objection to it.

- The following six Ragas and thirty six
Raglms are mentioned in his text ‘“Sangeet

A Darpana.” (pa.ge 72-73).
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1. Shree Raga, 2. Basanta, 3. Bhairava
4. Punchama, 5. Megha-Raga and 6. Bri-
hannata. .

ATIST FEwaTT WIT: Tl |
ATTEN FEATE: 4 RIS ||

1. Malashree, 2. Tribini, 3. Gouri, 4. Kedari,
5. Madhumadhavi, 6. Pahadika, 7. Desi, 8. Deva-
giri, 9. Barathi, 10. Todi, 11. Lalita, 12. Hindoli,
13. Bhairavi, 14. Gurjari, 15. R amkiri, 16. Guna-
kiri, 17. Bengali, 18. Saindhabi, 19. Bibhasa, 20.
Bhupali, 21. Karnati, 22. Badahamsika, 23. Malavi,
24. Patamanjari. 25. Mallasi, 26, Sorathi, 27.
Saveri, 28. Kausiki, 29. Gandhari, 30. Harasrin-
gara, 31. Kamodi, 32. Kalyani, 33. Abbiri, 34.
Sarangi, 35, Natta-Hambira, 36. Natta-Narayana,

aresft Braaft M FRrd sgeer |
aa: Qe Rar Amer TUE: |
N IO 97 T A aur)
afear arsy Bete Fa=ae FTFm
A o=@ T Ui aur)
A St 97 HeTer TUFEE 1l
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He has also classified the Ragas and Raginis
which he wishes to be sung in different hours
of the day and night. The following Ragas
and Raginis are to be sung early at dawn,
morning, at noon, forenoon and in the
evening.

Morning Ragas :—

Madhumadhavi. Deshakhya. Bhupali. Bhai-
ravi. Belabeli. Mallari. Ballari. Soma. Gur-
jari. Dhanashree. Malavashree. Ma.gha-R;ga.

Punchama. Deshkari. Bhairava. Lalita, Ba-
santa.

wgumﬁam et A quT |
mamﬂwﬁmﬂu
SaTA @ asieT AU 9@ |
W) §Tm afwar T 7@ |1
T A SRR ST e 1)

_ Ragas to be sung three hours after the sun-
rise :—

Gurjari, Kausikg. Saveri, Patamanjari.
Reva. Gunakiri. Bhairavi Ramakiri. Saurathi.
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Ragas to be sung at noon :—
Bairathi. Todika. Kamodi. Kudayi. Gan-
dhari. Nagasavdi. Desi. Shankarabharana.

ST Afswr T M T F9riaEr)
NI aFEeEY T adr IR0 fa0ea: )
HTACY AT fadta sgam R

Ragas that are to be sung in afternoon :—

Shree Raga. Malab. Gouri. Triban. Nata-
Kalyan. Saranga. Nata. Kedari. Karnat
Abheri. Badahamsa. Pahadi.

AT ArETCsaE A Rrawgataer |
FEFETTUES S |
g3a AR 30 FumRifEraar
TG ©l TEET T AT T |
The author again gives a detailed descrip-

tion of the following Ragas and their pictorial
illustrations which are added in this text :—
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The system laid down by Narada, Hanuman
and Shiva is altogether a different thing from
that by Bharata and Kallinath. Mention of
Hanuman and Ragarnava mata is found in the
text of “Shiva mata,” but both these authors
disagree with the system of classification of the
Ragas and Raginis that has already been ex-
plained.

This proves that Narada, Hanuman, Shiva
and specially the author of Ragarnava mata
have borrowed every thing from older works
which are not traceable now, or all of them
might have intended to include their own views
regarding the same, which could easily be done
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as there was ample scope forit: Due to the
lack of record of the principles or basis on which
the aforesaid system of Ragas and Raginis was
formed and also due to the disagreement of the
different authors of different time and place.
That is why the authors of a later period ex-
cluded this system from the music literature
and included in their respective works the sys-
tem of Janak and Janya or Mala-Raga, which
is current even to-day.

Damoder Misra was of the opinion that
Bhairava Raga is Odava—Odava, Rishava and
Punchama are omitted in ascent and descent,
but in the opinion of late Pt. V. N. Bhatkhande
and according to the current practice it is a
Sampurna — Sampurna Raga, Gandhara and
Dhaivata are omitted while ascending. This
goes to prove that the medieval Ragas and the
system of their classification were going out of
vogue and so, the scholars of the later period
did not follow them and consequently these old
matas were neglected and overlooked by the
educated students of music who were also in
search of a better method based on scientific
lines.
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The works of Narada and Damoder Misra
should be studied by each and every student
of advanced music. These works deserve a detail-
ed study and research. They have referred
many other scholars of the by-gone-age whose
names are not generally found in any other
texts on music.

Damodar Misra has quoted in his text the
verses from Hanuman, Ragarnava and Somesh-
war Mata as the supporters of his theory. These
quotations prove that inspite of the difference
of opinion and disagreement on the principle
of classification of Ragas and Raginisstill all of
them unanimously agreed to that very system
that was current then. Almost all of them
accepted six main Ragas and thirty six Raginis
except the author of Ragarnava Mata, who,
only accepts thirty Raginis and six Rgga,s
different from others.

The author of Someshwar Mata is of the
opinion that each Raga and its Raginis should
be sung in the specific season of the year for
example :— ‘ |
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That is he means to say that the Ragas and
Ra."ginis are to be sung in the following way :—

1. Shree Raga and its Raginis are to be
sung in the months of January and February
that is in winter season. (ffirT)

2. Basanta Raga and its Raginis should be
sung in the months of March and April, that
is in the spring season. (F87q)

3. Bhairava Raga and its Raginis are sung
in the months of May and June that is in the
summer season. (3s7)

4. Megha Raga and its Raginis must be

sung in the months of July and Augnst that is
in Rains. (3%1)

5. Panchama Raga and its Raginis are to
be sung in the months.of September and Octo-
ber that is in autumn. Q@)
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6. Natta Narayana Raga and it Raginis
must be sung in the months of November and
December that is in (3#=)

It is also found in Ayeen-Akbery or Akber’s
Regulations for the Government of Hindusthan
by Abbul Fazl Allami, translated by Franci
Gladevin (vide page 727.)

“Singing was invented by Mahadeva and
Purbaty. That the first had five mouths from
each of which issued a musical mode in the
following order :—

1. Shree Raga. 2. Basant Raga. 3. Beh-
rown Raga. 4. Punchama Raga. 5. Megh Raga.

To these they add Natta Narayana which they
attribute to Purbaty. This six modes they

call Raga and each has several varieties, the
following six are most common.

1. Varieties of Shree Raga : —

1. Malavi, 2. Triveni, 3. Gauri, 4. Ke-
dari, 5. Madhmadi, 6. Vihari or Behari,
2, Varieties of Basanta :—

1. Desi. 2. Devagiri, 3. Vairati, 4. Todi,-
5, Lalita, 6. Hindola, '
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3. Varieties of Behrown :—

1. Madhyamadi, 2. Bhairavi, 3. Bengali,
4 Varatika, 5, Samdhaw, 6. Punarjneya or
Poonargeya. . : ,

4. Varieties of Panchma. —

1. ‘Maller,‘ 2. Sa.urastri, 3. Asaveri, 4.
Kausxka, 5. Ga,ndharl, 6. Harasringara.

5. Va.netles of Megha Ra.ga -

1. ;Ma.lk_er,_ _2. Saurashtri, 3 " Asaveri, 4,
Kausiki, 5. Gaudhari, 6. Harashingara,

6. Varieties of Natta-Narayana.

1. Kamodi, 2 Kelyan, 3. Ahiri, 4, Sudh-
dha-Na.ta, 5. Sa.laka (Saluk), 6. Nata Hambir.

He. says that.some make only four varieties
of each- Raga.. Others in the place of Basant,
Panchama and Megh use Malakausika, Hindola
and Deepaka, and make five varieties of each.
Others instead of Basant Behrown, Punchama
and Megh use Sudhdha Behrown, Hindola,
Deshkar and Sudhdha-Nata.

Abbul Fazl generally follows the authorities
according to whom six Raginis are assigned to
each Raga. But the Raginis that belong to
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3. Raga Basanta.

gl AmgESTar  FHarEar gada: |
- dqu@RERiY e ganT: |
‘ —qd € |






The Origin of Raga 49

Bhairava are given with exact order of the list
of Hanuman according to whom each Raga
has only five Raginis.

It is more interesting to know that the
author of Sangeet Ratnavali of a later period,
supported the system laid down by Saranga
Deva without the least !disagreement in this
connection.

It is possible therefore that the author of
the book has either followed him blindly or
borrowed every material from his work. So
this book does not stand in need of any minute
observation. |

PUNDIT LOCHANA~— The author of “Raga
Tarangini” lived in the district of Mithila. The
exact date is more or less doubtful—still there
is ample evidence for it. As the author himself
‘quotes from another poet named ¢Vidyapati”,
whe, lived about the end of the fourteenth
century. Moreover Lochana mentions in his
work the Ragas like “Yaman” and “Fardost”
that were introduced by the Mahomedans.
‘Therefore it is certain that ‘“Raga Tarangini”
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must have been compiled some time in the
fifteenth century or by the end of the {14th
century and before 1660 A. D.

Lochana for the first time left behind the
old traditions of ‘“Grama’, ‘“Murchana’” and
“Jati gayana” and gave place to the “Janya-
Janak” or “Thata the Mela” theory. He regards
the following “Thatas” to be the parent scales
and then classifies his “Janya Ragas”—num.
bered seventy five only under them, and totally
omitted the poetic theory of *“Raga and
Ragini”. Pictorial illustrations of such “Ragas
and “Raginis” as imagined by the then artists
can be gathered from medieval literature, pain-
tings and sketches.

The following are the twelve Thatas ex-
pounded by Lochana :—

Q) A, () A, (3) . () TR (¥) T,
(8) 9. () T, (=) Az (1) =90, (%0) AT,
(2%) 8@ (3R) 7%

1. Bhairava. 2. Todi 3. Gauri. 4. Karnat
5. Kedar. 6. Yaman. 7. Saranga. 8. Megha.
9. Dhannasree 10. Purva. 11. Mukhari and
12. Deepaka.
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He next classifies his seventy five ‘“Janya

Ragas” under the “Thata system” quoted
below :— '

Name of the Thata. Ragas derived from it.

1. Bhairavi. Bhairavi and Nilamberi.
ey agt oy A R feray

2. Todi. Todi.
& guiirt wify wferat G Ed |

3. Gouri. Malab, Shree Raga, Chati

Gouri, Pahadi-Goudi, Desi
Todi, Desikari Goura,
Triban, Multani, Dha-
nashree, Basant, Bhai-
rava, Bibhas, Ramkali
Gurjali, Bahuli, Reva,
Bhatikar, Khat, Malab-
Panchama, Jaithsree,
Asaveri, Devagandhar,
Sindhi-Asaveri, Gunakari,

AT WA AN T e |
Qeft M aur A TR G )
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4. Karnat.
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mach, Sorath,
Maru, Jaijaibanti,

kubha, Kamode, Kedar,
Malab-Kausik, Hindol,

Sughrai, Adana,

Kanada, Shree Raga.

qreT: w‘t it A e |
I wmea @A g T
s W A% ASEd aqr 97 |
FFASTT T AT SR QVBATGA 1)
A TR T AR AR |

 fete: gUUE AEEEY O qNE A

MEEEAT § ATE gEEE |
wiedRaaRy T |t e 1

Karnat, Bageshwari, Ka-



5. Kedar.
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Kedar-Nata. Abhir-Nata,
Khambhabati, Sankara-
veranam, Behagra Hamir,
Shyam, Chayanat, Bhu-
pali, Bhimpalasi, Kausik,
Maru.

WHEEE A IqAEs |
ARAGAEART T AT T ||
THATT qAt ®Ar ECWCTEAT |
frgroe erll: @ g o
gEWeE O Bar e |
AR a9 AGY A% W e )

6. Yaman.

Yama, Sudhdha-Kalyan-
Puria, Jait-Kalyan.

i e geeen g |
qficar ffear 1% Sraerearg o3 T 0|

7. Saranga.

Saranga, Pata-manjari,
Brindabani - Saranga, Sa-
manta-Saranga, Badaham_-
88, '

.

ZRTEA A9 RUrATHA TETE: ||
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8. Megha. Megh-Maller, Gaud-Sar-

: anga, Bilaval, Alahiya
Sudhdhasuhali, Desh,
Chayanat.

AIIETET E T AT AGR T
AERTATE = T SAE aan
H@EAr a41 Rar Yogeq W I
Algea JTTEt geAeadT T

9. Dhanashree. Dhanasree, Lalit.
qarsft ey S fae |
10. Purva. Purva.
qaTaT: FCEET gaaaaa
11. Mukhari. Mukhari.
@ @EET garQaifiad |
12. Deepak. Deepak.

The Ragas mentioned ere now by Lochana,
are also enlisted in the works by the modern
scholars, and majority of them are practically
sung by the musicians of these days.

Thus his work is one of the greatest histori-
cal importance ‘to the students of music. It
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should bg noted here that most of the “Janya
Ragas” narrated by him seem to have retained
their original form even to-day. This work is
‘on prosody and the author did not give any
detailed account of the “Janya-Janak’, -‘Mala”
or “Raga”. He also did not care to explain
fully the principles or the basis on which he
had accepted the “Thata™ or “Mela” system.
This was followed by the work of “HRIDAYA
NARAYANA DEVA”-of Garha-Desa about
the year 1660, A. D. His work namely ‘Hri-
daya Kautuka” and ‘“Hridaya Prakash’ are
important, so far as the subject matter of Swara
Prakarana, definition, of Raga and the system
of classification of Ragas are concerned.

The author himself had introduced a new
Raga and has used two new or different Swaras
—notes for the Raga newly composed by him
with two different notes so called new newly
added.

He had accepted the twelve “Thata™ of
“Raga Tarangini” and added his own composi-
tion to it. But the system of arrangement of
Thata is absolutely different from his predeces-
sor. Here is the list of the Ragas which the
author had put into different groups according
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to the notes, namely, Suddha and Vikrita used
in them.

Group No. L. Sudhdha Mela. Bhairavi Mela*
qigFarar T aegut yesty I w6
- —FY 96 |

QT 99 & T qIgHEAn 9w |
a7 I ARy A FER Al
w2 g A T 76 s (6g:
AqYQ  JAEWITE A1 TSI AE: 1|
| %79 %G |
Group No. 2. Tivratara Gandhara. Karnat.
FUlTeT HqU: wewly: af@i: |
—ER4 9 |
OOT: GRATRY TR FAF 4 |
gEafy & st oftar S ST aqw )
—7q g% |
Group No. 3. Komala Dhaivata. Mukbari.
wSiAr O gyt afiEgEar |
—§39 YW |
gOT: Y @URY A7 B W94
Hrrat sraR goT gt )
—£7T TS |

Group No. 4 Komala Dhaivata and
Rishava Tivra Gan-
dhara, and nishad.  Todi.
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Group No. 5 Gandhara and Nis-
hada. Kedar.

wﬁ9%ﬂ¢ dqqt iy I:EST-IT:I
od aft frargda e Wl @ |
frarat safar 3R lidast

Group No. 6. Tivratara Gandhara,
Dhaivata and Nis-
hada. Yaman,

aaw: GRATE SISy o7 7T |
g4 J% AR QUES T4 I |
ug ot F g we g9 g
FEf § ot T fANT S adn

Group No. 7. Tivratara Gandhara
Dhaivata and Nis-
hada. Megh.

qRrar) « T & Qe T Al )
© A IO AT SR )
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Group No. 8. Tivratama.Gandhara,
Madhyama and Nis- _
hada. Hridaya Rama.

TEAAISATASYT a1 AN el |
R g g Il

Group No. 9 Rishava Dhaivata Ko-
mala with Tivratara
Gandhara and Nis-
hada. Gouri.
Group No. 10. Ati Trivatama Gan-
dhara Tivratara
Dhaivata - Madhya-
ma and Kakali Nis-
hada. Saranga.

w gt ¥ A gEasHal B |
921 FEIT: @1 R SR agr )
sty aatret ast fmad § |
gfa: Frefw v awT eI |

Group No. 1l. Tivratara Gandhara,
Madhyama Dhaivata
and Kakali Nishada. Purva.

e Hee e
oty Sweer qutar: eveefiatin |
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Group No."12 Tivratara Gandhara
Madhyama Rishava
and Kakali Nishada. Dhanashree.

T A ax o o S
forarg: Frat, qUEwsiER Hifqar )
Rvw: sl g E A weEwe N
e g af avw dewe faRve
dva: 1A ol TeSTET 3 o AT |
gEa Tt = AT aar )

The following Ragas bave been described
by Hridaya Narayana Deva in his text.

1, Saindhavi, 2. Kukubha, 3. Bhairavi, 4. Nil-
amberi, 5. Karnat, 6. Jijabanti, 7. Saurastra, 8.
Sugharai, 9. Kamode. 10. Adana, 11. Bageshwari,
12, Mukhari, 13, Todi, 14. Kedar, 15. Shyam-
Nata, 16. Khambavati, 17. Hamir, 18. Shankara-
varanam, 19, Jayat-Kedar, 20. Puriya Kedar, 21.
Behagar, 22, Abir-Nata, 23. Maru, 24. Bhimpa-
lasi, 25. Chayanata, 26. Kedar~Nata, 27. Malkau-
sika, 28. Bhoopali, 29. Yaman, 30. Puriya Kalyan,
31. Jait-Kalyan, 32. Sudhdha Kalyan, 33. Megh,
34, Sudhdha-Nata, 35. Nata, 36. Devagiri, 37.
Gaod-Saranga, 38. Alahiya, 39. Deva-Bharan, 40.
Desakh, 41, Gaud-Maller, 42. Subab, 43, Madh-
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yamadi. 44, Maller, 45. Hridaya Rama, 46. Gauri,
47. Multan-Dhanashree, 48. Shree-R;ga. 49, Shad
R;ga. 50. Chaiti-Goure, 51. Basant, 52. Jayashree,
53. Ramkali, 54. Paraj, 55. Panchama, 56. Gan-
dhar, 57. Asaveri, 58. Desi-Todi, 59. Bhairava, 60.
Bahuli, 61. Gurjari, 62. Gaud, 63. Gunakari, 64.
Desh-Kala, 65. Malashree, 66. Bibhas, 67. Tribani,
68. Sarang, 69. Pata-Manjari, 70. Samant, 71.
Bada Hamsa, 72, Purva, 73. Dhanashree.

. Guw, A, Heted, suie gy, R, Qo
gus, $IHYE, S ar,?mﬂ gerdl, a1, WK,
WAL, @aT9dl, §HIT, JFCITT, JIMEsR, yfar
W, (REFR, S, ar, saverd, grme. 3[R
7, ATEHHT, Ak, 9, tftwm, T,
%m,ﬁv,maz, e, 3O, IR aw, -

’

O, A, qEY, WA, TO, T,
A0, qEard, saEd, AT, €T, IO, T,
FaA, THHEY, T, G, TFER, wEEd, JeaE,
aﬁ’ Wa Wﬂ’ ‘ﬁi GUEQ, 33T, A, R,
forw, G, YedsTd, At avdE, qat, awnd

Regarding the “Raga Deepaka”-— whloh
was related by Lochana had been precluded by
Hridaya Narayana Deva. It is therefore pos.
sible that in his time “Raga Deepaka” was not
ourrent, that is, why he might have dropped
it from his text,
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The most important treatise of the 17th
century is Sangeet Parijat by Pundit Ahobala.
It is believed that he was a South Indian
Pundit but he had come in contact with the
Northerners and had settled there. His work
shows that he has dealt more with the music

of North India and less with the South Indian
musie,

The system expounded by him in his text

is on the North Indian music but several Ragas
that are popular even to-day in South Indian
music have been mentioned there. Sir W. Ousley
in his Oriental Collections, Vol., I,, says that
Sangeet Parijat was translated into Persian
by Pundit Deva Nath, son of Basudeo in the
year 1724 A . D. Ihave myself seen a copy
of the Persian translation in the Rampur State
library. The copy bears the seal of the curator
of Emperor Mohammad Shah’s library. We
know that Mohammad Shah ascended the throne
of Delhi in the year 1719 A. D. Parijat is freely
quoted by Bhava Bhatta Pundit, in his well
known work Sangeet Anupa Vilas. Bhava
Bhatta’s father, was in the service of the Em-
peror Shahjahan, and he himself was attached
to the court of Raja Anupa Singh of Bikaner,
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who was a contemporary of Aurangzeb. There
i8 reason therefore to believe that Ahobala had
some acquaintance with the famous Southern
treatises.

R.E.ga Vibodha was written by Soma Nath,
in 1610 A, D. These facts would go to prove
that Sangeet Parijat was compiled some
time in the latter half of the 17th century,
References made here and there by Soma Nath
for certain Ragas, in connection with the system
of “Mela” is enough to prove that in his time,
the method of classification of Ragas under
“Thata” was prevalent. He himself has des-
cribed about one hundred and twenty Ragas in
his text and has mentioned in detail the notes
that are used in them, as for example, the
Aroha (ascent) and Avarohs (descent), the
Graha and Nyasa and also the Murchanas.

The verses that are coming next will form
an idea about the same.

gasiniaasien THeEl TERaE: |

- YR J[qERY T uret s uwu
wRPWIY: Fregra’ agr AT |

. qEA R qaﬁmzﬁ g 1391
90 i Sfmd st aur
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- Tt is Ahobala, who for the first time nges'a
very clear expression about the Ragas he had
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actually dealt with, and the verses quoted from
his text are the evidence for it :—

TR ¥ AGURT A |

AT TTAET: AT TAST e 11REN
it aw AR aw vy fagg'an
HETIEI AN am’r«mm iRkeshl
mﬁaﬁn SarfEgg: |

SHRINIVAS FUNDIT.—IS the author of
Raga Tatva Vibodha. Itisasmall but inter-

esting text on the theory of North Indian music
of the first. ha.lf of the eighteenth century.

He has dealt with the shrutis, Swaras and
Murchnas in the beginning of his book which
shows the difference. of opinion among the
musicians of his time. Then he defines the
“Mela’* or “Thata” and puts it in his own
inimitable 'st'yl'e' Here is a verse from his text
for evidence. -

AW & mm IR awﬁrm I

PESIMTTRTI S ST 1

That is, & Mela or Thata is a series of notes
or collection of notes—that are capable of pro-

~ ducing Raga. - He puts the ,,He " into three
forms namely :—
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4. Raga Megh.

EIHETRI GG WAR FNTARG: 1|
—TRT FeTGH |
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He means to say that when a “Mela” takes
all the Sudhdha Swara or note it is called
“Sampurna”’, when it takes only six notes it
is said to be “Shadava” and when it uses only
five notes, it is known as “QOdava”. In the
following verses he again enumerates the exact

vumber of possible Ragas :—

g8 &0 AW VT % SqE |
a3 EWMM T it
qarwaEy @@a fama: |

That is, “Sudhdha-Sampurna” Mela has only
one form, with the omission of one note at a
time from the “Mela”, only six varieties are
available, if two notes are dropped together
fifteen varieties are produced, for example : If
Ni, Dha, Pa, Ma, Ga, and Re is omitted one at
a time, then six varieties of Shadava Ragas are
produced. Similarly, when the following pairs
of notes are dropped in succession, then only
fifteen different forms are available, namely :—

‘Ni-Dha, Ni-Pa, Ni-Ma, Ni-Ga, Ni-Re.
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Dha-Pa, Dha-Ma, Dha-Ga, Dha-Re.
Pa-Ma, Pa-Ga, Pa-Re.

Ma-Ga, Ma-Re and Ga-Re.

It has already been accepted by all the pre-
vious authors of the medieaval period that a
Raga is derived from the “Mela or Thata”
which, with the omission, of one or two notes
at a time, and also with the help of Aroha and
Avaroha (ascent and descent) becomes Raga it-
gelf. This is only possible when the system of
“Sampurna-Shadava and Odava is followed
mention of which has been made ere now.

It can be concluded here that through math-
ematical calculation four hundred and eighty
four Ragas can be derived from the “Sampurna
Mela. It should be noted here that producing
Ragas from a mela by mathematical calcula-
tion as pointed out above is the current princi-
ple on which the South Indian, that is, the
Karnatic music is based and accepted by all.

Thus it is, that this process laid down by
both Ahobala and Shrinivas regarding *“Mela or
Thata™ which is only a series of notes produces
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Ragas. A sloka verse from their works will
suffice to illustrate :—

AT W GG WEREATRIREAR |

The function of ‘Mela’ is only to put the
right notes with the exact ‘“Varjya-Avarjya”
rule for the Raga intended to be sung, where
as the Murchanas added the requirement of
¢“Aroha’” and ¢Avaroha’, thus Rg.gas are pro-
duced. In the present system of music which
is commonly known as the Hindusthani Sangeet
Padhati the term Murchhana has lost all the
ancient or medieaval significance. The Mur-
chanas coinciding with the Mela becomes undis-
tinguishable from it. That the Mela directly pro-
duces “Raga” by the process of “Aroha” and
“Avaroha’, can be strongly asserted as some of
the Mahomedan professional artists are known
to use the term in the sense of a kind of
“Gamaka’”. In the Southern music system
even now, ‘Murchhanas’ merely mean the
“Aroha’ and “Avaroha’” and nothing else,

CONCLUSION.

It can be said here obviously that the
music of India in the medieaval age was in
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a flourishing state. The scholars of that
age, leaving aside the old legends, which
were full of controversies, introduced so many
new things and added to the then current music
of the country; and that very system has been
followed by the modern scholars.

Ahobala Shrinivas and Hridaryanarayan
located the actual place of each note both sharp
and flat of the octave, by means of measuring
the wire of the Veena—the popular and most
common stringed instrument of those days.
This process has made the works of these
authors very valuable to us to fix the different
notes used in different Ragas of those days.
Also the system of “Mela” or “Thata”, classifi-

cation of “R';ga.”, “Raga Lakshna” and the

exact number ef Ragas through calculation is
worth appreciation.

Every one of the above mentioned scholars
has offered unique ideas of his own—which has
enriched the literature of music of the mediea-
val age. Not only the theory but also the
practical side of this art had reached its zenith.
. That is why most.of the historians say that the
art of music had reached its climax during the
reign of the Moguls, mainly, under the patron-
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age and Royal support of the great Emperor
Akbar 1556, A. D. to 1605 A. D. During this
long period of six hundred years many new
Ragas which were chiefly borrowed from the
music of Persia, Arabia, Syria, and Messopo-
tamia were introduced and then assimilated
with the music of India.

Various types of songs in different rhythms
or Tala such as ‘“Dhrupada”, “Dhamar”, or
“Hori”, “Kheyal”, “Tarana”, ¢‘“Chaturanga”
“Bhajan” etc.,, were introduced by the great
musicians of the by-goneage. The current
music of these days i. e., ‘“Hindusthani music”
is a beautiful monument of the fusion of Hindu
and Islamic culture of the medieaval age. '

The Ragas, namely, Yaman, Bukhar, Zilaph,
Sazagiri, Sarparda were introduced by Amir
Khusru when he was attached to the court of
Allauddin Khilji. Raja Man Singh of Gwalior,
Sultan Husain Shirqui of Jaunpur, Mahomed
Shah, Mira Bai, Tulsi Das and Sur Das were the
creators of different types of songs and melo-
dies that are still sung at present by the lovers
of musio.

Miyan Tan Sen is said to hold the highest

14
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position in the sphere of music and commanded
an unchallenged reputation and respect for his
exhaustive knowledge. Ragas namely “Miyan-
ki-Mallez, ‘ Darabari Kanada , “‘Miyan-ki-
Saranga” eto., are the bright examples of his
masterly compositions. These Ragas are so
sweet that they became very popular and
are sung today even by the experts of the pre-
gent age.

It has been told already that in Ancient
India “Jati Gayana” was in vogue and “Raga
Gayana” was introduced by the scholars of the
medieaval age—which was altogether a new
thing to the foreigners, Through long persever-
ance they were able to assimilate the music both
of the orient and foreign and give an unique
shape to it which is current at present.
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Revered Pundit VISHNU NARAYAN BHAT-
KHANDE—whose monumental works on the
system of present day music have removed all
dissensions and put before the music-loving
people the whole theory of this art in a very
lucid way. The method is scientific and appro-
priate. One of his works in Sanskrit entitled
“Lakshya Sangeet” deals entirely with the theory
of music. This is the only work which we
possess, that answers almost all the queries that
may arise in the mind of a beginner, anadvanoced
student and also the person, who, is misled by
such, who, as himself possesses only a smatter-
ing knowledge of the subject,

He has accepted the system expounded by
his predecessors of the medieaval age and putes
them in a more easy, scientific and reasonable
way. He begins with the following verses :=- .
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YIIRITCITAr AT |
T T ES A Tttt |
ALY ATIEAT QTRTETEARITH |
mukfa feaimie Stermte go: s )
IOENY TAY ST T |
TRIIEAACATSTAT AFTCRT Watea 92 1|
T AT AR sqahear: |
aWERITISFIRITaRT  |@fEn
TR TR YR SEAfan )
TGS @ @6 EngnTea )
wﬂ% QTR a9 s |
EAN ®E AN |

" qm BYshy dfea: ||
ey SR TSI |
HATIEE TG WG B T DAY a9 1)

In these Shlokas Pt. Bhatkhande refers to
the ancient system of Grama—Murchhanas and

Jatis and the ten types of Ragas deploring the
imposeibility to-day of explaining them (a detail-
ed account of these already has been made in
the first and second chapters of the text).

After describing the theory of “Nada” i. e.,
sound in detail the author takes up the actual
notes that are u#ed practically both in vocal
and'fii$trumentsl music, and keeps aside -the
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remainingten ‘“Shrutis” or microtonal intervals
of sound — practical use of which entirely
depends upon the skillfulriess of the best
artists. '

He had accepted the seven sudhdha—and
five vikritas—notes in an octave. The following
verses quoted from his text explain the idea of
the great scholar : —

frgeritaugal aEagURES: |
|y geraar 4= e fafaan @ 1381,
garaTrayy qfsw aegEiEnET |
qq: WAEEREN @aer gEaeea (iRl
ggn: 9F W ggIaar qugreqar |
fagar: soq: gates: gatwam: |1R=)
g §g%: GoAsId  g@iq
gaiTq @9 gedTa gafy I
aa: gefasads @R @ataen e
fygan 4wy quw: S@eE |
ﬁia’mx. FAG T2 ATTATATTIA |I%ol)
g FIAY AT G Bt |
WA GafITan @ gy §ar 1w

—FIE(1A (79 ko)

He says that when, out of these twelve deg-
rees of the Complete Gamat, one variety each
of the “Chalaswara” with all the ¢“Achala
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Swaras” arranged in their proper order, lowest
to the highest form a Mela or Thata. Thus a
large number of different Melas can be produc-
ed by different combinations, each of which
becomes the source of several Ragas.

MELA OR THATA SYSTEM.

i WO AR SE T
s tsarudar &g ofifa: o

A “Mela”, “Thata” or parent scale is a
series of seven notes taken in their order begin-
ning from “Sa” the key note of the octave.
That is, such combination of notes which pro-
duces “Ragas immediately it is sung or played
is known as “Mela” or “Thata”. The impor-
tant points regarding the same may be noted
below for a proper attention and consxderatlon
that it deserves,

1. What is the main signifieance ar.d uti-
lity of the twelve notes that are contained in
an octave ?

2. How many “Melas” are derived out of
the twelve notes that are eontained in an
ootave !
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3. How many “Melas” are in practical use
for the classification of the current Ragas ?

It was Lochana—who, after a minute obser-
vation of the then current system of “Raga”
and “Raginis” of his own time—realised that
the Raga-Ragini system was fantastic and
absolutely untenable. So he adopted the system
of “Mela” which was already prevalent in the
South having been, for the first time introduced
by Ramamatya, author of Swara Mela Kala-
nidhi. Lochana found this system of Raga
classification to be more proper and helpful to
the students of music, an easy and scientifio
method for the beginners, as well as for such
persons, as had some knowledge of the same.
Therefore, the system of ‘“Mela” introduced by
him, proved to be more useful and important
as it is easy to understand and easier to follow.
That is why all his successors followed this
system without the least objection.

Tiil the end of the 17th century there was
a great difference of opinion, no doubt, regard-
ing the exact number of ‘“Melas™ that could be
obtained out of the twelve notes that are con-

tained in the octave,
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CURRENT MELAS AND RAGAS DERIVED
FROM THEM.

A South Indian Pundit named Vyankata
Mukhi placed before all interested people, the
exact number of ‘“Melas” which he had
calculated mathematically.

In his opinion only seventy two ‘“Melas”
can be derived from the twelve notes of the
octave. An objection may be raised here that
the author was a compiler of music text on the
Southern system and not of the North, but it
can be easily answered that the basic princi-

ples, such as, “Mela” and “Raga” formation are
common to both the systems. Therefore the
proposition laid down by him, which is, abso-
lutely based on purely mathematical calculation
may safely be applied to both the systems
equally well. He was so confident about his
own research, that he says with certainty, that
the number of “Melas” worked out by him
can neither be increased nor decreased even by
Mahadeva himself the master of the art of
music. ,

It is the opinion of all the authors of music
of these days, that, only seventy two Melas or
Thatas can be derived from the twelve notes of
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the octavé and only ten out of them, namely,
Bilaval, Kalyan, Khamach, Bhairava, Puravi,
Marwa, Kaphi, Asaveri, Bhairavi and Todi are
more important than the rest, Quotation from
“Lakshya Sangeet” in support of the same:—

T e e

TANTEATANT:  ©F Eregaga®: ||

qaw: qiqwrasm g3 @wEraE: |

| FIFET @EEE qgmE: ||

aau‘r A AN RS |

AT A ATERE: i
—QRAEIA (99 )
Majority of the Ragas of the Hindusthani
music system are derived from the Thatas men-
tioned above, because they generate all the
current and rare Ragas described in the litera-
ture of music both of the medieaval and modern
age. The basic principles and the essential con.
ditions of a “Thata” which every student of

music should know are quoted below :—

1. A “Mela” must have all the seven notes
of the octave in order of succession.

2.  Both the forms of a note, such as, sharp
and flat may be used one after the other in a
“Thata’. '
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3. It is not essential for a “Thata” to have
the qualities of pleasing the listeners.

RAGA
It is now clear to all, that the function of a
“Thata is only to produce “Raga.” This very
term stands as an intricate question that very
often creates a situation of mere confusion. The

term “Raga” may be defined in various ways.
But the root meaning of this word is as follows:-

way AT | T g |
@I AN wOAT @ T GAGHA |
—T@E (W)

That is, a “Raga” must he appealing and
pleasing to all. Majority of the authors have

defined the term “Raga” thus :—

1.
arsat wfafRvg @waiagiya: )
{STBY ST @ T T STTE: IR
—TEERN (T3 =1)
2.

q‘tarafajaar( WE YRR w1 |
TR TRTEFFET AT Aol

~—dfraawg 9 (TFR)
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‘o gt R g |
—itia eI (79 2o)

Asd wfafRvg @@y g
Iowt o fyamt & W e ge: ek
—J RGN (7T &)

That is, in short, a Raga is the combination
of different notes that are contained in an
octave, with “Vernas that pleases the listeners.
The following are the essential CONDITIONS

for the production of a Raga.”

RAGA JATI AND ITS NUMBER
1. A “Raga” is derived from some “Thata”
and may contain seven, six or at least five notes
of the “Mela’ from which it is produced.
sig: dafn S @ QiR
dqu: qafme o wfasr @

That is, as a rule a “Sampurna Raga’ must
have all the seven notes of the octave, whereas
a “Shadava Raga” takes any six and an
“Odava Raga” uses only five notes that are
contained in an octave, except that the notes
“Ma” and “Pa” are never dropped both toge-
ther at the same time.

4.
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Thus by mere mathematical calculation the
total number of Kagas that can be produced
from one single Thata by the Varya—avarya
process comes to Four hundred elghty four. If
all the seventy two Thatas of Pt. Vyankata
Mukhi are accepted and wused practically then
34834 Raga.s are obtamed for exa.mple —

Raga Jati, - | Exa.ct Nnmber.
1. Sampurna-Sampurna. Raga 1
2. »  Shadava. » 6
8, ve Odava. . 15
4. Shadava Sampurna. ” 6
6 »  Shadava. e 36
6. »  Odava. Cay 90
7. Odava-Sampurna. - - , 16
8 ,,  Shadava. s 90
9 » Odava.. L . . 22D

- Total Number of Raga.s 484

'mﬁmftz W s |
awmimm Ry wwEl & IIQ:II
:ﬁr v&ﬁzmq&-ﬂmﬁﬂ ?étm |
‘I" niall, |
SREARIEEIW e Srean g

. EER o 7R g weou 'f'.ﬁ
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5. Raga Malkaus.

ARegaE v Q% afafE:)
ATEHIY g @@y Raatag =0T
— g |t
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qrs-a“‘igﬁm% aafa: w@xfaan |
daTqEan Y2 & uiegd fARfem el
-si\tgart‘raawr. dyut FadEy |
4 g B dwIgAa g 1w
HgTEETH fra seaer
qafa sfar Wgn: q@<EnEAan 8RN
A TNIR TATFU: T |
—aaETa (79 ﬁ‘()

2. If both the forms of the same note, flat
and sharp, occur in a Raga—which however
happens rarely—it is asa rule that the sharp
notes are usually used in ascending and the flat
notes are used while descending, in such a Raga
but there are exceptions.

Almost all the twelve notes of the octave i.e.
sharp and flat have now come to use in the
Ragas Bhairavi and Pilu. Tt is allowed in these
two Ragas only under the rules of ‘%Y S
fasmat @ TRT: F9ad Y i.e. the effect of a Raga
must be pleasing to the ear. These two Ragas
are considered to be the most popular and
common among those, even who, do not know
any thing about music. People like the bullock-
cart drivers and the Tongavalas of the United
Provinces usually sing these two Ra.gaa when
they are in mood. :
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Both the Madhyamas are used in ‘Lalit"
just one after the other. It is permitted in this
Raga, only because, without the use of both
the Ma.daya.mas the Raga cannot be recog-
nized and it will also remain undeveloped. The
main characteristic of this Raga depends upon
the Madhyamas.
~ The other forms of the same notes are usually
‘used in a Raga as a “Vivadi” note. 1i. e, to
beautify the Raga. The following verse is an

excellent analogy regarding the same given by
'the modern scholars of music :—

faaryst !2‘(% g}m‘t AT |
G ml’ﬁ 3 miiﬁqgéaai%a 1]
gIragA = faamgfe gdfes: |
qUTGTINA gt |

~ QAT (7T %)

3. A Raga must have the “Vernas” that
is ascent and descent.

arFiraI=aq 10 @ IgS fala: )
AR T GQETIETT

- — ARG (79 &)

That is four kinds of “Vernas” namely

# Asthaiee”, - “Arohi”, ‘“Avarohi” and “San-

chari” are used when a Rags is practically
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sung or played. The function of all these
afore-said £‘Vernas” is 80 important in the dev~
elopment of a Raga that without these a R;ga»
cannot be sung properly and well. Besides
these there are four kinds of ‘“Swaras’ more-
generally konown as “ Vadi” Sama.vadi ”,
“Vivadi” and “Anuvadi”,

gl |U ) dardt = frarafy
HFAA AT  TAR T[GEEC ||
— I (79 f )
That is, the “Vadi” note is just like the
king or main note in the Raga, where as the
“Samavadi” note is just like the minister to the
king, so to say the next in importance to the
“Vadi” note. The “Vivadi” is the enemy note,
because when it is used in any Raga improperly
it produces a discordant sound or destroys the
harmony of the Raga. The note “Anuvadi” is
just like the servant or follower without a.ny
importance of his own.

The notes n&mely “Vadi” and “Samavadi’
‘are very important in a Raga because they dis-
charge two main functions. Firstly they deter-
mine the identity of the Raga. and also the
class of the same and, secondly, the tlme ‘when
it is to be sung or played.
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" Now -the author quotes the Lakshana
(signs) through which a Raga 1s- to be judged
and recognised. It refers to the ancient system
of development, and does not apply to the
music of the Lakshya-Sangeet. It is an evi-
dence to show how systematic the Raga deve-.
lopment used to be in ancient music and it
would better, if, some such rules were formed
for the Raga development.
RAGA GAYANA
tsafa aaigifa o) qR@EaEn: |
G IR SIS G T G
qgiq dAFANt § FArareerasl qgr )
Wy dearieandt aged Srewaran |
wgute  gdar eI gERIS A
—gi e )
The scholar has also mentioned the points
regarding a Raga through which it is to be iden-
tified. namely, “Graha”, “Amsa”, “Mandra”,
“Tara”, “Nayasa”, ¢“Apanyas”, “Sanyas”,
“Binyas”, “Bahuttva’. Ifall these points be
-éompared with those given in- the rules' of
“Jati-Gayana”, it can be ascertained here that
the above said rules regarding the Raga aré
chiefly borrowed from those ascribed to “Jati-
Gayana” of the ancient times. It is also pro:



The Origin of Raga 85

bable that, when, “Raga-Gayana’ .came in
force all these rules that were essential for the
fulfilment of the ‘“Jati-Gayana” were a.tta,ohed
to “RAGA-GAYANA”.

TETTACHATE FAETaTE auT |
=iy aaraf%mr“t Sg Sreuar aa: ||
TAFA AT T T8 SANY STy |
'mﬁgﬁ% m’téh AgEART N

Majority of the ancient scholars say tha.t
“Raga-Gayana” is the fourth type of current
geetas or songs of those days chiefly derived
from “Jati-Gayana. The following statement
from Bruhaddesi supports the same :—

W GEEErT gy R |
ST gaf“na”nqm faefar famsr WU
AT ifeHr S Rt |
qraTet g Frmar e JEt aa
urarfifregTedt & fasmer 99 @l |
QRTeaY 74T ST 3 0T S 0|

Tt is now evident, that the mode of singing
the Raga.s, is mainly derived from: the ancient
“Jati-Gayana”’, which isin due course of time
blended with the music.of Persia, Arubw. Syria,
and Mesopotamia. . .
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" Sangeetacharya Pundit Vadi Lal Shivaramji
of Ahmedabad, one of the best and leading
scholars of music, who, is considered to be the
living encyclopaedia of the literature of music
says, that, if the present Ragas are sung pro-
perly then it is the most difficult task even for
the top most artists of these days to sing any
Raga more than a couple of minutes. But he
farmly believes that the purity of Ragas as
they are in the present form should be very
strictly followed by every student of musie.
The following verses quoted from Chaturdandi
Prakasika will give the exact sense of
“Raga-Lakshana’” :— ‘ :
Topfea At Tmre axTaRa |
RN TOV T T |)
RETN WA T SAGGATAH T |
o FEARATAr aged TeqAr a ||
qRtT A T gESE T )
A'common rule that was always followed
by both the ancient and medieaval artists, is
‘that, they had to begin the “Geeta” that is
-song from: a particular note, which is known
‘a8 “Graha” and they had also to make an end
of thie song on a definite note named “Nyasa”
- The prominent note in the song is said to be
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“Amsa Swara”. The proper use of the former
two notes 4is not in common practice but the
present *“Vadi’” note is the modified form of the
“Amsa Swara” of the by-gone age. For ex-
ample :—

e aread I T a5 S|

MeaaTaEsaraY TeHa SIH ST 1|
agat Mag A @UET g FE
w3 WETENT SIS g &
VAT FAANT g A@Srany aras: |
quT AR & T gaAfgan |

Regarding the term “Mandra” and “Tara”
they are in the rising order of pitch known as
*“Mandra, Madhya and “Tara” Sthana. But
the words namely “Apanyas”, “Sanyas”, “Bin-
yas”, “Bahuttva” and **Alpattva” are purely
technical terms absolutely meant for the higher
students for their higher studies in music. So
these terms can safely be avoided here undis-
cussed—as they are not much connected with
the topics of the present work.

Now let us look at the time table of Ragas
‘that is the rules showing the proper times at
+hioh different Ragas are to be sung or played.
It cannot be denied that each Raga has its own
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emotion or feeling - and also mood or passion.
In order to encourage the same and also to have
the full advantage of it the artists are habitu-
ated to sing a particular Raga at a specific
hour of the day or night, Narada the author
of Sangeet Makaranda has also expressed his
own views in thls ‘respect in the followmg
VErse =

mﬁamﬁa T ey w3 |
u: Ui I wgRfa wbar IR0
aar e i yoammaTsa |
ST A T ORI HRY

99 &

That is, one who sings and also those who
hear music untimely not only destroy the beauty
or harmony of the Raga but also lose their
own lives. -

For the purpose of determining their times

of singing Raga.s have been cla.smﬁed ‘into three
groups according to the notes used in them,

for example :—

.~ 1. Sandhi Prakash Ra.gas 2 Purva or
Purvanga Vadi Ragas and 3 Utter or .Uttop
ranga Vadi Ragas. : SR
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SANDHI PRAKASH RAGAS are such, as
are usually sung or playedat twilight thatis just
an hour before and after the sunrise and sun-
set, i.e., between 5 A. M. to 7 A. M. and 56 P. M.

to 7 P.M. The characteristic of these Ragas i8
entirely based upon the notes used in them,
Komala Risava—flat D is essential, both forms
of “Madhyama” that is flat and sharp may be
used either separately, simultaneously or just
one after the other and the other notes are all
Sudhdha—sharp. Here is a beautiful quotation
from Lakshya Sangeet page 74 that gives an
exact idea of it.

SIAAHTS a7 QB AGreg 3 w@qw |
HfEEEAEY T e RET: |
qzrg fafired dfiet et |
wge gy dms sy )
QIAEEIE ST WG|
AT VAT, TAHITEI_N|

Punditji says that among these Sandhi-
Prakash Ragas Tivra Madhyama, if prominent,
denotes evening twilight whereas the promi-
nence of Shuddha Madhyama indicates morning
twilight. That is the prominence of Madhyamsa
denotes the time and nothing else.
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~ The Ragas derived from Bhairava, Purvi
and Marva Mela or Thata can be placed in this

group.

PURVA RAGA.—Ragas that are sung after
“Sandhi Prakash Ragas” and before the mid-
night and also mid-day are said to be the Purva
or Purvanga Vadi Raga. That is the “Vadi”
or predominent note of these Ragas are always
found in any of the notes viz.,, “Sa”,
“Re”, “Ga”, “Ma” or “Pa”. It is sung between
7 A. M. and mid-day and 7 P. M. to midnight,
The Ragas derived from Bilaval, Kalyan and
Khamach mela or thata which take all the Sud-
hdha or sharp notes of the octave and also
Tivra Madhyama in the case of Kalyan and
Komal Nishada, which is permitted, can be
placed in this group.

Ragas with komal Gandhara and Nishada
and also Rishava and Dhaivata in both the
forms are known as Utter or Uttaranga Vadi
B'éga. These Ragas are sung after the “Purva

Ragas” and befere the “Sandhi Prakash Ragas”,
say between mid-day to 4 or 5 P.M.and also be.
tween midnight.to4 or 5 A.M, The Vadi notesof



The Origin of Raga 91

all these Ragas generally stick to any one note
of the seconid half of the octave that is “Pa’,
“Dha’, “Ni”, and top “Sa”. Ragas derived
from Kafi, Asaveri, Bhairavi and Todi are con-
sidered to belong to this group.

The following quotations from ¢“Abhinava
Raga Manjari” will give a clear idea of it :—

STERATT: TpEra) T sqatedan: |
TR ARETAEEAgaR ||
farardtasr T Feither saaferan |
dfaswrgamrme: e e fedfms
g fagan &9 ivwtaq aftean |
sYTEAY  SHIMT qMErAtaa )
SraO T Ard Aqr I qHaa; |
dfsead gitfa a9 daae
aa: T GRS T FArgane: |
faradisergt agmrar sRafeea |
afsraaaFaAr T ar R |
wearg: I qUT qEqUR Gefrafeay ||

It is to be noted here that, the two main

classes Poorva and Utter Ragas are formed from
the Vadi and Samavadi aspect and not exactly
from the flat and sharp note point of view,

Poorva Ragas, Ragas having their Vadi in
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~ Poorvang are sung during 12 noon to mid-

night. Similarly Utter or Utteranga Ragas
having their Vadi note in Utteranga are
sung between midnight and mid-day. These

Ragas may be classified into the following two
groups according to the notes used as Vadi in

them,
Grour 1.

Poorva Ragas :—
(@) Vadi in Poorvanga
(b) Time during 12 noon and midnight.

Utter Ragas :—

(a) Vadi in Utteranga
tb) Time between mid-night to mid-day i.e.,
12 noon to midnight.

The notes namely “@r”, “a” and “9” (Sa,
Ma, Pa) appear in both the Angas, therefore
Ragas having any one of them as Vadi are
some of them, Poorva Ragas and some other

Utter Ragas.
Grovr II.

According to Swaras (notes) Sudhdha and
Vikirta (flat and sbharp).
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1. (a) Sandhi Prakash — both morning and
evening Swaras required Komal Ri-
shava and Tivra Gandhara (Flat “D”
and Sharp “E”.)

(b) Madhyama, if Tivra (sharp)alone or more
prominent where both the Madhyamas
occur, denotes evening twilight. For ex-
ample, Pooravi, Shree, Puriya-Dhana-

- shree and Gouri, If suddha Madhyama
occurs alone or more prominent
where both the Madhyamas are used
the Ragas belong to morning twi-
light group. For example, Bhairava,
Ramkali, Lalit and Kalingda.

Students are advised to note that the pro-
minence of Tivra Madhyama (F sharp: in any
group denotes night time or evening twilight
and Suddha Madhyama (Flat ¢“F”) denotes
morning time or morning twilight. For example
the R;.gas, namely, Basant, Paraj, Lalit, Sohini,
Kalingda, Bhairava and Ramkali are sung
between 3 A. M. to 9 A. M., whereas the Ragas
Shree, Puravi, Puriya Dhanashree, and
Marava, are sung in the 4th quarter of the

day.
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2. Ragas having Tivra (Shuddha) “Re” and
Shuddha “Dha” are usually sung in the first
quarter of the day and night subject to the
above mentioned rule about Madhyamas.

3. Ragas having Komal “Ga” and Komal
“Ni” are to be sung during the second and
third quarters of the day and night according
to the “Angas’ subject to the rule about . Tivra

Madhyama._

~ In the description of a Raga the following
points should be remembered and followed by
every student of music, because it fulfills almost
all conditions required for the same, described

by the modern scholars :—

1. The name of the “Mela” or “Thata
from which a Raga is derived should be men-
tioned, i.e., the name of the parent scale of
the Raga is required

2. A detailed account of all the notes that

are used or omitted in a Raga in its ascent or
descent or in both be given i, e., the ‘“Aroha”
(ascent) and “Avaroha” *(descent) of the same

be given.
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3. Tt is essential to mention the “Jati” of
the Raga i.e. “Sampurna” °Shadava” or
“Odava” is required. '

4. Time of singing of the Ragas and the
class to which it belongs accordingly should be
mentioned.

5. The following *Swaras” namely ‘“Vadi”
“Samavadi”, “Vivadi” if any, and ‘Anuvadi”
are essential in the description of each Raga.

6. Characteristic or identifying passages
that is “q®%e” of each Raga are needed. A
detailed description of all the ten principal
Ragas is given below with reference to the
Sanskrit texts of the modern scholars ;—

1. R;,ga. Yaman : =

a. Raga Yaman is derived from Kalyan
Mela.

b. Ascent. Sa. Re. Ga. Madhyama Tivra
Pa. Dha, Ni. Sa. Descent. Sa. Ni.
Dha. Pa. Ma. Ga. Re. Sa.

¢. Vadi “Ga”, Samavadi “Ni”, Vivadi sudh-
dha Madhyama and the remaining notes
are “Anuvadi”.
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d. The Jg.ti of the Raga is Sampurna.

e, Purva or Purvanga Vadi Raga.

f Itissungin the evening tha.t is between
6 P. M. to 9. P. M. '

g. The catch notes of tlns Raga are, “Ga
Re--, Nl, Re Sa—.
ATy A ET TR @ o |
afriarrdas sramfE ff
reifafiaras aEe e
sRISERGS q1gY A FalsT fra: |

gqcerdia . goreansaed [aws |
FEAIGY uwam‘tsa”} s afgat q@ | -

Raga Bxla,val

a. Raga Bilaval is denved from Bilaval
Mela. ._
b. Ascent :—Sa Re Ga Ma Pa Dha Ni Sa.
Descent : -—Sa. Ni Dha Pa Ma Ga Re Sa.
c. The Jati of this Raga is Sampuma-Sam-
purna. .
d. Itisan Uttar or Uttaranga Vadi Raga

e, Vadi “Dha”, Samavadi “Ga”, Vivadi
“Ni” flat and the remaining notes are

“Anuvadi”.
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6. Raga Hindola.

FeArTATESAY fera A Sreaa: |
S FESEYSEY ST AgEE: ||
—AE A |
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f,
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This Raga is sung in the morningi.e.,
between 6 A. M. to 9 A. M.

g. The catch notes of this Ragaare, “Ga

0‘

Pa Dha—, Ni Sa.

geowd AQ  IqEAaarE: |

STaiTT AAr T S ETA AT |

MAFATTBCATTAA Tafea H9 |

WY Tk Fearyid FaRd |

9314 WAy MamsataEy |

AAEFEIERAT TIF: HHIE IR

G AT A, |

R ey o deitafaetas ||
—aEIEra (99 ey )

Rgga. Khamach is derived from “Kha-
mach Mela”.

b. Ascent:—Sa Ga Ma Pa Dha Ni Sa.

Descent:—Sa Ni Dha Pa Ma Ga Re Sa.

The Jati of this Raga is “Shadava-Sam-
purna”, “Re” is omitted in ascending.

d. Itis a Purva or Purvanga vadi R;ga.

e,

“Vadi” Ga Samavadi “Ni” Tivra

Madhyama and at times Komal Ga are
used as Vivadis and the remaining notes
are “Anuvadi”.
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f. This Raga issung at night between 9
P. M. to mid-night.

g. The catch notes of this Raga are, “Ni
' Dha—, Ma Pa Dha—, Ma Ga—""
EATAEHISWE FUlzEa: gu |
AR T ShAERE 994 ||
eSS waY ardt Fardt faREay Wi
et srer. watyed fadramay M )
—JIENT (I8 fou )
. a. Raga Bhairava is derived from ‘“Bhai-
rava Mela”.
b. Ascent :—Sa Re Ga Ma Pa Dha Ni Sa.
Descent:—Sa Ni Dha Pa Ma Ga Re Sa.

¢. The Jati of this Raga. is Sampurna-
Sampurna.

d. It is a Sandhi “Prakash Raga”,

e. Vadi “Dha.”, Samavadi “Re” Vivadi
Komal “Nishada” and the remaining
notes are ‘“Anuvadi”.

f. This Raga is sung early in the morning,
at least one or two hours before and

. after the sun rise. .

g. The catch notes of this Raga are, “Ma

(Ms) Re Sa.”
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ATATEIGAATT AT RS |
WY S sfy dqd: gddaa: )
 dua: deat It | wIAr 239
TMAE GATYSE NI Brastaicwae |
TAR TSR | wHAEha |
it AT AR daa il
qriee aur A Sfasy afaeEen )
fEaEad AreRHe A gary ||

—q%T & (9 (%)
Raga Purvi is derived from *“Puravi
Mela”. |
Ascent:—Sa Re Ga Ma Pa Dha Ni Sa.

Descent:—Sa Ni Dha Pa Ma Ga Re Sa.

The Jati of this Raga is Sampurna.
Sampurna,

. It is a Sandhi Prakash Raga.

Vadi “Ga’”, Samavadi “Ni”, and the

remaining notes are “Anuvadi”,

It is sung in the evening, at least one or
two hours before and after the sun set.

The catch notes of this Raga are, “Ni—,
Sa Re Ga—, Re Sa—".

gl fram® AQ wrqdl gEara |

Y Treaysh dgde war g

e garay Tt femgy sfiges:
TR gwie Reesfweee i
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TANT: GEAEIST Ag A &Y FArE_|
wqA% WX Wiy tﬁsgﬁm‘t@ [
—AF G (79 4R)
. Marva Raga is derived from “Marva
Mela”, ‘
Ascent:—Sa Re Ga Ma Dha Ni Sa.
Descent:—Sa Ni Dha Ma Ga Re Sa.

I is a “Shaduva-Shadava Rgga”, Pan-
chama is omitted from it.

It is a “Sandhi Prakash Raga.”

Vadi “Dha”, Samavadi “Re”. The re-
maining notes are, “Anuvadi”.

This Raga is sung in the evening that is
one or two hours before and after the
sun set.

The catch notes of this Raga, are, “Ni

'1?_8 Ga Ma Dha—Ma Ga Re—”

ARTRTARTHT HIET smafesar

WO STa0RSTY wear sreat 7))

AT WA I B R

1 ghfiad Srear e agefera )

TR @elshom, aived @ gana |

WATRAT st QR )
—WTT R (g9 e)
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Raga Kafi is derived from “Kafi Mela”,
Ascent :—Sa Re Ga Ma Pa Dha Ni Sa.
Descent:—Sa Ni Dha Pa Ma Ga Re Sa.
The Jati of this Raga :is “Sampurna-
-Sampurna’.

It is a Purva or Purvanga Vadi Raga.

Vadi “Pa”, Samavadi “Sa”, Vivadi
«“Sudhdha Gandhara .or Nishada” and
the remaining notes are ‘“‘Anuvadi”.

This Raga is sung at midnight.
The catch notes are, “Nl Pa Ga—Re,”
or “Sa Sa Re Re Ga Ga Ma Ma Pa”.

eRare s adsy slefa
FrE R Wiigfa sl @
qw d@ua T Al sgwAEE: |
‘WfygafarcagR wifysd aeeYREn 0
wequEAlfaar AQY g i s |

TR @ &Y A S FAEEN

—WT Hilla (79 238)

Raga Asaveri is derived from ‘‘Asaveri
Thata”.

Ascent :—Sa Re Ma.Pa Dha Sa.

Descent:~Sa Ni.Dha Pa -Ma Ga Re Sa.
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The Jati of this Raga is “Odava Sam-
purna’.

“Ga” and “Ni” are omltted while ascen-
ding. It is an Uttar or Uttaranga
Vani Raga.

Vadi “Dha”, Samavadi “Ga”, and the

remaining nates are “Anuvadi”.

This Raga is sung in the morning, i. e.
between 9 A. M. to 12 noon.

The catch notes of this Raga are, “Sa—
Re Mu Pa Dha-Pa”.

73y A @ gud: SR |
T TFrEQEnT @ {4tk @ 1)
AATWEGIH  HEEAR s |
T gfufese SR afEfse: )
QTS AW A WA T Wiy
e e s fidranel R

—FF d@ita (98 e )
Raga Bhairavi is derived from “Bhair-
ravi Mela”,
Ascent :—Sa Re Ga Ma Pa Dha N1 Sa.

Descent —Sa N1 Dha Pa Mu G& Re Sa

"o The Jati of this Raga is “Sampuma-

Sampuma.” :
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d. It is an Uttar or Uttaranga Vadi Raga.

e. Vadi “Ma”, “Pa” or “D}ia.”, Samavadi
“Sa” or “Ga”. Vivadi Tivra Madh-
. yama and the remaining notes are
“Anuvadi.”

f. This Raga is sung in the morning, bet-
ween 9 A. M. to 12 noon.

2. The catch notes are, “Ga—, Sa Re Sa”,
or “Dha—Ni Sa Re Ga—, Sa Re Sa.”
R TR TR aRAsT R |
WEATARIEGIA AT @Bl ||
aa: gwar T fgeasaw
WA QRS dqt a<ar war )
—aeq Hia (79 03w )

10. a. Todi Raga is derived from “Todi Mela”,
b. Ascent :—Sa I_%:e G_@ Ma _E"a. D_l'la Ni Sa.
Descent:—Sa Ni Dha Pa Ma _(}a. Re Sa.

c. The Jati of this Raga is “Sampurna-
Sampurna.”

d. This is an Uttar Uttaranga Vadi Rags.

e. Vadi “Dha”, Samavadi “Ga”. The re-
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maining notes are “Anuvadi”.

f. This Raga is sung in the morning that is
some time between 9 A. M. to 12 noon.

g The catch notes of this Raga are, “Dha—
N1 Sa Re Ga,—Re Ga.-- Re Sa,

TR feamar At 7’3y fgha: |
HATSEA: @ OATT a1 eEatghn |
AHFRARGGEAT T e gary
WY SR 7 wqul avefesmr )
S dwe gy ey a&m: |
A wie fiefra swXsafor i

—§ difta (99 t59)

THE END



APPENDIX,
Geeta is a combination of notes that is pleasing to
the mind. It is of two kinds :—Gandbharva and Gana.

{o: @eEgat Mafrafsy
e treEE YgEgfRa |

Gandharva is that music which, like the Vedas did
not originate from man and was sung by the Gan-
dharvas and which always aimed at the attainment of
“Moksha". that is, salvation.

=AY W Az ﬁmﬁ
e Rt AgEEaEs” Sagg'a o

While the music which was created and system-
atised by the learned men, and which was used in
Deshi R;gas after being classified, and which aims at
pleasing mankind—such music is Gana.

9Y T FRQ T AR |
Jxft Y Y AgIT AT ||

The commentator of Ratnakar; Kallinath identifies
Gandharva and Gana with Marga and Desi sangeet
respectively. Because two different names have been
used for the same thing. Marga is an obsolate form of
music and so needs no place here. Desi music
was in use even in the time of Sharanga Deva, but the
Desi music of his time was altogether a different form

.that of to-day.



ii

It is known to all that Desi music is variable. As it
aims at pleasing the public, it always changes with the
general taste of the people.

W e s |
T T g g ag Ay )

In the days of Saranga Deva, Kheyal, Dhrupada and
other such forms of music were not in practical use.
Prabhand Rupaka and Vastu etc., were sung. Pra-
bhand has many parts which were known as Dhatus.
The names of these Dhatus are given in Ratnakar and
as follows :—Udgraha, Milapak, Dhruva, Antara and
Abhog. Now a days Prabhandas are not sung any
where so we shall not deal with these ancient Dhatus.
These Dhatus are similar to those of our present day
music namely :—Sthaie, Antara, Sanchari and Abhog.
Numerous examples of Prabhandas are given in Rat-
nakar and itis clear that those types of songs are
included in the Nibadha Gayana. Sharanga Deva
mentions Alaptigana as a part of Anibaddhagana, and
it may be called an Alap.

Some slight difference is recognised between Alapﬁ
and Alapa, though both are the examples of Anibad-
dhagana.

fragafvag ﬂ!,;!\ qr feeried gﬁ: |
w2y aigfiiie fragaafadiay o
Srafdd SEIearg fAagafiia |
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The exposition in which the ten essentials of a Rag
—Graha, Amsa, Mandra Tara, Nyas, Apanyas, Alpatva

Bahutva, Shadavatva and Oudavatva are clearly mani-
fested is known as Ragalap.

FEHZACW  AEGArEA &@r |

HRA EAET eI )
Hfsaeds 280 @ WA 9999 |

It is a evident that a singer has to put before the
audience all these essentials of a Rag by which a R;ga
could easily be recognised and which have been men-
tioned by the ancient and medieval authors. The
words :—Graha, Amsha, Nyas, Shadvatva, and Audu-
vatva have been explained before.

Mandra and Tara indicates the limits in the octave
of the Raga. In ancient days there were rules that a
Rag could go down upto a certain note in the Mandra
Saptak and rise to a certain pitch in the Tara sthana
ot the octave. '

Apanyas, Sanyas and Vinyas were the cadences or
pauses occurring in the course of a song and they were
generally known as Vidari. The Dhatus of a Geeta
fall in the Vidari class. Later, however, Sanyas and
Vinyas were included in Apanyas. So that is why
Apanyas has to be very clearly demonstrated in the
full development of a Rag.

Alpatva and Bahutva are not to be related with the
Shadavatva and Oudavatva. The Jatter were connec-
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ted with the R:ga Mela that is with notes permissible
in a Raga.

Bahutva of a note in a R;ga can be manifested in
two ways. One by Alanghan and the other by Abhyas
Alanghana is the denial of Langhana, (omission) and
where the Langhana of a note was to be shownina

R;ga. The slightest use of a note by giving it the
least importance by using or at an insignificant place to
it. Abhyas means the repetition of a note which could
be done in two ways :—1. By repeating the same note
consecutively or 2, By using it at intervals, other
notes coming in between, This Bahutva has only been
given to the Vadi and Samavadi notes of a Rag. If
the Bahutva has to be given to any other note of a
Rag it could be done only with the Puryaya—Amsa
note, or a note which was made Vadi, for the time
being Alanghana, therefore, of a note means its use in
a Rag in a very insignificant position, when such a
note is, ordinarily, to be omitted from the Raga.

A TSI aged (Eras wa¥ |
qatay ferd v afgdafdy

Alpatva can be explained in two ways:—(1) By
langhana and (2) Anabhyas. The meaning of Lan-
ghana and Abhyas has been explained before, so we
need not deal with the same here again.

Seq ¥ fgar AieHavarasT s |
TAEETANY TG |l@wyiy |
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It should be noted however, that in the above
verse, it+has been said. @

The authors mean to say that if the Vivadi note in a
song is very rarely used in a Rag, then it gets Alpatva
The readers are already advised to use the Vivadi note
in a Rag at its proper place and time very rarely,

frardt frrlmergsidemtigma: |
@RS A AW @ |
WEIE AT Y W wvE |
AT f wret @Y% swr 1)

T g IATT Ul

The Vivadi_swaras can also be used to alter the
cadence of a Raga and in such case the notes should
be given Alpatva. So far we have dealt with the opi-
nion of ancient authors and the aim was to get the
readers acquainted with the manifestations of the Alap
singing of a R;ga Perhaps the readers now understand
that all the distinguishing features of the Alap singing
ofa R;ga have been taken from the ancient and medi-
eval literature on music. It has already been men-
tioned that the Jati Gayana was in vogue before the

R;ga Gayana was introduced.
TEARHTE AT RET |
FEAAAA aa |
AT 9% ATy STag |
TRAgR FrfdTEEdRT I



vi

Whea Jati Gayana was dropped and Raga Gayana
became curcrent then all these essentials came in to use

in the R;ga Gayana.

derafea AiEifa oM UEIQ: |
AT LW F=G=a qraanga: 1|

Rupak—Alap.

Rupak alap is another variety of the ancient Alap
Gayana, and so all the characteristics of Raga Alap
apply to it also. But there 1s one thing which distin-
guishes It from other kinds of Alap.

T g aga99 g feadeEn 1)

In Rupaka Alap the musicians had to demonstrate
clearly all the parts of the Alap like the Dhatus of the
Prabandhas and the last cadences of such divisions
were known as “'Apanyas”. Pt. Kallinath defines the
diﬁ'erence between the ancient “Alap” and ‘“Rupak-
aiap” as follows :—

ﬁ&aqﬁ%qa sgwwfagrat a eerfq
aﬁwﬁif‘a | AIRY HAGT THEERY TR
W@ | § 0¥ soeqEay g faoa sge
| ‘
From this it is realised that to the audience of the
old days, Rupaka may be the variety ofasong-—m
which words were not at all used. Ina Raga Alap.

musician had to show to the audience what Raga be
was singing, by means of bringing before them all the
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characterjstics that have been dealt with under the
caption of Alap. Rupakalap was like Prabandhas, but
it lacked in words and “Tala" etc. Rupakalap was
more extensive than the Ragalap, in other words,
Rupakalap was a step further from R;ga!ap.

ALAPTL

Alapti was an advanced form of Alap singing. In
Alapti singing the R;ga has to be very clearly explained
with all the significance. In addition to that, the musi-
cian bad also to show the “Avirbhava” and "Tiro-
bhava" which is clearly explained below.

AVIRBHAVA AND TIROBHAVA.

Itis already said that many Ragas can be derived
from a “Mela” or “Thata.”” While a musician is deve-

loping his R;ga by means of different combinations of
notes, it is just probable that the audience feel that
fragments of R;gas which are almost similiar to it are
combined together. For some combinations of Swras

of similar Ragas are bound to occur and they may give

to the audience an impression of different R;gas being
combined. A clever musician however, often places
some special or independent passages of his Ra“ga ata
suitable place and thus removes the doubt among the
listeners when a Rag is thus hidden and unidentifiable,
the situation is known as “Tirobhava” and when the
Rag is again manifested it is to be “Avirbhava". These
Bhavas are very interesting.
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