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The Music of Hinduslan. 3

ddtta, avd a uote succeeding another of the same pitch “was
nomed  Svrriia.  Svarite adimits of no variety, whereas “the -
.other two admit of many, according to the different degrees ‘of pitch.

I am not ia a position to say whether these varieties were recoguiz-

ed or not in those days; ana if recognized, whether they were dif-

ferently named, or called by the same name like the flats and sharps e
of each of the seven notes. - -
- After what has been stated above, I cannot but be silent with re-
-gard 'to misicin the Vedie times. ‘One thing, however, T should not
omit to mention here. It is that, in Vedic period, three different .
of Hrasva (z®), Dirgha, (S¥er)
“and Pluta, (ga) meaning short, long, and triple respectively, contri-
| buted to rhythm., _ . S . S
I After the Vedic-period; music -appears to have been well culti’
. vated, as the few aucient Sanskrit treatises that have come dowu
"to us sufficiently testify. " T S

- _Among the many suvants who improved the art, and laid dowun
rules for the guidance of others, I cite “the, nume sof the follow-
mngie— ' : | :

Art. 11.—THE MUSIC OF HIXN DUSTAN. .
: UiH has of late been written by Dr. Sourindro Mohun
I\(i Tagore and others on this subject, yet much more requires
5 be written, not only to set forth and explain what they have omit-
ted to set forth or explain, but also to correct numerous errors, the
vraisemblance of which may be taken for truth by unwary readers,
and may, therefore, prejudice them against the masic of Hindustan
aud thus throw obstacles in the way of 1t3 revival. .
The nature of the Hindu-music in Vedic times is almost un-
known to us, there not being sufficient on record to throw a clear
dight on the subjeet.  What little -we learn of it, is that the  Vedas

were used to be sung in notes called Uddtta (831¥); Anudadtia
foge1d), and Suarita (@& ). But what these notes are, I
do not clearly uund=rstand. Dr. Sourindro Mohun Tagore and his

d"é;g"i‘e;’e;-:s‘ of time cilled by the names

: - 0 . Sadidliva, Brahmé S’iva, Diirga, S'akti,
followers say, apparently without authority, that the three terms " T Nundikés'vars, Ravana, Habs, Hubu, Ananta
Uddtra, Anuddtia and Svaria signify the Upper, the Lower and | Kambala, As'vatara, Nérada, Bharata,

the Middle Beptachord of the Hindus, respectively. i this be true, | Matanga, Ksyupa, Tumbury, S'6més’vara,

1 cannot understand why, to signify the 3 Heptacliords, the words

Rambb4, Indra, Pavana, Hanumana, Dattila, ' | B
Tdra (), M andra (A%g) snd adhya (F9) were invariably usedin

Sfardla, Pis‘akhila, Kohala, Bis'vabasa, Arvjuna, Ushd,
‘Réhala, Bhoja, Durjaya, Sankuka, S'drngadéva.

a1l such musical treatises in Sanskrit as we have had access to, and "

why no mention of the words Uddtie, Anuddite and Svarilae

wns made in any of them. Besides, 1 cannot rmagine how thers
could occur such frequent and lonyg gkipping up and down over
entire Heptachiord in the solemn recitation of the Vedas. The defini-
tions of the latterthree terms, as given1n Shikshd-S astra, first quot-
ed by me in my last article in the Swturday Hvening Jouwrnal and

L]

then by my learned friend Babu Ramdoss Sen in A rua-Darsana—
if relied upon, would lead me to conclude that tlle words designate
Lres different kinds of tones. Butitisa question whether I can rely
on these definitions, when they are af variance with what are given
by ancient lexicographers and grammarians, and when I Jdo not
fud a single word anvwhere else to support them. Panini, the
distinguished Grammarian, and some lexXicographers, oive as wleas
of - hese three ftorms, enveloped 1n sneh obscure expuessions asg
only ennbie us to guess, and guess only that they ave relative
tarms appiied to notes. When a vote was acuter than another pre-

ceding 1it, the acuicr was called Uddtte, and the graver, .Anu- T note, they . called the Diapason a saplake G9F), _which means

s ometge L Y

‘Some of their works on music are still extaut, and if rightly
understood, - will, o doubt enlighten inquisitive readers, Du*
it is much to be reaivtted that most of the passages thervein have beer.
“often misunderstood aud mis-interpreted (as 1 shall presently have
occasion to showy. Such misinterpretations are due chiefly to the
following -circumstances :— : : .

(1) The eany typograpliical errorsin these treatises, arising from
o numerous repeated transcriptions by illiterate copyists.
(2) The interpyeters’ want of sufficient command of the Sap- i
| skrit language. , ~

(8) Their want of knowledge of the common principles of |
| music in general. | |
And last, not least, their own wrong pre-possessions on the sub-
o Ject, o =
The ancient sevanfs fixed all their svaras (@Q)—which ( ABAIE

5
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"+ notes—within the  compass of 3 octaves. Leaving the 8th
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¢ The Music of Hindustan.

“ Heptachord,”—on account of its having only seven notes
The lower, the middle avd the upper saptukas
| Madhya-Saptaka
(w=rgwd) and Téra-Sapiaka (w1xgs®), respectively. They were
of opinion that the vibrations of the notes in the T'dra-Saptaka were

‘in the gamut,

were termed Mundra-Saptake (wmwam),

double in number of those in the Madhyu-Suptake, which were also
double of those of the Mandra-Suptaka, and the lendths of string
producing the sounds were inversely proportional to the numbers

o héh \ . umb |
of vibrations. They hence gave the technical name ¢ Dvigune”
(fearw), which means double, to the same note when an octave higher.

This proves that in ages so far back as these, the laws of vilirating
strings were, to a certain extent, known and utilized in India. The

President of the «“ Bengal Music School,” in explaining the ¢ Dvi-

guna”in his “ Six Principal Rigas” confounded pitch with sntensity
He also made frequent use of the word “ Gréama ” (g1R), whick:
means scabe or gamut, for “ Saptaka ™ | '

- The seven notes were named by the Apcients as follow'wiz r— .

1st Sharja e (mET) or L, S (|)
2nd Rishabha ... (®ms®) or ... Ri  (f)
3rd Gandhdrae oo (W) or oo Go () .
4t Madhyaina .. (Www®|) or Ma (/)
5th Panchama .7 (F=EE)  or Pa (7)
6th Dhaibhata . (@F@) or . ... Dha  (¥)
7th Nishdda v (@) o Ll N3 | (f+1)

4

In different scales their different places were fixed by the ancient
musicians, who, to do so, had to divide the compass of an octave
into minute intervals, Some made twenty-two divisiciss and others
more. The scale of twenty-two divisions was found and prohounc-
ed to be the best, as it served the ends in view ketter than others.”

~To understand clearly this scale of twenty-two divisions, it is
necessary to tune 23 strings, that is, regulate their lengths or their
tensions, or both, according to the nature of the strings, so that,
on their being “ plucked”’, the 23rd must vibrate with twice the ra-

pidity of the first, and each of the-strings fiom the second to the last, )

mop rapidly than that preceding itin a uniform proportion. The
first, as a matter of course, must be caused to vibrate neither too ra-
pidly wor too slowly, but with such rapidity as to render its
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_ divisions in a Saptaka, and taking the quotient, 33,
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- The Music of Hindustan.

sound musical. This done, the first twenty-two strings, on - being
struck one after another, will produce a series of sounds differ-

&, -

" “ent from one another in pitch within the compass of a Saptaka,

These sounds so dividing a Saptuka into minute divisions were
ealled Srutis (gfa) of that Saptaka. The last string, when
plucked, will yield another sound, which is acuter than - the rest.
This sound is the first S'»uti of the next Sapfalka above, and 1is,
as we have just stated, called *“ Dvigoona” in relation to the s'ruts
or sound produced from the first string. The Ancients assigned a
name to each of the twenty-two s'rutis. o L

‘The explanation of the 22 s'rulis as given by Dr. Sourindro
Mohun Tagore in his “ Yantra-Kshetra- Deeplca-,.’ pages 27 and 28,
is quite wrong. He is of opinion, that the series of the numbers
“of vibrations causirig the twenty-two sounds dividing a Sapta]ccc
in equal parts are in m"itk'metiecpl progression. .Assumm g thirty-two
s the number of vibrations of the first sound in one second, and 64
of its octave, he divides (64—32) by 22 (the number of srutis or
' or 1%, gives
‘s then to understand that the vibrations of éach of _the sounds
-(except thie first) are more numerous than those of the sound pre-
ceding it, by 15 This he calls equal temperament. If he had test-
&d his theory by practical experiment, he should have easily found
out his own mistake, and therefore would not have n.eeded to be
told that the series of the numbers of vibrations causing sounds to
divide a Suptake in equal parts are never in aritfimetical but

_ always in geomeérical, progression.

The ancient musicians, after thus_divifli.ng a Saplakainto twenty-
‘two parts, fixed the seven notes In different places to construct
' different grdmas (gamuts or scales). Assuming the sound. of

‘ 3 . F ) . ’ 3 T s .
the 4th string for Sa, and those of the 7th, 9th, 13th, 17th, 20th,

and 22nd strings for the remaining 81X notes Ri, Ga, Ma, Pa, Dha,
“and A4, respectively, they formed their principal scale called Shar-
.jdgfr(iq-na (wesE). - In  India, even in those ancient times,
there feems to have been no standard-pitch. " They used to as-
' : ]y
sume any sound at_ pleasure for Sa, as we do at present. The
- \_‘,1

rest of the notes— Ri, Gu, Ma, Pa, Dha and Nz, are relative to

Su, and to each other and ought not to be arbitrarily ﬁ’Xed.. They
must be placed so as to bring out the . ordex; of mtemd.s
peculiar to the “Grgma’’  (scale) they were intended to consti-
tute. 1un the Skarjagrdma, Riis produced from the third "string
after the one producing the sound assumed for Sa, Ga 1s producudn.
from the second after that of Ri, Md from the fourth after tha.t,.'ot
.. Pa from the fourth after that of M«, Dha ftrom the third

after that of Pa, and Ni from the second after tha* of Dha.
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6 The Music of H industan.

These notes weie culled 4 S'uddhasvaras™ (!mﬁt) whxch meaus*

perfect notes. In the 3rd column of the annexed Dmmam No.
an attempt has been made to illustrate what is stated above

These notes were generalized into three heads in régard to the

divisions ~or intervals existing between each of the notesand its
preceding one. Sa, Ma and Pa, being four s’rutis above the notes
Ni (of the lower Saptaka,) and Ga and Ma respectively, are
called Chatus'rutica-Svaras (S gfim@<),Ri and Dha, being thres

o gdewre | wgeafa gEE SR
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, Qﬁifamr fedrararg—"
Sanuua-Ratnakara, by S'ér noa,-Déva.

g gqafa wEs. aﬁmzﬁ ﬁavin ami i
faaiareY WA | W sy fadera:
fagfagady rarslfa.amq | fagfw

T (-} aatﬁ Il mam'ra'
‘QHN"ﬁH !f’ﬁaﬁ‘{ sgw: wgerg ) (8%

g’rutis above Sa and’FPu respectively, are called 7T'ris frumcazava'ras L e e RTH O — | .
‘(Fﬂ‘gﬁébat), and the notes Gg and Z\};b being two s’rutis above R% 'f- g R 'C(m-xmentdfy on the above, by Smha,bhupala
and Dha respectively, are called Dvis'rutica-svivras. (fegfamwc.) L s aferg AdT Tdl ad. | T
} The notesin the European Diatonic scales are also classiffed ™ T agm“ﬂ% arfasTs Al HATY
N under three heads, but in' regard to the "intervals. between | 7 . . ng\ma e a1 waarreh 1 e
each of them.and its succeea’wg, not preceding, note. - 'lhese B qgai?“’icﬂ fegfa: Wt 99 b Bltthala, -
H are magjor, minor and semi‘fones. Had they beéén terms used . : Na,rtfm ]Nlrna)a y
i in regard to the relations which the notes, they are asswued 1o, l ) :
I bear to those pnreceding them, they Would have, very nearlv “aﬁTﬁf"Iﬁ‘ﬁ’i Rl ?fg
: represented the above « Chatucmtlca gl 'lrls rutlcd. o and, g=if=. ’nmf;ﬂﬂﬁam Lo
“ Dvis'rutica,” respectively. - o B gesnfweTT, HHEEa: WA | B
- Pre-formed notions of scales, notes and tones, such as are’ used in fl :nmtwﬂ‘ﬂﬂuﬁm €, ¥ - ,
European Music have, to a orxeat extent, preventea “Dr. Sommdm‘ ‘E =1 fasTE . |
)g quuxlu Fovﬂ'\uc. ch,uuu 1Y Obxu uhuudet utt aUu S0Oifie Ubhei’ uUTu k 4. Qt ‘dﬁﬂ _ -

understandmn‘ what the ancient Hindu works on Music say on
this subject, and (what I very much regret) led them _farther .
to give pubholty to such mlsmtexpretnmn% of several 1mportant. AR |
passages  from them .as are in conformity  with these-
‘cherished notions. They say that in Sharjagrama Ri, Ga, Ma,
Pa, Dha, N1 and Sa ave 4, 3, 2, 4, 4, 3 and 2 Szutls a,bove- |
Sa, Ri, Gu, Ma, Pa, Dha and N4 ?, xespeotlveiy and in their opm-
ions, supported by no a,uthoutles “ Chatusrutica ” “ Tusrutlca -and

« Dyisrutica” are terms s, like “ Major zone,” “Minor tone” aud

“ Semitones” in Buropean wmusie, a,ssmued to notes in regard
to the intervals between each of them and its succeeding note. No

gfq |@Tr, €¥ |al gt "
Ragachandrédaya. R B

Uil S b
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“qgman WAy 90 q*@amﬁ wiay
*ﬁamrﬁ aatd; mgaa”r |1 qUI: |
GER rw”taﬁmwwaa”s BHFEA,
AT ATAGEY aqiay gaaEd |

famigisar fgatayg 9 ﬂtﬁmﬁam’ P ?
Ddttli

olain the other two grdmas called Madhya-

[ 2. Yo ""
e % T~
»
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body will cuspute that this arrangemeunt of . notes almoss taliles 1 4 DWW Pt T G 1l ciutj?’(lm“ (m:mmm which B
with the major mode of the populdr Dmton:c Seale of Eufo- ! moagrdma  (FEEY Tf{) and andli  bnow. Linve correctls
peans, but I can assure the reader that it is not what ‘the it conles none of my comempmdile% SO ﬂu as n ¢ i
‘Ancients meant by Sharjagrima. In support of my statement I dnﬁned | . q:an'w . the note Pa -
quote here a few pass ages from d ffexent ancient musical treatises, ; - Madhyame-grama dlffucs from S {1 ) pmduced com  the R
« _ - + former represe cuts the sound D,

H@E‘%ﬁf-ﬂﬁ | : R only, which el Qn(} &gl lower than in the latter. T4,

- 16th btnnw and hence
| ~being thus diminished 1
a ’I’Ns 31 TLCA-SVAT L, and Dha

1n Slut,u t-grdma they are reverse. .

wrvr«a«a'n @f’rawmqn “agfama
ygHIasa g1ai m-mﬁrawﬁ‘f&w
MEHG rmcﬁarar qlsy 9g:9fq: |

Ty mEyeeya m“ . ' ;

54 e ’ "'*"—vvr*r-l. 3’}-—
ZAHaIGH =N q 9EHTSY SO,

. <) ,
pitch in J‘Ia(i/LJCLl:?.ngku?ﬂ(i Leecow 28
o Chutus rutica-Svara, whereas ,




P Gandkci'ra qrama Wwas
o Chatus' rutica,
,szs rutiea.

tha,t
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-
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respectively of the annexed diag
T'he. ‘explanations of these t
- Sourindro ‘Mohun Tagore in his

P psic

ey

Pl Hmdu-um.slc

- are nothmcr but tw

I give a Dlamam G-X-G-F-L
-+ -glance the difference betwcen ‘ﬁ)e
;o grémas, and Dr, Souzmdro Moh
of the same. The series
- . strings producing the S'rutis,
Wlth oune end-a note,

'xhe or der of Intetvals as-
signed to Sharjx Grama

- by ancient aathovities. ! , - :
, roneouslyr assigned to é Tl‘ . ..__}
S Sharja Grima by Dr, 8. 17 Ny TS G
S 1M, Tugore, :

—e

- only wrong but very mlsleddmd'owma to the pretenswn that they -
are in  confoy mity ‘with the opinion
L.

8 of the ‘ancient authors on
‘Which opinjons. ha do ’

He holds t hab the M adlwczma-gmim

o transpositions of the szmja;—g? dmie, 4
the order. of intervals in the series Sa, Rz, Ga, Mea, f
Nt of the S/wb’ljcl -07a ma is therefore, the same ag of those “an~the |
series Ma, Pa, D/aa Ve, Sa, Ra and

and Ga, Ma, Pu Dza Nz Su and

of dots represent S'rutis,
and each

and “wigh the oth

w : ,._-'.‘
C e

T /ze /l///szc of Hz/zcﬁ/sfﬂ%

qcale in: wh s §

l'am No'1.

(£

Six . brincipal Réaas

B of the Gandbm "A-grama.
to enable the reader to see af .
correet rendering of the three
un Tagore’s erroneoys rendermo |

perpcndlcu]ar line

her to. | the srut; er the*’""

: "heorderof Intervals er Q@@@@@@@@@@@@Q@QQQ@@ ) A‘ :

The order of Intervals as- ] '
siened to Madhyama .Z’ﬁl, Pa

Graina by ancient ay

thoriues

B oo e:;ee@e?ee?@@e LETY PPy

ro ‘necusly assigned to | |
Madhyama, Grima by ’1[ a

: Jr S. M. '.I"agore ;

m RN

'1he oxdm of Intet' al;; ag- 5 o
signed  to Gand dra g p -

Grama by ancient au- (:&'CL ﬁia i Cb

‘thoriries. | L [ e |

The order of Intewals nr- '@@ @9@@@@@@@@@@5@@@@@§@&m

~ f'he fnlsomng are a few

in support of the exp]amtmn I have
Grdme and G(ind/cdrm«Gwme

‘v -y

roneously nassigned . to | ' , ‘ . ‘ “5 , _ , N f ‘
& %dhf,ra Grima by Dy, ,Ga, Me pPg Lo &t S B Gq
‘agore, , . o } )
A, 1o T ;—"_“ Arinns Sy MMM

passages from Anclent Musical Works

given above. of Jh wdhyania-

\@ﬂ and N are ’
Ma, Pa, Dha and Sa Trig 'rutzca; and Ry 7
It was said to be used by Dévus ‘only,

Thése -two grdmas are Jllastrated - the 4.-th a,nd 5th celumns*.{

wo @G dmas also, ~=‘-'g1i}enf-_-_by Dr. |
are not

Dd thau"t'“
Pa, D/’za and.

Ga& of " the Madhyama-qrama ‘-

or’ the_'_. N
points |

on account’of the change in its position or pitch, and

The Music of Hzxm’us/mz Q

W@'amn- ugd @ygiyfaafes,
mqmwfaemsfwa WHAYIH T4 |
a8l yiwrgfa, 9s5t @=wd® g wq; gfa: .
| foway: gfaadwt mured g swita;,
v-3fd 4 fawiry v-gfa w-3fy fa;,
mmttrmm%r'e qag1 d 'vﬂté’raﬁr
RINE @R TIHISE 7 Aa ’
Sangita-Ratnikara, by S'arnga  Déva.

“u=® | @Arar 91 999 qla: gewet enfaw; ager wfhwg we;r-
AR F X g AT AT ARAL ¥§: GWNY awqEAT a1 gt g an
qd Gferd a8 wawaray wifq | % ¥ % | g Saq SSSATH fagfa; auw
MH ygawy Ffwai e w1 wgw fafcad; | * % % | gy wvag
afwal % fd qage gifgat g ramﬁm ¥ 9.9 favafa ; ;. HTAT ggHE
=1 faf wraafa faowg Gaaw wfuai o fd g o “ﬁ'TfEIHI 3 fasraata
T mmé:;??n:zir; of Sangita Ratndkara by Sinhabh apala.

“gSsTNe: 99 g gt T q1 fgd |
wlsfa+ ugq fag w'ks'ﬂrsf | fagfa,
aaa WL HAYTH, e
N artana-Nirnaya, by Bitthala.

1

The seven notes Sg, R L, Ga, Ma, Pa; Dha, and Ni, as situsted
n ‘LShcw Hu-Grama, were called Suddha-svaras (‘-W%Ela't).) t’When .
any of the seven notes was shifted from its own p ece 0 one

or two s'rutis above or below, it was called Vieritasvara (ﬁ!ﬁa@t),

a note
b to 1t in ascending series of seven notes was also called by that
nex.

n account of the consequent decrease or increase of the inter-
name, o those two notes. One Vicrita-svara therefore pre-
:31 b:sbe;ei?ne presence of another preceding or succeeding it
PP ta-svaras in use among the ancient musicians were
The Vier: anumbel of which three belong to Sharja- Gramu
belve 11nﬁ e to Madk yama-Grama only, and the lemalnmo
ouly. ancb tY) Those three that belong to S/zaqja-(ﬂama only
four_N;iOSaO%nd R: when Ni is raised one s'ruid above, and Sa
are €

 lowered one srut?, the rest of the notes remaining in theu o' a
OV

Mu and Py be-
larly, in  Madhyama-GQrédma, Ga, '

placesbzgl??c; a;rlfén Ga is raised and Ma ]owexed one s'ruti. The
g(t,)hntfx3 two Vieritus that belong to Mudlhyama- Gréma ouly, are

SH.
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Lwe Music of Hindustarn.

its Tris'rutica Pa and Clactus' rutics Dha—the distinguishing
characteristies of that Grdmw. The remaining four ierita-
svaras that are commou to both Sharju-Grédma and Madlyama-
Grdma are G, Ma, Ni aud Sa, when” Ga and N; are, raised two
s'rutis above

Besides thiese 12 Vierita-svaras, the reader will find some
in Gdndhdra-Grdma, but o notice wus taken of them by the
ancieuts. for that Grdmea (as I have already told) was said to be
1n use among Devas only.

The names by which the 12 Vieritasvaras were known to the

Aryans are given in the table below, elucidating what I have just

sald regarding them. The letters S and M in the Table deunote
Sharja-Grdme and Madhyan- Grama respectively,

Z'able of the Twelve Vicrita-Svaras,

i | 23%d 38823 35 Ea
S3£3 |H5:5F |ZE3XE
b? . B = = "8 B = E : B o= & 'S
; g8 Crmo | Lgesag | BEBEY |
§ N AWES, * v A= = = T gs ;E .5 "KiNps or TonEgs,
%o TR oo ! SR = n N2
= <3 @ - o = g L= S 3
S = o= 3 BT, f ;g“"fg
. o . | EETIEER G T EC
28 & | E4sE |FE9255 0 Z82.%
1 | Chyuta-Sa ... S 3rd lat 7th Dvi-s"urtica
2 | Achyuta-Sa e | SM 4th 2nd 7th Do.
8 | Chatus’ruti-Ri ons S 7th 3rd 9th Chatu-s'rutica
4 | fadharana-Ga cer N 10th ‘ 7th 12th Tri-s’rutica
5 | Antara-Gg . . | SM 11th 7th ’ 13th Chatu-s'rutica
6 | Chyuta-Ma e ! M, 12th 10th 2 16tk ,' Dvi-s'rytica
. | ! ;
7 | Ackyuta-Ma | 8M ! 13 Itk li7th or 16th; Do,
4 ]
8 | Chyuta-Pa ., ol M 16th 15t | 20th Tri-s’rutica
9 | Kais’ica-Pa e M ! 16th 12th ; 20th Chatu-s’rutica
' | 22nd, or
O by Tl . 2nd of the
1( ’ C.LA{] cus‘rutl Dhg-. . M , zot,h 16th upper Sa,p- DO,
! 20th of the ) | Ltuka
1L l Kais’jca-Ni S Ist lower Sap- 3rd Tri-s'rutica,
! taka -
12 ; Kakali-Ni | sM 2nd Do, . 4th Chatu-s’rutica

The sounds of Chyuta-Pa aund Kais'ica-Pa, though identical
with each other (owing to their being produced from one and the
sime string) were nevertheless considered as two Vic'rita-sva'ras, on
account of the difference of intervals between either of them and its
preceding note, which in two different cases represents two different

~80unds. For the same reason, Achyuta-Seq, Chatus’ruti- K3, Achy-

uta-Mu and Chatus’ruti-Dig were considered Vierita-svaras,
thongh their sounds are of the same pitch as those of the Suddha.-
svuras Se, Ri, Gu and Ma, respectively. Of the forimer, the first
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and third are Dwi-s’rutica, and the second and the last, Chatu-
srutica. ; whereas of the latter the first and third are Chatu-

s’rutica, and the second and the last'T'_rfis’r'u:tica. )
Babti,s Kristo Dhan Banerjee, Nobin Chuider Dutt and Dr. Sou-

rindra Mohun Tagore have made wrong application of the terms
S'uddha-svaras and Vierita-svaras. They call Ri, Ga, Ma, Paq,
Dha, §i and Su Suddha-svaras when they ave 4, 3, 2, 4, 4, 3
and 2 s'rutis -above Sa, Ri, Ga, Ma, Pa, Dha and Vi, respective-
ly. Raised Ma and lowered Ri, Ga, Dha .and Ni are, in tllllelr
opinion, the five Vicerita-svaras. To prove what they say, :hey
In vain quote passages from ancient works, which it appears they
do not understand. The passages are as follow :—

“qq: g9 @ g fawmar sewEaEy
Sangita-Darpana.

“qRT; 9 |UT g gEifeaaaiadr @
gy g &tfeweSq fqaar sredifear v’
- Sangita Damodara.

Dr. Sourindra Mohun Tagore, has quoted (in his Yantra-Kls\Pelt):.ra.
Deepicd) only the first of the above two passages, and Babu Nobin
Chunder Dutt both. Necither of these passages says, or means,
that Vicrita-svaras aie five in. number.” They ratfi.s go to sup-
port my statement that they (V'Lc'z"t.tasvawgsg are twelve. R

I quote here some passages from _ “ Sangita-Ratndkara n}
proof of the coirectness of the oxplanations I have given above o
the 12 Vi:ritaswaras.

“E Rl Tatfryr we T few fafamdr waq,
YW wiwfad fagiew 9 29@q
q191Cd 1 fd qrespayw: afgdr ger,
w99 fagararfa ag«) faady waq |
YT fa g fa: |igwe 9g:7
r N ~ 3 ~_ -~ . e 7
mATT fq agdel w5 {a. oFqT KT
AEH: WI58% SYISHLGIITCATIIN |
547 §amA fax fa:, «iwg ga.
wEe 919 grw 997 faffa fza7
gl agaaTd fama: @y 999 fa.,
afng wrafad v fawzfaagg fa
wiifa famat w2t s1fara srew warn | -
a: 1] 'vfy; 918 wsmwafFafa; >
Sancita-Ratudikara, by S'arnga Déva.
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“Ffavasq wsaw fuiz gaug a3,
¥ AR, ARG AT TGN ®C

[bid,
"f?WTéT qﬁ{ q?\'ﬂw ‘S{Jﬁr?ﬂﬁf 'HHT‘H??TT'{,

wRwwtaal, Ma sestgrycy qar
qAFRWTY T-90F gryroq |aq |
YT R/ Fgqaqra LECH
NI HNE & FOgIznay: s
qv3 wfyg9q arawwd 59

S "!DPL} . | ]bl}].

0 ) o \ .

Souritn(}rz:,”;\;fo(l))lllat'l'fjlc’r . kngw g Wh{”” .has, of late, convinced Dr.

not. five) Lins ngore that the Vicrita-svavas are twelve (and

Iowei le' an( }t] -\t' a _nofe may be 'vwri_ta ‘without being raised or
cred mopiten. This I say, because T find the conviction r

corded in page 16 of his « Sijx Principal Rigas” But I a1 ¥

ry tha.t his de.scrnptlons there of the different OVi.crita-svm':as 2?115

the Diagram in the same page contradict each other, angd neith

of them is in accordance with Sauserit authorities, ’ eher

In each of the three Grdmas, the ascending and descending

series Inni
serie: o{ S€Ven notes beginning from each of them ut a time, form
seven different orders in the succession of ,

. intervals and were known
to the ancients by the name of Aur

V4 ’, Q
altogether o1 3 chhdng (g=a). They aro
. O?Ii(;/i; 21 in numbelr%of which 7 belongs to Sharjagrdma, 7
0 . ctymgrama, and 7 to Gdndhdranes \ /
, Al ey fwdragrama.  The first Moba
. NI g ! . e first Magr-
iﬁzﬂsmlﬂfl bli/’ulm‘/w(}”? ci’mfz begins from Sy of the middle Nev pécdze
from e%,'/lz,lr(z f llb'c}lb}?”aT{rOm Vi of the lower Saptalke, the third
(T y , . T
I G . U t e i) L, and so on. The first Mivchihdneg of Ma-
J,L;’L(l' rama begius from Ma of the middls
cond ‘rom Ga’a and o on. The first %),
M begins trom Ga, the second fr
Dome  of A L
th:;rir}l;’fit ’/the Ancieny wuthors in explaining the application of
v, e N;f% tield that the first note of each of the last six
sittoeiiadaas of eacth grdma i T,
of the first note of theg g 1ma is shifted up and fixed in the place
up higher nad 3 1at - grama, and the remaining notes shifted
e Q:'ip: t]?m ngher, preserving the order of intervals existino in
coven f;ifvfﬂ iy (Jthe.noms) belorsed to.  This method cryses
“even dillerent orders in the vorjes ' Vithin o anifomr
. . '€ seres of intervals withi {
CONMN DASS . s Ta , vet mn o a antform
Othor m‘):‘jmg practiced in Europe,. |
cacn Udroinnny 2uthors seem to be of opinion that the notes of
o th;' v t; Lana re:;mm ;n ]thmr own places, and the cireuinstance
. At RN llt)"e (’) eaC] ;//;."'1 ] ’ P - . . ’ :- 4 2
relliang i1 its turn being conidered

YUPPY S
Saplala, the se-

M £22, and so on,

lana of Gindhdra- Gra-
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and used as the fundamental or primitive to which the remaining six
notes hecome subordinate, produces-the same impressions as above
of those diflerent orders of 1utervals though from different pitches.
Every one of the 14 Mdrchhdnds, that is 7 each of Shwrja.-Grdma,
and Madhyama- Grama, by the introduction of the Vicrzfapsvm.u
called Kdkali-Vi, in lien of S’uddha-Ni, in it, of Antara-Ga in
lheu of Suddha-Ge and of both Kikali-N¢ and Autara-Gae in
lien of S’huadha-Ni aud S’huddha-Ga, was made to assume three

different modes or attitudes and three different names of
Kakali-kalit¢  (wvafasmfaar), Sdntard (@) and  Sdntard-
kakali (|ravsim), respectively, whereas in its own mode

where the arrangement of the notes is_peculiar to the gramu it
belongs to, it was named S'uddhd (gsn)by the ancients. Thus,

there were altogether 56 Murchhands in use among the musicians,
of which 14 were Swuddha, 14 Kdkaltkalita, 14 Santard, and
14 Santara-kdkals. These Maurchhdinds are shown in the
annexed Diagram No 2. The figures 2, 3 and 4 are pu: under-
neath the notes to signify that notes are respectively D..-5'rutica,
Tri-s'rutice and Chatu-s'rutica, or in other words,2, 3 and 4 s’rutis
above those that immediately precede them. The names of the
Murchhdnds given there are taken from S’arnga-lTieva’s “Sangita-
Ratniakara”. Differeut authors called them by different names,
but those given here are most popular. None of my con-
temporaries have, so far as I know, explained what these
Mudrchhdands were, and Dr. Sourindo Mohiun Tagors has abused
the term by denoting thereby ithe act of producing two
Or more notes in succession, blended together by cuntinued
increase ov decrease of pitch. o reader will better understand
what he means on reading the Jefinitions he has given of the
term in his ‘¢ Yantra-Kshetra-Depica,” page 119 and his “Six
Principal Ragas,” pages 27, 28 and 30.— .

In saupport of the evplanation I have given above, of the
Mirchhands, a few lines are quoted here from aucient authors ;—

“HTQARUITURY HFRT GIHFHY

g A=NY ¥ fa54 afzewg,;

Matarn za,

“HFHTR WUT FRIAHRIOEIEAARTH

g AgAd—" “
Sarnga Déva,
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omitting either 8q and  Pa, or

gramca.
was, therefore, said (o e 39.

the 84 Asampirng- Mirehhdyn as, whi
(a@1q ) by <ome authors.  Every one
0¥, bus it is not worth while to pu

were (and sre still) called Tanas (& ).
0" sevea notes were

Shdraba ( g7 ), of five notes, duraba |
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NaETEsgsy TR AT sFHT,
NIHATAYTd : gy AT WHIT |
TATTAR I FTNA ggay CECE
A TR sy . @@ TrarCag q ®ATg 0
Yea@Tafadatd carara: g3 frg: |
viurnifest mddaaeanfay, |
IS qera Sy qFY WILgq BHI
999t an: gaw gy mam“t-aifaamw’u‘
TSI A, vyt afzdtfea: "

thid,

Each Murchhing again is said to be Sum
Asampirng ( weTai ) It g Sampitrng

Seven notes ig wanting in the series, It
wants one or two. The 4

purnG q9at ), or
when none of the
s A sampibrng when it
simparad Marchhgng which wants
one nete anly s called Shdraby (d1sat ), and that which wantg
two Aurab? ( stedt ). ‘

In the Mibrvehldnds of Sharja-gréma

and in the Mirehhdngs of M’ad/cy(zma-gréma, S, Ri and Qg
were used to be omitied, one at g time, to make Shdrabi M-

chhands, which were 49 in number, namely, 28 of Shmja-gréma
and Z1 of Madhyama-gréma.

The Aurabi-Mdrehdngs of Sharja-gréma were formed I

. ¢ and Pg, or Ga and N,
and were therefore 21 in number,

The omission at one time of R; and N,y

551 @id at another of
Ga and Ni, formed the tﬂ;zl-ve dwrehi-Nyel nas of Modhyama-
[}

The total number of eali- Mirchdnds in the two grdmas
The above-mentioned 49 Sharabis and 35 Auradis make up
ch were algo called Tdnmg
of the 84 had a namec of jtg
' these down here.

different notes in a Mivehhdndg

The Ténas consisting
called  Sampisrng (@9w ), of six

The various combinations of the
®

notes,
HEF N af foyr, Svardntara

the notes Sy, B3, Pa and N,
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(@U=T ), of three, Sdmica 5 t_nf:ﬁ,' ), of two, Gdthica , mfas ), and
of one note only, A'rchica (wrfes
“wifeH migwd T wiffsy @O,

WI¥d: ¥IgaY 7 gAY fa 954 |

TR ANI % wifdawhadiga,

mfaRifzadagfaery s grfas,,

R@WANR @UwiE 393,

wisaruefug s wisa: gzEdmag,

89U, gRfvT a fagdfradrg i | ” ’

Nirada.

'en notes of a Sampdrnd-Marchhdnd, by’beix’]g”com-
binTelZleiuse;llntbeir various ord‘ez:'s, form 5,040 Swmpurna-] an;;e:)
In the same manner any s1X notes among the seven fc}rrp 29
Shdraba-Tdnas, any five notes 120 Awurabas, any gxﬁr//.‘ |
Svarantaras, any three 6 Scimzcczs,’anq any twoA2d atucﬁ
Tanas. Any one note forms only 1 A4 rchwq T.f_w,wi. }n, Ifm’ ?agl
Sampiarnd-Miurchhdnd bas 7 different notes, a,n(%, -tfl?w me,,tes
different groups of two notes, 3:)19f three notes, 385 of four nto °
21 of five notes, 7 of six notes and I greup only, of seve;g no gs__x)
admits of (7 x 1=) 7 A'rchica, (%l x2=) 42 (/}'ath’wlaz,o ;‘i)) ><2 5
210 Samica, (85 x 24—=) 840) b_vwrd,ntfm'a 121 x ~_0~40 ,S' 0
durada, (7T x 720:==) 5,040 Shéraba an’d (1 x .'),,()4:0};-2_) 5, 10 an;e
purna Tanas. Thus, in each é’(zqn29u7'9ld-Mu7°gh ‘ na thlté'?/ Pt, :
13,699 T'dnas different from one another. bypu:u y :ac} S zf:);ze
bi-Murchhdnd, from having in 1(2(;_; (}1?{«;1‘22tnoltx;tei,'sagf fotli-e;it(es
3 1fter \ 0 notes, 20 o r , . tes,
.t)i]ofd}g: ex’:lt(,);:g;;mgrs)c?fltwgroup only of six notes, admtlts f(?rnlatllgg
of (6 x1=) 6 A’rchica, (15 x ’2:) 30 .Gdt/zwcg (27(3): ifZZ-aéa
Samica, (15 x 24=) 360 ,varan,tafra, (6 x 1 20.__I)t (;-.ther ] 95(;
and (1 x720=) 720 Sharabua-tanas, makmg,ab;f)je;&?c}mcind
uitterent tanas. In t;hefsa.eunehma_nr;er5 ez:lcig‘erf:tr?;mes rcbdnd,
from the circumstance of its aving it t, ! there-

‘e 10 different groups of two notes, 10 of three notes, > of fou
fr‘looltislimd ] group (g);nly of gve] r.lc)tes(,‘a(;hmﬁtjs 6f81.r§2;;;2;1a0‘f§oxx21:))
“reh 0 x2=) 20 Gdthica, X ; y (9 =
g;& r:Sia}Z:LLc;jin(tlarw and)(l x 120=) 120 Aufmba,-t{xnas, making up
o 325 different tdnas. . | .
alggiztgi'oge number of tdnas together with those o(f | a‘llll icr)lthtci,] :
which 1, 2, 3 and 4 notes vespectively admit, are glve

* table below,
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The Tuble showing the Numbors of different Ldnas which each
number of notes from 1ok 7 wiinits :

" , I —
T . v ~ gy
l <4 NUMBE®S OF LTA’'NAS, \
A i
c h-—'*—‘-—-———- . —
o = f ) !
i A0 . NAMES oF "La‘Nas, - v ow . DA o '
£2 SESE  ZE | BE | By ) %5 &4
3 <3 | =35 | a5 | 23 | 2B | FE | 38
2o I R R A - R
o ! T i T B ’
I A TehiCtene s I T e S 5 ~6 7
! ' ‘
'i ‘ T T T s e el - H - - -
2 | Gathica ............. ceeee I 2 l 6 12 290 30 42
) (L
) - : -
qa ] ’e . H
3 kaml(ﬂi -.....'.-.ﬁ.-..‘-.-ngan ®ee Y . i 6 24 60 ]2\) ; 2“)
}
|
4 ’ Svarintiura teerecnens ceine 24 120 360 | 540
{
! !
5 Aurabt..eoeeae.... o0
............................................ 120 | 7o 2,520
6 SEATADAY ceeeeneeens | o |
[ ] .....‘..Q.occ‘.."...l....."O' [ ‘: 720 ’ 5 U*\)
i
7 Samplruad ceueenieiieninnnin. . l 5,010
................................................... D,)

r : f ! ‘
& ®® Qe e0a0e ' - i v
rot l a0 o800 S8esesony : - 1 ’I 4 :l 15 ’ 64 { 325 i 1,9'—)6 ‘ l-;.(;gg
. ; J . x' '

T3 « 4 “ ’: 1Y ,. 44 t h ;
I have cxplained ¢ 8 rules,” S'varas,” “Gramas,” “Marchldndgs'’

. oo s ; ) .

gnj%é( aras, and now proceed to give the readers some idea of
Layds,  reserving a full explanation of them for a future

opportunity.

, Y : .
Mé Raga ]8 a musical composition of not less than five notes of a
oz chll,ci):m In accordatce with certain prescribed rules with a
VIew to 1its producing a certain msthetie of 1
' o asthetic effect, The ot rules
Nob-ne ¢ chief rules
. ]ot L A note should be assumed as that with which a Réga must
lnvariably begin. This note wasg knowu to the ancients by the
name of graha (7% )

:?..na’.' The same note or another should be assumed as that with

which the Rdga must invariably end. TLis was cailed n
3rd. A note must be made prine: '

rd n 18t principal, or predominant (just as ;

certain color in a bainting), by repeating it oftener than othé]rs. 'l'hi;

bas called Ans'a (sfm) or Bddg @=Y). It has alse, to my think-

iy, generally a greater share of the time ; ai
el 1 a o) ;
o 1he notes. e 1 an air than the regt
7?‘44/:}51}.”11 A!(xllo:te which is nine or thirteen s‘rutis above or below the
3w should be used almost as frequently as the latter, This note

4 —
yasw (#1g).

R |
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was called Sambddi (vwié‘r ). What Dr. Sourindra Mohun Tagore

says in_pagé 150 of his Yauntra-Kshetra-Dupica” in defining
Sambdd{-sanyoga is as follows :—

“AYY, HBY, 9L Gir™ =feT TIWTTSIY (7 gR AT
TIETH AT TF SIUTF AT TN FCL 4 (I FOF
I ATHIT, MFHIT 9IL #PA, 7GI¥ 932 7794w, So7tfe |”

By the words Saptama (F¢%) and Ashtama (ﬂﬁﬂ) there, he

evidently meant seven and eight, although the words denote noth-
ing else than seventh and eighth. Out of the three examples he
giwes there, two broadly contradict his own definition. He does not
seem to understand the passage which he there quotes from

* Dhvanimanjar?” (“afagg®”) or one in Sangita-Darpana”
(Hﬁ‘ﬂ?{ﬁm) which he alluded to, neither did he discover that the word
(gareY) (Saptéshtau ) 1n his quotation was an error and should be

@< (sautyashtau). We put down that passage here along with
those in * Sungita-Darpana,” and in the works of S arngadéva,
Dattila and Matanga, all defining the term « Sambdds.”

“IEY TTIW AT W ALY W g1 A9 L,
waq: gaEriedl at wfgat ataafehin wid: ”
Dlccanimangaiee.

“ - r«a.
@ Fg¥se} grw aT WAtE g5 g FGET,
-3

Sangita-Darpana.

T it g D sTEMIE a1 oG,
Frg: ganfest @ @1 —"
Sariya-Deva.
“fag: gwrfedt 99 aderuaatwy )’
Duattila.
“quIfeayg 9 GWY fawq afq adreaan=E
YT g™ | |
Matanga.

? % . . . ') » D>
I deem it necessary to mention here that, lately, Dr. Sourindra
. - . . . - L] ” ,.
Mohun Tagore has given in page 20 of his ¢ six Principal Rigas™

- —— g -

* “Dhvanimanjaree” and “ Sangita-Darpana” are two auncient works on
Hindu Music,
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a transiation of the above bassage from *“ Sangita Darvana”
But the rule he hes deduced from 1t and recordedpthere.
18 not what it ought to be. It runs as follow :—*“ Such notes are
coustucied Sumbddi as are so related to each other, that if the
formor s ndopted as the key-note, the latier becomes the fourth
1n the ascending scale, whereas, if the latier is taken as the funda-
mental uote, the former becomes the fifth in the descendine S(“:‘kl@ S
It is absurd that wheu the fourth note in the 'ascdidiug ‘S(‘:'ll(.é 18
assumed for the fundamental, the frst vote becomes the‘ fifth
(‘mTtead of foqrth) to the adopted fundamental in the descending
tcale. Shou‘l‘d it bo’ presumed that the author miecans here “fourth”
anc ol fifth,” and  that “Sifth is 4 clevical or typo-
grapicul error in the place of « fourth,” eveu then the yule w‘?)fﬂd
Lot convey the full import of the Sanskrit passage, which means
& note 15 Sambdd? to a key-note above or below it when they are
interven.ed by 8 o1 12 s’rutis, or in other words, when one is g (or

13 srutis above or below the other. The author of “ The S:
Principal Régas” is also of opinion (as the 1st para in page 253
::(lasdtllﬁes). thz;t, any t‘wo notes, when not consecutive to ea}éhbother
asx S(;:"';ll)l;f!lit 1e;i?gesmlaég.gsrggate ?f s’rutis,” ure rglated to each other
‘ . 18 1ucorrect and wuot in accordance with
auy authority, for, by it, the third and the sixth may be called
Sambdd{ to the fundamental, if they, by being sbiftedyhave the
same * aggregate of s'rutis” as the fundamentad, « The rule should:
be rectifiad to signify that in the ascending o descending series of
SeVel motes auy two are related to each other S b’ambddbz wroflid d

they have the same aggregate of <rutis,” and Linve t o e h'h'e
notes interveniug theim. , e hoor tree
i 5th Buch note or notes muyst be considered Vz'b.(idf.'(ﬁa'r%\'-;me‘aﬁn

ve discordan - o e (TR — e
L o 1t scongly,aeaceto's ot o
el . e fraga. Some ancient authors held fhat all
-.sz\a;;;@)t.es ta]re K:z,oadz as are in the same relation to Bddt as Ga and
re, 1u tize Suddha Murchhan.a: of ,‘Q,'/:,m"]uayq'(,i?'na, to the rest

IRy ¢ 1 r 1 3 ;
of the notes there. The function of Vibadis, I Lelieve is to heighten’
’ o -

he effoe : i
:(j.‘!e (,‘H'e_,(,t of the sczun.d Ac<tiined for Bads. Dr. Sourindra Mohun
agore says, in his ¢ Six Pirincipal Rigas,” page 21, that ¢ 1n thae
f 3 ” Yy ’ - -‘ 2% 1) - ’ .
glzggclgnoof{snusfu (¢ writers, every two successive notes ure alhways
I' dissonant : for inst: N7, Ry ! Ga, anid
- fornstance, Dha and N7, g¢ an Ga, and Lo

forth.” 1 know 1, « e : .

- R 3

4 y [ 4 Y 5 ) Y " ¢
Jaud 226 aud G are, uo doubt, Vibddis 1 equh other, but 1ot be-

:"ansedthcyl Mi consecutive, but that one is higher or lower
dan 1e othey y two S/Tut?:g r, e AR &~ W ~
g. Dbut {he , A
then kis Dha and i, and

S and Ga, g :
and Ga, are not (as I have alrexdy shown) the same ag those

fixed by the Ancie 1 . :
Y euts, and  tie consequent circumstance of one
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being 3 s'rutis higher or lower than the other, has rendered

P

“them, i the opiniou of the ancients, Anubddi ( g1t ) to each

other. B .bu Nobin Chunder Dutt and some other living authors
erroneously used the word “ Vibadi" in tlleﬁgse of “ Barjita’’

( afsia ) which desigoates the uote or notei?ﬁv a Rdga. I quote be-

lgw a few pascages from different ancient works on Hindu music
to support iny statement ;—
| “__fq-wraqm fgarfes),

f-9q17 a1 wrat at aNat feyrafe

B ‘
Ry

S'arnga Déva
“ —fagreg atEaTQ
fe-yPfRnfen aadt fodt ar faafe? wram

Damddara.
“frggEmQ @Q faarfet )’
| Matanga.
“TEmyAwY 9t @t 9 fagy faarfeat |
‘ . Bitthala.

A Rags difers from another, consisting of notes of a different
MArchhand, when a note which is Bddi, or Sambddi or Graha,
dc, in the one, isnot the same in the otlier. There are, besides,
peculiar niceties whicli also make many varieties. Thus the
Rdyas are numerous. The mnumber 51,06,06,606, given in
“Sungita Taranga” cabnot be called an exaggeration. Most of
these Rdgas gradually became extinct owiug chiefly to the want
of encouragement from the Government and the public.

Every one of these Rdyas has a naie assigned to it, and a‘l
compositions even difiering, as they may, from cach other in the
serites of the mnotes therein orin the duration of the notes, are
nevertheless called by one and the same name of a Rdja as
long as the prescribed laws of that Rdga ace ouserved therein,

Kach Rdy therefore has innumerable varieties. Each of
these vurietics is called a G<ta (3ta), meaning a piece of music of
that Raya. Thus, smnmarily speaking, Gitas arise from Regas
Rayus from Ténas, Tanas from Mavrchhdnds, Mdarchhdnds from
Granas, Grdmas from Svaras (roles,) and Svaras from S rutis.

“ Ny le-Pargalte” (a0 Sanskrit treatise on Hinda  Musie)
testifies to the fact that there was another system of musie iu India.
Tuis system resembles very much the one in present practice. °

The Srutis in this system ars the same as explained beforg,
and the notes are also seven in number and have the same severs
names. The peculiarity 1s that this system admits.of the notes

>
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20 Zhe Music of Hindustas.

bein 'm ¢ ‘
being so placed as to form intervals of one or five o

veéiwean two successive noctes.

The seven Suddhasvaras in this system are the same
of the Sharjagrdns explained before. The Vicritasvaras are
twenty-two in number.  They are various sharps of Ma, and
fluts and sharps of the notes i, Qa, Dha snd Ni. Flats by
one s'rutfe and hy two s'rutis are called Komala ( @@= ) and
2N ) reaneetive )
Parve (93) respeetively, and sharps by 1, 2, 8 and Srutis
respectively are called Tibra (@w), Tibratara (dtnax), Tibra-
tcnve (QtAaR) and Atitibratama ( ufadtaaw ) accordingly. Out

gly.

of tlhie twenty-two Vieritasw ]
. rsvaras, there are eioht flatg
fourtesn sharps, as will be found in the following table :— o g

r six &'rutis

as those

‘ » ] 7 ] . . 7 - . .
Table of 7 Swidhasraras and 22 Tieritasvaras used in a system of

fr[znd’af dlu.su;' aceording to “ Sangita-Pdri dta’ (an ancient Musical
‘realise in Sanscrit, by Ahobala).

2, | 2
v = z
ICRITABVARAS = ! ' 7
e 3 S Uf”d.hd- 4 K Vicrirasvagras
“ svaras, = (SHARPS.)
= S
2 4
;_]rit e 1at | T'ibra Ni.
fnd ] 2nd | PiLratara Ni,
3rd o 3rd | Tibratmna Ni,
) . 4th Sa 4tl,
rl’urva Ri | 5th () auh
Komala I 6th ® Gth
Pﬁr\‘ml Ga 7th ‘Ri 7th
Kouwaia Ga sth ) 8th Tibra Ri
9th Ga 9th | 'T'ibratara Ri.
10th S 10th | T'ibra Ga.
i})t}x ® | 11th | Tibratara Ga.
gt,lx ® 12th | Tibrataraa Ga.
13th Ma 13th | Aritihratama Ca.
]l4th ) I4th | Ti{hra Ma.
15t}1 ® 15th | T'ivratara Ma.
iit, 1 @® 16th | T{bratama Ma.
) 17th Pa 17th
Parva Dha | 1s5ih -] ' 18th
Komala Dha | 19tk P |19l
« Pivva Ni | 20th Dha 20th
| homala Ni | 21st o 218t | T'ibra Dha
22nd Ni C220d | Tiovatara Dha,

—IM

N. B.—Sa and Pa are fixed notes :

they have no Sharps and Flata.

e e e S
t

T
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The sounds called Purva-Ga, Komala-Ga, Tibratara-Ri, Atz
tthratama-Ga, Purva-Ni, and Tthratara-Dha, are (as the -table
shows) the same as those called S‘wddha-Re, 1tvra-Ri, S'ud-
dhi-Ga, Suddhin-Ma, 8'uddha-Dha aud S'uddha- N1, respectively.
This difference in names is atiributable to the different Suddha-
gvaras rendering themselves Vicritasvaras by being shifted and
placed in same S'rutis in the formation® of different scales. Gu
becomes Pérva, when S'uddha-Ri becomes Vacrita, by being
removed one or two S'rutis below, and Ga shifted down to the
place of S‘uddha-Ri, Sa remaining as it 1s,—for, as a rule, in this
system of Hindu Music, Sa and Pua are fixed notes, and should
never be shifted above or below from the respective places as-
signed to them. When Ga is shifted one sruti below, Ri
either remaining in its own place or being removed to the first or
second 8’ruts below it, or taken off altogether from the scale, is
called Komalu-Gu. The mname ZLibra-Rié 1s given to
the same sound, when Ri is shifted up one &'rufi, and Ga
is either S'uddha or Sharp. When Ga is raised, and Ri
shifted up to the place of Gu, the latter (Ri) assumes the raine
of Tibratara-Ri. Similarly, when Ma is removed to one, two
or threc 8'rutis above, and Gu occupy the place of Ma, (Fu 18 then
called Atitéibratama. Ni: becomes Purva when itis shifted
down to the place of Dha, Dha then being removed to one or two
srutis below it. When N7 islowered one s'ruti, Dha either remain-
ing in its own place, or being shifted down or omitted 1n a sesle,
the former is called Komala-Ni. The sound it represents 1s also
called by the name of Tibra-Dha, provided ANi 1s either raised
or allowed its own place. When Ni becomes Sharp and Dl
takes its place. the latter assumes the name of Tibvatore D

The Vicritasvara, called Piérva-Ga, presuproscs thie prescnce
of either Komala-Ri or Pirva-Itt velow it, whercas Suddha-Ra
presupposes the absence of both of them. Similarly. Pérva-Ni pro-
supposes the presence of either Koneilw-Dha or Purve-Dha below
it, but Swuddha-Dha the absence of both of them. In short, as

Ri (a, Ma, Dha and Ni—Dbe they Suddhy or Vierita—are

always held to be the 2ud, 3rd, 4th, 6ih, and 7th notes respective-

ly, no two successive notes are shifted to each other’s S'rutis 1n one
and the same scale, and no note is lowered or raised to the
prace of its succecding or preceding note, until that .succeed-
ing or preceding uote 1s shifted above or obelow 1ts own
placc. . ‘ e
The scale consisting of S'wdldlhasvaras only is calied Suddha-

Mela, aud those having in the series one or more Vierstusva.gs

are callsd Vierita-Meolus. < M¢la” is a Sanskrit werd generally

Fe
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7he Music of Hindustan. o ) The Music of Hindustan.

signifying aggregate and techinically a ‘'musical scale, which is an
aggregate of 5, 6, or 7 different notes fixed within a heptachord
(diapason). This word, though still in use among most of the
present musicians, 18 held by same to he synonymous to the cur-
rent Hindusianee word “ Thdta” Captain Willard, in his “Trea-
tise on Hindu Music, ” used ¢ Thdta” iu the seuso of Méla, bug
my short experience teaches me that

“Thdte” is a term used
1 only in instrumental music to denote relative positions of the
t frets (in a Vinid, Sit4
).

- SR

in Desg.

9,283,218
9,283,218

r and similar other Iistruments) adjusted
| for expressing Méla. Melas may be called “ Modes” the differ-

ence 1n their significations being considered immaterial,

A Méla is either Sampiirna, Shdrabe or Auraba accordingly
as it 1s constituted by 7, 6,or 5, notes. Asa rule, no mdlg
should want Sa, which is its first note. The number of S'uddha
Melas is  altogether 22 and that of Vicrita-Mélas 11,318,
making a total of 11,340, of which 2,664 are Sampidrna, 5,175
Sharaba and 3,501 Awraba. ‘

Any two Mélas, when mixed together by one of them being

used in ascending and the other in descending, form what mizhs

s | be called a  “mixed” scale or ¢“Misra’ Mély. The Mis'ra”
- . Mélas are 128,584.260 in number. These “ Mis'ra”’ JMélas

and the above 11,340 Mélas which I should call ¢ Mukhya”

(8= ) or “ Primary,” are possible varieties of scales in this systemn.
| But it seems more than probable that onl

them were used,—the rest neglected,
annexed tables, I

7,088,906
13,765,047
13,765,047
26,713,392
18,019,134

18,019.134
12,148,710
128,085,800

Do,

5,169
290

H2

L)

2,663
15,978
39,945
31,014
77,535

3,486
20,916

248,996

!
}

SPECILS,

2,663
5,169
3,486
15,978
31,014
20,916
39,945
77,535
52,290
248,996

-

e ————————
ToraL
| 7,094,232
13,766,200
9,326,664
13,786,200
26,715,450
18,117,675
9,326,664
18,117,875
12.253,51'0
128,584,260

6
6
30
0
15

15

mized ” Scales (Misra Méla )
in Desg.|Vicrita in Desg.|{S'uddba in Desg.

90
210
462

'YX XXX

S'uddha in Ascg.|%'uddha in Aseg.|Vierita in Ascg.| Vierita ir. Ascg.
Do.

y the choice ones among y
However, in the two
give the numbers of the different varieties of

154
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Do.
Do.
Do.
Do

Do.
Do.
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ampiil

Shiraba

RS \
% -
£ :
= R=
o : : £ gs e s oA =
the Mélas to satisfy curious readers, S = - S S . - z . s
N Q ©
: < 3 &
ot P, ,
: . P N » | |
Table shewing the numnbers of “Primary” Scales (Mukhya-3 éla). ; = e 2 m s a2 n s s
g . pny
' S o < o
. < & 8 4 4 B oz g
Vicrita-MeLas, kaving H ~= S 3 = 2 08 2 32 3 A2
3 7 = g2 & = £ & &5 £ ¢
KINDS S Torar ~ 8 & 5§ E <8 35 E < 3
P4 A . . "5"\3‘) l ] 2 3 4 5 . CTATL, '.% £ ﬁ ¢ UCE m Q w w q
, n™ !'Verita ‘ Vicrita | Vie'ia-| Vierita-! Vim-ita-l &N gJJ
. | , < . 'tj - - = - by -
. i Svara. ]Sva.ras Svaras. | Svaras | Svaras, 3 = - - . o = b o
i : , '4 3 ‘:D
Samptrna 1 17 126 500 1,060 | 960 | 2,664 k= P
! .= = - - - ~
| Sharaba 6 8 50+ | 1,500 2,126 960 | 5176 \ 3
. ' @
Aurgba 15 170 75C | 1.500 1.060 | ...... 3,501 =d .. - = N
! -l - = A - - = - -
| ! =
¢ Total 22 ! 272 | 1,386 | 8,500 4,240 | 1.920 11,540 . ‘ g 1
u

i Auraba
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Each Méla is the basis of more than ons

i’ | L 13 particular rdga, | DIAGRAM No. 1.
i a8 the applications of the notes constituting the méla vary N L _—

- accordingly as the mnotes assumed for Graha, Ansa, Nydsa, &e. |
. | (explained before) differ in differenc rdgas.

i Some other varisties The Three Grdmas (Scales) in Hindu Musie,
of rdyas are formed by certain adopted peculiarities in the use . -

w

7‘ of oue or more notes, which accordingly assume the following § - 6 . = g
o names; namely, Yamala (g#a) Slishta (fae ) Pdrvdsrita § = 2,8 '§ k2 &
’ (wafsa) Parasrits (axfya) &c., &. Such fwo notes are § (gé o 1L = o . g o
. . . 2 S L = . Y 18. X pd 3
| called Yamala (twins) as are used tnvariably one after the other gﬁg Names of S'rutis By ey E
i I a plece of music. A note is named S'lishta when it.is in- 4 =2 = = k=
‘ vaz;lab]’y uttered after or before a certain note. A note 1s called CR-S 2 ©
Parvds'rita or Parasrita accordingly as it is used invariably aftez §{ 2 )
i § or before a certain note. 1 Ni
8 There appear to be also some other systems of Hindoo-—Mu§ic 8l 1.t | Tiba o ® |
4 adopted by the ancients. My knowledge of them at present §i - @ @ . @
: 1 : S = .. . : 91,4 | Kumudvati .o
;; ‘ 1S too hml'ted to allow me the pleasure of explaining their nature §I = e ® ®
! , to the satisfaction of the reader. ‘Bt 3:d | Mandd ..
L .Rhythms., Metres, Compositions, Nota.tions, &c., &c., in connection § b 4 | Chhandavatf Sa Sa Sa
| g | u with the Hmdu-—Musnp canuot be cursorily treated of, aud I shall | . ® © @
i b not, therefore, dwell at all on these subjects here. | 81 5th | Duybval ... .
4 J ' | 1 1 : | ese oo Q ‘ .Rl
V . OALCUTTA, , 6th .Ran.)am | voe R Ri °
1 C 26tk October 1878, SA'RADA’ PRASA’DA GHOSHA. 7th | Ratika
| ] B @Y  &tu | Raudrf sos o ® :
- th #l o | Krodba ... e | Ga ) Ga
| | I T N R
- : e ®
: i 11th | Prasbrini ... - or e |
: 12th | Priti . | ® ¢ ®
! | I
13th | Mérjani ... o | Ma Ma Ma
5 14th | Kshitt vos ‘ ® ®
i Ralkta oee seo ® @ o
Saudipau ® Fa Pa
Alé-pilli Y o8 e Pa ‘ e
| Madantf ... | @ ® o
; Dha
& Rohini ese RN fee Q o
‘ Ramya ‘e oo Dbha Dla S
Uord ® | © e
Kshobbing ... | Niop N ®
K
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