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Abstract

This work traces the development of ragalakgana

as prescribed and described in the Natyasistra (jati-

lakgsana), BrhaddesI, SalgItaratnfkara, SvaramelakalZ-

nidhi, Ragavibodha, CaturdandIprakf5iki, Sangita-

parijata, Sangltasaramrta, and Samgrahaclidamani.

The structural and functional aspects of thirteen
ragalakgana are analyzed, namely, graha, amSa and nyfsa;
tadra and mandra; bahutva and alpatva; apany@sa, sapnyasa
and viny&sa; antaram3rga; gddava and audava,

The analysis traces the growth and decline of the
theory of these lakgana between 500 A,D. and the 19th
century, As comparisons of nominally and/or modally
related ragas are made in terms of their lakgapa, a
new criterion for the proper identification of ragas
emerges.,

In the process an attempt is made to solve the
unsettled question of the identification of the BD

basic r3gas and the SR ragangas.
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Errat a

"phava' in ldeu of Y"rasa'": line 4.

Add to footnote: "For statistical purpose, the
suddha jatis' note is also indicated underneath
their names"

Add the fogtnote: "A dash between notes indicates
a three-sruti interval®

"above" for "below": footnote 4, line 3.

tto' for "the'": paragraph 3%, line 4,

"SR" for "SD": n 1, N

Insert "by" between "step step": para.2, line 3,
Add s to "present": paragraph 2, line 1.

"step" in lieu of "beat": " ", "o 13.

Add "39" in footnote.

Add s to "show": paragraph 1, line 1,
"realization" in lieu of "translation": para.2, line
Insert "Ni" after "kakali" in second heading,
Add "57v in footnote,

Insert "as apsa" after "Ni": para. 1, line 6,
Bhatkande misspelled in footnote 1,

"melodic" for "tonal" in last line of footnote,

Retroflex d in Sapgrahacidamani which should also
be underlined: paragraph 1, line 2,

"give" in lieu of "call": paragraph 1, line 2,

"paga™ in lieu of '"mode" and insert at this point,
"in the Ayyar edition": penultimate line.

Edutanilacite misspelled in footnote 2.
Manasuloni misspelled in the first example,

Add to footnote: "While Turks is the literal
translation of Turugka, the reference here is
perhaps to Muslims".
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Pref ace

The music treatises on which this work is based
are printed editions of Sanskrit manuscripts. Like
the manuscripts of music treatises found in various
monasteries of Burope, these manuscripts are hand copies
of the originals in various state and private libraries
in India, In their printed form, the treatises have
undergone much needed emendations and format revision.
As other MSS of a treatise come to light, the work of
collation and revision remains a continuing one, As a
result, the latest printed edition of a work is usually,
although not necessarily, an improvement over the earlier
one, Where a text has had only one printed version,
comparison can be made only with its manuscript.

The most important of early music treatises on

Indian music is the NajyaSastra(NS), attributed to

Bharata.l As a compendium of the ancient writings on
the art and science of the drama, the NS contains six
chapters (chaps. 28-33) on music which serve as the

model of subsequent treatises on Indian music.

lThis could be either a proper name or a title conferred

upon one proficient in the art and science of drama,
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The NS explains the structure and nature of the
jatis by means of ten features or characteristics, the
lakgapa, namely, graha, apsa, nyasa, apanyasa, mandra,
ta8ra, alpatva, bahutva, gadava and augava. These jati-
lakgana become ragalakgana when the raga supersedes the
jati as India's model of classical music. The jati or
raga is at once a scale and a mode, the former consist-
ing of seven notes tuned to various pitch levels, the
latter being the effect produced by the traditional and
imaginative use of at least five of these notes.,

In its present form the date of the NS has been
fixed at possibly the 5th century A.D.l There have been
four editions of the NS: the Gaekwad Oriental Series,
Barcda edition with commentary by Abhinavagupta, in four
volumes, as follows, vol,I, chaps. 1-7/ (Series 3%6) 1926,
a second edition, 1956; vol,II, chaps, 8-18 (Series 68)
1934 ; vol,III, chaps. 19-27 (Series 124) 1954; vol,IV,
chaps., 28=37 (Series 145) 1964; the Xavyamald Sanskrit
Series 42, Bombay, 1894, a second edition, 1943; the
Kdshi (Chowkhamba) Sangkrit Series 60, Banares, 1929;

lBy comparing it with the N3radasTksd and the Priti-

s8khyas, S. Varma sets The NS's lower limit at this
date, In Critical studies in the phonetic observatio

of Indian grammarians, (The Royal Asiabic society, .
1929), 49. -
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and the Bibliotheca Indica Series, Calcutta, in two
volumes of which only the second volume has appeared,
vol.II, chaps, 28-36 (Issue no,1570) 1956, Each succeed-
ing edifion usually includes variant readings from
previous NS editions., We have used the 1943 Kavyamala,
the Bibliotheca Indica (vol.II), and the Gaekwad (vol,IV)
editions in this paper. An English translation of the

NS by M. Ghosh appears as Bibliotheca Indica Series,
vol.I, chaps.l1-27 (Issue no,1559) 1951 and vol,II,

chaps., 28~36 (Issue no,1581) 1961.

Our next source is Matanga's BrhaddeSI(BD). The

titie has been translated as the "great collection of
formalized de$I, or regional songs with ’cunes."l On
the basis of Matahga's references in the text to his
predecessors, a probable date of the BD is about the

10th century.2 To date only one edition of the BD has

1Gangoly, 0.C. R83gas and raginis. . . (Bombay, 1948),16.

2V. Raghavan believes that Rudrata, one of the predecessors

Matanga mentions in his BD, flourished in the 9th cen-
tury and that the BD is therefore later than that
century. In "Some names in early sangita literature",
JMAM, ITT, nos.1~-2,19;25-6. But Gangoly reasons that
the archaic nature of the BD rigas makes this date
difficult to accept (op. cit.,18),
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been undertaken, the Trivandrum Sanskrit Series 94,
Trivandrum, 1928, The edition is '"based on two palm
leaf manuscripts in Malayalam characters obtained from
the Poonjar Raja, North Travancore." One of these
manuscripts is described as being "exceedingly worn out;

it is about four centuries old. . ."1

This is perhaps
why the edition leaves much to be desired. Evidence of
gaps in the text,2 of interpolations and corrupt read-
ings is found in the printed text. In view of its
historical importance it is hoped that other MSS of the
BD will be found and a better edition made. For it is
the BD, apparently, that first defines the rdga formally
and explains the modal system of parent ragas and their
derivatives.,

In the mediaeval period of the history of India,

the most comprehensive work on Indian music was written,

the SafigItaratnikara(SR). Its author, SArhgadeva, was

employed by a Deccan king of the Yadava dynasty, who
ruled from 1210 to 1247/, It is these two dates that are

usually given with reference to the SR. The text borrows

lBD preface, pP.2

2E.g., the description of Madhyama and PaficamI jatis is

missing., :
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quite a bit of its basic jati and raga material from
the BD. Three more lakgana are formally defined in
the SR, namely, antaramarga, samnyasa and vinyasa.

The SR has had three printed versions., The first
edition with the commentary of Siphabhupala appeared in
1879 in Calcutba but it is said only the svara chapter
was published., In 1896 the SR appeared in two volumes
with commentary by Kallin@tha in the EnandaSrama Sanskrit
Series 35 edition of which a second one was published in
1920 in Calcutta, Between 1943 and 1953 an edition in
four volumes with the commentaries of Kallinatha and
Siphabhtpala was undertaken by the Adyar Library, Madras,
as follows: vol.,I (Series 30) 1943; vol.II (Series 43)
1944 vol,IITI (Series 78) 1951; vol,IV (Series 86) 1953.
Since then a éecond edition of vol.II which contains the
chapter on the raga was published in 1959, Our references
are made to vols, I and II (1944 and 1959) of the Adyar
Library Series, An annotated English translation of vol.I
by C. Kunhan Raja was published by the Adyar Library
(Series 51) in 1945,

After the SR, discussion of ragalakgana in the
treatises dwindles and their mention is confined to a
brief listing of the ridga's features, For instance,

in RZmZmdtya's Svaramelakaldnidhi(SMK), our next source,
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only one Sloka is devoted to the definition of rdgalakgana.

Post-SR writers, it would seem, leave the more detailed

theory of ragalakgana to earlier treatises such as the

NS, BD and SR. Instead, they concentrate their attention

to the task of developing a mela system that makes use

of the svaras, now codified into twelve tones (excluding

the enharmonic tones), by which the ragas may be classified,
Printed editions of the SMK have been made from

manuscripts found in Tanjore, Madras, Baroda and Bikaner,

A first edition appeared at Kumbakonam in 1906 and another

in 1910 at Bombay. In 1932 the Annamalai University

published M.S. Ramaswami Aiyar's edition and translation

into English of this treatise. Paperbacks of the SMK

have also been issued in 1950 and in 1963 at Hathras.

It is the Annamalai University edition that we have used.

The colophon at the end of the treatise gives the date

1472 of the Saka era, that is, 1550, as the year the

work was completed,

Soman&tha, author of Ragavibodha(RV), 1609 (according

to its colophon), follows very much the same pattern set
by the SMK, He introduces for the first time, however,

a system of notating gamakas (ornamentation) by means of
symbols of his own design, placed above or below the sfara

syllable., Based on fifty ragas, the RV raga-rupas for the
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vIpd illustrate Somanadtha's gamakas as well as his
lakgana,

To our knowledge the RV has had three editions:
the Poona, 1895 edition which includes the anthor's
commentary and comes in four fascicles; the edition
(with no commentary) and English translation by M.S.
Ramaswami Aiyar, Triplicane, Madras, 19%%; and the
Adyar Library Series 48 edition, 1945 which includes
Somandtha's commentary, It was possible to get all
three editions for our study.

CaturdandIprakdsika(CDP) refers to the four branches

of instruction on the raga, namely, Hlapa, thaya, gita
and prabandha, or roughly, modal delineation, note-
patterns in ascent and descent, melody and composition,

The date of the work is estimated to be 1620,1

It is in
the CDP that the idea of a classificatory system for
ragas based on seventy-two melas is first propounded.

Of these Vefikatamakhin, the CDP author, considers only
nineteen to be the bases of the ragas current in his day.
He defines ten ragalakgana; of the three left undefined,

gddava and audava are embodied in the description of the

ragas and antaramarga is ignored.

1According to the editors of the 1934 edition but Gangoly
(op. cit.) gives the year 1660 (p.62 and 209),



The text is available in two editions: the 1918,
Poona edition, and the Music Academy Series 3 edition,
Madrag, 1934, We have only the latter.

Ahobala's Sangitapdrijata(SP) ig8 said to have been

translated into Persian by the scholar, DInand@th, in
1724 and that the work must have therefore been written

sometime in the 17th century.r

A system of determining
the pitches of twelve svaras by means of their descrip-
tion in terms of the length of the string of the vipa
is given in the SP. Ahobala's basic scale is akin to
the D mode., Other scales arise as the component parts
of this basic scale are altered, The author describes
122 ragas and illustrates them by examples of their
svara prastdra or &lapa., Musical illustration and the
theoretical lakgana of the raga from here on reduced to
graha, apba, nyasa and its scale size may now be said to
constitute the means for determining a raga's character-
istics.

The first printed publication of the SP was the
Calcutta edition of 1884, Other editions have been

issued in Hathras in 1941 and 1956 with a commentary in

16

lBnStkhagde, V.N. A comparative study . . . (1930-31),31.

Gangoly cites 1685 as a probable date (op. cit.,p.63).
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Hindi. Our copy is the 1956 Hathras edition,

The Sangltasaramrta(SS) is one of several works

written by Tulaja of the Marathds who was king of
Tanjore between 1729-1735. The 8S quotes a great deal
from the SR and the CDP, Tulaja's 112 ragas, based on
twenty-~one melas, are illustrated by various types of
prayogas, that is, set phrases or formulae, These
musical illustrations either confirm or conflict with
the ragas' theoretical lakgana.

All the manuscripts of the SS available in the
Sarasvati Mahal Library, Tanjore, have been declared

incomplete.l

The first printed version of the work

appeared in Bombay in 1911, Our copy is the Music

Academy Series 5 edition, Madras, published in 1942,
Tinally, our last Sanskrit text for the study of

ragalakgana is the Sapgrahacld@mapi(SC)., From the

condition of the cadjan-leaf manuscripts of the work
and from the theories advanced in the text, it has been

surmised that its author, Govinda,2 probably lived in

lMusic Academy edition, vii of the introduction.

2Also known as Govindacarya to distinguish him from

Govinda DIkshita who is said to be the father of
Venkatamakhin,
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the second half of the 18th century.l

A greater part of the SC is taken up by the notation
of lakganagitas, vocal pieces that illustrate the raga's
characteristic phrases and other features, for each of
the text's %66 ragas. These and the SP and 8S illustra-
tions set the example that later theorists are to follow
in developing practical and valid criteria for the
identification of ragas.

So far as we know, the only edition of the SC is

the 1938 Adyar Library edition of S, Subrahmanya Sastri.

In preparing this short account of our sources,
we have had to trace the chronology of the various
editions of the nine Sanskrit music treatises from bits
and pieces of information everywhere (introductory or
prefatory remarks by the editors have not always proved
helpful in this respect). It is hoped that gaps, if any,
in this bibliographical survey will be filled in by the
expert, errors corrected and further data added whenever

new editions of these works appear.

lSC introduction,xxxiii. Harold Powers, however, believes
that the treatise was written in the 19th century.
The background of the South Indian raga system (Princeton
University, unpubl, Fh,D, thesis, 1958), I,22,
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Introduction

The ancient music system of India is based on a
series of seven svaras (notes), Sa, Ri, Ga, Ma, Pa,
Dha, and l\Ti,:L constituting what in effect are two
conjunct tetrachords, Sa-Ma and Ma-Ni, of nine Srutis
(microtonal units) each. There are three tone sizes
in this svara series of twenty-two Srutis: a four-Sruti
tone comparable to the major tone, a three-Sruti or
minor tone, and a two-Sruti or semitone.2 The archetype
svara-series called the Jadjagrama (shortened to Sa-grama)

allpcates the twenty-two srutis as follows:

Sa Ri Ga Ma Pa Dha Ni”
4 3 2 4 4 3 2

lshort for Sadja, Rgabha, Gandhara, Madhyama, Paficama,

Dhaivata and Nigada, comparable to the Western vocables,
ut (or do), re, mi, ga, sol, la, and si. Popley ex-
plains how the svaras come by their names. The music
of India (London, 1921), 32-3.

2A.A. Bake traces the different tone sizes to the tones

used in S&mavedic chanting. "Indische Musik", MGG,
VI ’ 1157-65 .

One of the first to make a study of this subject was
K.B. Deval who used a diachord to investigate the
different sizes of tones. The Hindu musical scale
and the 22 shrutees (Poona, 1910).

5‘l‘hg interval is reckoned from the upper note and the
sruti-level precedes the svara,
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A second archetype of svara-series, the Madhyama-
grama (Ma~grima) differs from the Sa-gr8@ma in its sruti-

level for Pa:

Sa Ri Ga Ma Pa Dha Ni
4. 3 2 4 3 4 2

Although presented in this manner initially, the Ma-grama

in fact begins its svara series on Mal so that its fifth

degree is Sa. The difference between the two gramas is

thus more readily understood when it is seen that the

2

lowering of Pa™ results in a "major third" in the Ma-

grama as against a "minor third" in the Sa-grama:

Sa Ri Ga Ma Pa Dha Ni
4 3 2 4 4 5 2

Ma Pa Dha Ni Sa Ri Ga
4 3 4 2 4 3 2

A third gr3ma, the G&ndhAragrama (Ga-grima) which
apparently consisted of three successive minor tones in

the first tetrachord appears never to have had any

Ins,28:28-9

21t is this lowering of Pa by one éruti, called the

pramana or standard sruti, that serves to demonstrate
the actuallty of the three sizes of tones, See,

Bake, A.A. "Bharata's experiment with the two v1nas"
BSOAS XX (1957), 61-7.




practical application,

Intervals of nine srutis and thirteen Ssrutis
constitute a samvadI (consonant) relationship of
perfect fourths and fifths; intervals of two Srutis
and/or twenty Srutis, a vivadI (dissonant) relationship
of the minor second and its inversion; all other inter-
vals being anuvadl (assonant) relationships of thirds,
sixths, augmented fourths and diminished fifths,

Ga and Ni in the two gramas effect a change of
pitch by the so-called principle of sédhﬁrapa.l This
is the principle of sharing, by which Sa and Ma each
share two of their four Srutis with Ni and Ga, so that
the latter assume the nature of a leading note, the
distance between Ni-Sa and Ga-Ma having been reduced to
a semitone,

Seven ascending svara progressions (mUrcchands)
are obtained from each grama, While their svaras are
given in an ascending series, the sevem murcchanas
themselves are arranged in descending order, Thus, in
the Sa-grama, the Sa-mircchand is followed by the Ni-

mircchand, thence by the Dha-mUrcchand, and so on,

lSee, Jairazbhoy, N,A, "Bharata's concept of sadharana",

BSOAS, XXI (1958), 54-60.

21
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In the Ma-grdma the system starts with the Ma-murcchana,
followed by the Ga-mUrcchana, the Ri-mircchana, and so
forth, All fourteen mﬁrcchan551 are given proper names
and are quite often referred to in the texts by these
names.

Mircchanas form the bases of the jatis which, in
turn, are endowed with structural and functional features,
There are seven Suddha (basic) j8tis from which subsequent
developments in Indian classical music may be traced.
These basic modes or Jjatis assume the names of the initial
svara of their mircchan@s, four of which belong to the
Sa-grama (the mircchana@s, Sa, Ri, Dha and Ni) and three
to the Ma-grama (the mUrcchands, Ga, Ma and Pa).

With the exceptien of Dhaivati, the jatis have a
conjunct pentachord-~-tetrachord structure which may be
likened to the structure of the Western church authentic
modes., DhaivatI, Arsabhi's plagal, has the tetrachord-
pentachord structure of the plagal mode.2 Three of the
modes may also be constructed as consisting of two dis-

junct tebtrachords each, separated by a major tone: $&J4jI,

lTwenty—one mircchanas if the Ga-grama murcchanis are

considered.

2Strictly speaking, $8¢JjI cannot be Madhyama¥s plagal

because these two belong to different gramas. The
same is true of NigadY in relation to Gandhari.




Madhyama and N1§ad19‘

In Western terms the modes may
be said to represent the D, E, ¥, G, A, B, and C modes,

D and G being the two principal modes.

Jati Intervallic structure
S"" 1 5 1 it |
adjx S R M D N
3 2 4 4 3 2 (4)
1 §] 1
Argabhi R ¢ M P D N 8
2 4 4 3 2 4 (3)
] 1)
GEndhErT G M P D s R
4 3 4 2 4 3 (2)
t i L ]
Madhyam& M P D N S R G
Z 4 2 4 3 2 (4)
Paficami ﬁ D N S s G M '
4 2 4 2 4 (3)
Dhaivati D ¥ 8 R G M P
2 4 3 2 4 4 (3)
{ 1 i ]
NigZdI N § R G M P D
4 3 2 4 4 3 (2)

1

As such, they may be said to have two tonics each, or,

two sets of tonic consonants, viz., $8¢jI: Sa-Ma and
Sa~Pa; Madhyama: Ma-Ni and Ma-Sa; NigddI: Ni-Ga and

leMa.

NigadI possess perfect symmetry.

Of the three disjunct structures, 9adJjI and

eb
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The intervallic relationship between svaras shown
above is the basis of much of the principles governing
the jati's characteristics. To a large extent consonance
determines the jati's dominant svaras or amsas, and,
lack of it, the jati's weak or transitory svaras. In
addition, lack of consonance appears to be responsible
for gaps in hexatonic or pentatonic jatis, The choice
of subsidiary finals also depends on the relationship
between amSas and nyadsas (finals).

There are three registers in the Indian system:
mandra, low; madhya, middle; and t&@ra, high; each register
comprising seven notes, hence, called saptaka. (In
current practice, however, saptaka is usually thought of
as an octave,) The initial (graha) and final (nydsa) of
a ja&ti make the concept of saptaka a relative one,

Only three scale sizes are considered suitable for
classical music:l heptatonic, hexatonic and pentatonic,
all three being hemitonic and the latter anhemitonic as
well,

Laksax;xa2 may be defined as essential functional and

lAlthough there are terms for a one-note, two-note,

three-note and four-note series in the early treatises.,

2'.['he word is used in both the plural and singular sense,
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structural features that, collectively and in various
combinations, establish the jati's, and subsequently

the raga's, formal size and shape and the "internal
relationship"l that produce the rasa (mood or ethos)
asspciated with it., When a jati acquires specific
features or lakgapa (without which it is a mere mircchand) ,
it becomes a formal entity comparable to other musical
art-forms, Finally, lakgapa are criteria that serve to
identify one jati or radga from another.

The lakgapa include the graha (initial), agsa
(predominant), final (nyasa), apanyasa (cofinal),
sapnydsa (initial cadence note), vinydsa (textual cadence
note), t3ra and mandra (upper and lower limits), bahutva
and alpatva (prominence and transitoriness of notes),
antaramdrga (state of imbalance), g8dava (hexatonic),
and audava (pentatonic).,

While these features aretmentioned in various

articles and books on Indian music, much remains to be

analyzed or clarified, for at best much of what has been

1A A, Bake writes: "As in all true modal mugic it is the

difference in internal relationship, not the difference

in piteéh, whiéh distinguishes one raga from another .
(Ibid., p.64),

n
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written in English on the lakgana has been more
descriptive than analytic., When one considers how

well established in theory these structural and
functional lakgana were to the Indian mode at a time
when Western music theory was in "an inchoate stage

of development", one marvels at the extent to which
Indian music theory had already developed fifteen
hundred years ago. With the aid of the music terminology
of the West it is hoped that this volume on the raga-
lakgana may stimulate critical analysis of the ragas

themselves,
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Graha, AmSa and Nydsa
in the Jati

A study of the characteristics of the raga, if it is
to be comprehensive, will need to start at the raga's
immediate forbear, the jati, from which its present-day
basic features have been acquired, By tracing the role
of the jEti-lakgapa as described in the Natyasdstra (NS);
BrhaddesI (BD), and SahgItaratnakara (SR), some correlation
between the various functional constituents in the jati
and the raga may arise, at the same time retaining a sense
of historical continuity. The three lakgana, Graha, ApSa
and Ny&dsa, to be considered in this section are usually
grouped in this manner, as later Sanskrit texts will show,

It seems evident that Graha refers to a single initial
note "from which [something] develops".l That this note
might include a group of notes or be the opening note of
an initial melodic phrase or formula, the definition in
the NS gives no hint, In Byzantine hymns the word Initium
may refer to a specific beginning note but it is the

opening melodic formula that is usually meant by that term.2

lgrahﬁs tu sarvajatInam amSavat parikIrtitd@h /

yah pravrttau bhaved amSah so 'mso grahavikalpital // 75
NS, 28

2Wellesz, Es A history of Byzantine music and hymnography

(24 ed.; Oxford, 1961),327.
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Intonation is another term used in the Gregorian chant as

well, In psalms, canticles, introits, responsories,
tracts, and communions, Intonation refers to a group of
notes which constitute the opening recitative i‘ormula.l
Graha, on the other hand, literally means 'laying hold of,
seizing', and in this sense might apply bto the initial
effort, that is, the initial note, that establishes the
modality of a jati. Thus, the suddha jatis derive their
names from the initial or name-note (nd@masvara or namakrt-
svara) of the murcchanas from which they were formed, The
Suddha jati's name-note, which is its graha, indicates,
therefore, the degree of the parent scale (gra@ma) on which
the jati begins and the intervallic arrangement of its
svaras, Somewhat parallel to this is the correlation
found between the signature and intonation of a Byzantine
mode which Strunk has shown to exist.2

That Graha is very closely linked with AmSa is
understood from the Graha definition above, which equates
Graha with Amba: amSavat, like the amsa; and, so ‘'mSo

grahavikalpitah, the amSa as an alternative for graha,

lApel, W. Gregorian chant (London, 1958). See his

examples of Intonation on pp.210, 227, 237, 489,

2Strunk, 0., "Intonations and signatures of the Byzantine
modes," Musical Quarterly, XXXI (1945), 339-355,
The correlation in notation appears on pp.351-2.




29

Graha having been declared synonymous with Améa, then
never becomes separated from it.l This leads us to
surmise that besides being the beginning note and/or the
tonic degree of the jﬁti,a the Graha, as graha-amSa, may
also occur in the beginning of sections of the jati.
Whereas an Améa as a principal note has greater freedom
of movement throughout the musical piece, the amSa-graha
or grahanaméa is confined to beginnings.,

Specific grahas and ap$Sas are assigned to jatis in
the NS, numbering 6% in all, The Sloka reads, "The ambas
are known always to be 63 [in number] in all the jatis
of the two gramas, and even so are the grahas."5 This

inseparableness of the graha and améa makes one wonder

Lwnen naming the amSas of the j&tis, the grahas are

invariably included. This section is introduced thus:
améagrahan idanTm vyakhydsyamah - (We shall now
explain in detail the amSas and grahas.)

NS,28:before 87.

°The tonic degree of the &uddha jAtis would be the graha

svara that is also the ny@sa svara. While a suddha
jati may have several beginning notes, it might be
safe to assume that its tonic 1s the same note as its
final., That is to say, its scale may take several

forms according to its starting point but its "authentic!

form will have the graha (btonic) and nyasa (final) on
one and the same note.
5dvaigré'miki'n’éry jatInap sarvasam api nityasah /
trigagbir ams8 vijileyas tasa@p caiva tathd grahdh // 86
' (Loc. cit.)




50

whether in an earlier tradition the graha was not the more
important of the two, and that by the sixth century its
significance was being overshadowed by the growing
‘prominence of the am$a whose paramount position was by

then becoming more fully recognized. Thus in the Byhaddeéi
(BD), several centuries later, Matalga writes in his

chapter on the jatis almost depreciatingly of the graha.,

He recognizes 63 [grahas which act as] amSas, and asks what
is the difference between graha and amsa. The difference,
he says, is that "the agpSa is henceforth the v&di but the
graha is of four-fold difference from the vadi and others",l
that is, the graha is neither vadi, sapvadi, anuvadi, nor
vivadi. He then sums up the matter by the statement: "The
difference lies on its prevalence and non-prevalence, For
the graha has become non—prevalent."2 His objective becomes
apparent in the next sentence: "the superiority of the amsSa
comes from [the fact] that it creates the raga and that

it is all—pervasive".5 Thus, even while Matahga writes on

laméavartigaﬁti [sic; it should read, apSavat trigagtir] -
bhedabhinno boddhavyalh/ nanv evam grahd@msSayo ko bhedal/
ucyate/ amSo vady eva param grahas tu vady&dibhedabhinnad

caturvidhah/ BD, after §1.196.
2yad va pradhanapradhanakrto bhedali/ graho hy apradhidna-
bhiTtak/ Ibid,
5

ragajanakatvad vyapakatvdc cApSasyaiva pradhanyam/ Tbid.
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the jatis he has his mind on the réga.l To return to the
four-fold difference of the graha, this passage has been
interpreted as follows: ". . . by amsa the vadi alone is
meant, but by graha is meant the four kinds of notes called
vadi, ete." This is attributed to Siphabhipala as a
commentary on the Saﬁgftasudhékara.g This interpretation,
however, is open to question. It is somehow difficult to
see how a note which is synonymous with apmsé which, in
turn, is vadi, can be its own sonant, consonant, assonant
and dissonant. It appears that to be all four kinds
results in a loss of status., On the other hand, to maintain
the vaditva, sonance, wholly to the amsa (albeit somewhat
usurped by the graha) is to acquire a kind of superiority
over all the other notes, For the vadi, in relation to

the rest of the svaras, may also be a sagpvadi, anuvadi,

and vivadi. This would be true of all the notes depending
on the note-frame of reference, By relieving the graha of

all vadi concept, the implication is that the graha is not

lIt could, however, be argued here that "ragajanaka" might

mean "bearer of charm", instead. But see further below.

Ramachandran, N.S. The r83gas of Karnatic music (University
of Madras, 1938), 76.
The Sangitasudhakara is a 1l4th century treatise, It
seems apparent that Simhabhlipala had got his ideas from
the BD but wrongly interprets Matanga.
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to be thought of as a determinant note, although it is an
apmSa-svara. That function is left to the va&di alone, the
amsa, which Matafiga aptly calls the "na grahas svaritah",
the non-initial-sounded [note].l It miéht help to clear
the air to add that the apsa as vadi may be its own graha,
but a graha cannot determine its amSa., The graha's role,
therefore, is completely secondary, hence, Matanga's, not
Siphabhipdla's, verdict, "graho hy apradh&nabhitah."

In the Sangitaratndkara (SR), the graha's dual
nature, i.e., as graha and améa, is also declared from
the start.2 Its commentator, Kallinatha, makes a play on
the word 5£§E§5, and in three different ways explains graha's
duvality but adds little more. Having made it clear that
wherever the graha or amsa is mentioned, both are meant,
the SR never again refers to the graha in its description
of the jatis.

It is from the ApSa as vEdi that the concept of
intervallic harmony in the NS is evolved. From the sounded
amfa four harmonic relationships are established, namely,

the sonant, vadi; consonant, sapvadi; assonant, anuvadi;

18D, p.57 in his discussion of the apba,

2git§dinihitas tatra svaro graha itIritab /

tatrapSagrahayor anyataroktav ubhayagrahah // 31
SR,1,7
Bgyhita iti yena gItam grhyata iti va grahah/ SR,I,7,p.181,
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and dissonant, vivddi.' without an apsa or sounded note
of reference, as it were, no harmonic structure would be
possible, It is this harmonic relationship in the jati,
and later, the raga, that has made possible the development
of its other features and from which the evolutionary
process of the raga may be traced.

Ten characteristics are ascribed to the AmSa by the

2

NS,“ all ten showing the power of the amSa as a determining

factor in the jatis' features. Besides establishing
harmonic relationships with other notes and being the most.
prominent note of the jati, the amba determines the compass
or ambitus of the jati, and regulates the choice of
cadential pauses as well as beginning and ending notes.

It might serve a purpose to translate this passage in the

NS here:
"The apsa [is that note] in which beauty dwells and
from which beauty emanates;

It is [the note from which] a movement of five notes
away from it [fixes its] mandra and tara register;

L caturvidhatvan etegam vijﬁeyam Srutiyogatal /
vadl caivatha sampvadI hy anuvadI vivady api // 23
tatra yo yatramSah sa tatra vadi/ NS,28

grﬁgaé ca yasmin vasati yasmd@c caiva pravartate /

[tena vai tﬁramandr§Q§m yo 'tyartham upalabhyate /]
mandrat8ravigayd ca paficasvarapara gatih // 76
' ' (Cont'd)
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It is the most prominent note in a combination of
several notes;

Whose consonant(s) and assonant(s) are other strong
notesy

And is related to the %raha, apanyasa, vinyasa,
nyasa, and samnyasa;

As well as to be found all over [the musical piece]."

2

Both the BD™ and the SR3 echo the exposition of the

amp5a in the N8, with one difference. For the first time

-Cont,
anekasvarasampyoge yo 'tyartham upalabhyate /
anyas ca balino yasya sapv8dI canuvady api // 77
grah8panydsaviny@sanyasasapnyasagocaral /
paricirya sthito yas tu so 'mSah syad daSalakganah // 78
NS,28

lEach of these relationships is counted as one apSa feature.,

2ath§méab kathyate/ amSavibhdgal) sa daSavidho boddhavyal/
yasminn amSe kriyami@ne ragabhivyaktir bhavati so 'mSah/
yasmad varabhya gitah pravartate/ . . « +« ¢« ¢« + + « . .
ya§ ca bahuprayogatarah so 'py améaly/ yo ragasya vigaya-
tven@vasthitalh svarah so 'py am8al/ . . .+ 4 4 4 e 0 .
tena ca t&ramandrandp yo 'tyartham upalabhyate // 197
grahdpanyasavinyasasanpnyasanyasagocaral /
anuvrttad ca yas ceha so 'mSah sy8d daSalakganalh //
BD,pp.57-8

3yo raktivyafijako geye yat sapvadyanuvadinau /
vidaryap bahulau yasmat taramandravyavysthitah // 32
yah svayam yasya sapvadl canuvadl svaro 'paral /
nyasipanyasavinyasasapnyasagrahatan gatah // 33
prayoge bahulal sa syad vady amSo yogyat@vasat /
bahulatvap pragogesu vyapakap tv apSalaksanam // 34
SR,I,7
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in extant literature, presumably starting with Matahga,
the existence of the vidari as a music or verse section
in connection with the other types of endings is mentioned.l
As the most important note in the ecclesiastical modes,
the tenor or reciting tone might be said to correspond to
the amSa, The tenor is said to be characteristic not of
the mode itself but of "the recitation tones associated
with the mode and of a number of melodies derived from or
related to these recitation tones."2 Similarly, the amsa
by itself can hardly be said to characterize the jati.
The amSa might be better thought of in terms of its repeated
presence in melodic turns or phrases that tradition has-
associated with a particular jati.
Besides being bound to a liturgical text which the
amsa is not, the reciting tone is confined in theory to a
single tone in any given mode: a fifth above the final
(except the Phrygian) in the authentic modes, and a third
below these (except the Hypomixolydian)5 in the plagal
modes. On the other hand, the apéa may be as many as seven

lThe vida8rI is discussed under the heading, Apanyasa,

Samnyasa, and Vinyasa.

2Apel, W. Gregorian chant, 136,

5The variance in the exceptions is caused by the avoidance
of b,
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in number, as in the jati, Sadjamadhyama. It is not clear,
however, whether when a j&ti has more than one amsa, all
its am$as are utilized in one setting, or whether, and this
is perhaps more likely, a jati may have several facets to
its nature depending on the améa or, perhaps at most, a.
pair of amSas used to achieve the desired effect.

Another principal note comparable to the améa might
be the gammaz of the Arab mode. Generally the fifth note
from the tonic, the gammaz is described as '"le point
sulminant du mouvement mélodique, le degré le plus saillant
de la mélodie."l When the gammdz is the fourth or third
from the tonic, the modal scale i1s said to begin, not at
the true tonic, but at the note one or two degrees lower.2
Thus, the change in the modal framework rests not so much
on the gammaz as on the beginning note,

Probably in no other type of modal music is there a
principal or central note as powerful as the améa, in that
no other seemg to have been assigned ten different functions.
In theory, at least, this might be true, but in practice
the power of a principal note in any kind of music is
incalculable,

lD‘Erlanger, R. La musique arabe (Paris, 1949), V, 106.

2Tpid.




A table showing the graha—améas and nyasas of the
Suddha and vikrta jatis according to the NS now follows.
It will be seen that Gandh8rI is the most popular suddha
jati ingredient in the composition of the vikrta jatis.
Pa emerges as the most frequent graha—améa, followed by

Sa and Ni.
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Iike the graha, the Nyasa, or final, is determined
by or is related to the amSa, "Such is the nyasa: of
twenty-onefold, it is at the end of the limb [i.e., piecel."’
The " three texts agree to the total number of nyasas in the
jatis as a whole. The twenty-one nyasas are made up of
the seven svaras, a specified one for each of the eighteen
jatis, except fadjamadhyam&@ which has an additional one,
and KaisikI which has two more, The Suddha jatis take
their nama-svara or tonic as their nydsa. Among the vikpta
jatis, the three "udIcyava" ones, i.e., SadjodIcyavd,
Gandharodicyava, and Madhyamodicyava, have a common final,
Ma, More than half of the vikrta jatis take Ga as nyasa,
These have an anuvadi relationship with their corresponding
. graha-amsas but three of them are samvadis as well, The
table shows that fourteen of the eighteen jatis have
consonant endings, the rest being assonant to their grahg—
apmSas, with the exception of MadhyamodIcyavd whose Pa
graha-amSa might be considered a supertonal approach to
its nyasa-tonic, Ma, or the point of disjunction in its

tetrachordal system,

Latha nydsah - ekavimSatividho hy angasam3ptau/

NS,28:after 80.
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The choice of more than one nyasa, such as in the
jatis, Sadjamadhyamd and KaisikI, is comparable to the
medieval Byzantine system of echoi in which the four
authentic echoi have their finalis on one of two tones
that are a fifth or a fourth apart.® In Sadjamadhyamd
its nyasas Sa and Ma are also a fourth apart and are the
finals of the ja&ti's component modes, $adJjI and Madhyamd,
respectively. KaisikI's nyasas are Ga and Ni normally,
but when Dha and Ni are its main notes or amSas, then Pa
as nyasa is deemed preferable;e In this instance the
finals are a fifth apartb.,

The question now arises as to whether nyasa is to be
considered both tonic and final, In the Roman authentic
modes, tonic and final coincide., Similarly, the tonic,
garar, of the Arab mode is "invariablement la premiére

note de son octave fundamentale (son AdiwBn asSaST). ee.

C'est toujours sur la tonique qgue s'effectue le repos

final, la fin de la mélodie ou de ses parties principales."5

lReese, G. Music in the Middle Ages (London, 1941), 89,

2kaiéiky§mé§s tu vijileyah svaral sarve 'rgabhap vind /
eta eva hy apaenyasa nyasau gandharasaptamau // 156
dhaivate 'mSe nig8de ca ny3sah paficama igyate /
NS,28
5D'Erlang;er, R. La musique arabe, V, 107,
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The church plagal modes, on the other hand, have their
tonic a fourth below the final, Is nyadsa to be thought

of as the base of the jati with its grahas as multiple
tonics? Or do the grahas merely act as "points de départ®
ags does the mabdd of the Arab mode?t It seems reasonable
to consider the nyasa as the jati's base, base being
understood as tonic and final., In such a scalar structure,
the graha-apSas would act as initial and pivotal dentres
but their final resolution lies on the tonic-final.

Mention might also be made of the Indonesian sléndro patet

system in which the gong tone has been likened to the tonic,

and the dasar, "a sléndro fifthgpart" from the gong tone,
to the central or dominant tone, Though each has a
distinctive role in the patet, the two do not function
separately, and are considered to be the "melodic foci

of all patet”.2 Usually, either one of these two tones
may be the final note of a sléndro gending but analysis
has shown the first gong tone "to be the preferred finalis,

and the dasar, the next choice for a final tone - . . R

LTpid., 105.

2Hood, M. The nuclear theme as a determinant of patet in

Javanese music (Groningen, 1954), 2%/, et passim,

5Tbid., 121.
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The question of nyasa leads us to consider the drone,
Why this matter of drone is not found in the NS, or in the
SR, the most comprehensively written book on music theory,
is indeed curious. And it is equally difficult to fathom
how Captain Day determined the early drone to be the
"Dha drone"l, or how Clements arrived at the conclusion
that "it was the existence of the drone in Indian music
which led to the evolution of the Jatis".® As has been
pointedly stated, "If there had been a development
comparable to the present use of the drone, to have failed
to mention the very foundation of the subject would have
been an incredible omission in a text [NS] dealing with
the theory of music."5 If we accept the proposition that
there was no drone, or that its use was very limited,
when the NS, BD, and SR were written, then when did the

drone come to be associated with India's classical music?

lDay, C.R. The music and musical instruments of Southern
India and The Deccan (London, 1891), 109,

2Clements, E. Introduction to the study of Indian music

(London, 1913), 47.

5Jairazbhoy, N.A. The relevance to present day theory and
practice of Bharata's musical theory (Unpubl. typescript),

25,
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BD, after 51.254

Sadjamadhyamd (Prastira)
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Graha, Amsa, and Nydsa

in the Raga

In his treatise, the BD, Matanga quotes his
predecessors, Kasyapa, Yasjika, Durgasakti and others,
on various aspects of the raga. This attests the steady
development of other modal forms into ragas before his
time, It is in the BD, however, that the raga assumes a
definite form., As Matahiga declares: "Since the shape of
the raga's structure has not been stated by Bharata and

others,l it will now be investigated and defined by us,

together with its practice and theory."2

Matanga groups his genera of ridgas which he calls
gitis into seven types, namely, cokga or suddha, bhinna,
gauda, ragagiti (afterwards called vesara5), sadhirana,

bh&sa, and vibh'é@'é,4 each of these containing a number of

lMataﬁga applies some of Bharata's’rules concerning the
jatis to the ra@ga, and by this Sloka acknowledges
Bharata's contribution,
2r§gam§rgasya yad ripanp yan noktam bharatddibhil /
niripyate tad asmabhir lakgyalakganasamyutam // 279
BD

BA term Matanga borrows from DurgaSakti. BD:288 and p.94.

4idénilp sampravakgyami sapta gItir manoharalh /

prathama SuddhagIltih syad dvitIya bhinnakd bhavet // 285
trtiya gaudika caiva ragagitis caturthika /

sadharan tu vijieya gitijfiaih paficamI tatha // 286
bh&gagitis tu sagil syad vibhaga caiva saptamI /
saptagityo mayd proktd idanIm bheda ucyate // 287  Ibid.
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ragas. However, Matahga's gitis are structurally of four
categories only: Suddha, with its modified variant, bhinna,
and its stylistic form, gauda; vesara; sadh8rapa; bhagd
and vibhagad, the last group of two being derivatives of
the first three categories.l

"Suddhas are defined as those which conform only to
their own particular brand of Jjatis, one or more of which
are represented [in the ragal, all other jatis being
disregarded."2 It seems apparent from this definition
that Matanga's Suddha raga has come a long way from the
Suddha j&ti of Bharata's time. Although, as in Bharata,
Matanga denotes which murcchand or modal position each
raga is to take, it is this selectivity of jati composition
which points to the sophisticated level the jati-originated

raga has now attained. Of the five Suddha ra&gas, only

lMataﬁga's use of the generic term "gIti" when enumerating
his ra@gas has led Gangoly in his Ragas and raginis
(pp.16-9) to believe that only theé ragagiti wibh 1ts
"eight varieties" (p.18) may properly be called raga.
After listing his gitis and those of other writers,
Matahga continues with:

idanip sapprakgyami ragalakganam uttamam / (291)

(Now I will describe the superior characteristics
of the raga.)

and proceeds to do so starting with the Ssuddha ragas.
Znirapekgyanyajatir ye svaja(?) svajatim anuvartakdly // 317
svajatyanyatamds caiva te Suddh8h parikirtit3h /
Tbid,
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Suddhagidava originates from a single Suddha jati and even
this is in a modified form.' All the others arise from a
combination of vikrta or of Suddha and vikpta jatis. An
analysis of the jati content of Matanga's Suddha ragas
indicates that all the suddha jatis are represented except
Dhaivati (roughly B mode with its diminished fifth), and
that the main jati ingredients, $&¢jI and Madhyama, in
various combinations with other Jjatis, are found in four
of the five Suddha rigas.

A table of Matanga's scales now follows, Antara Ga

and kakali Ni as prescribed in the text are indicated by

a sharp sign.,

lvikéramadhyaméjateh sapmbhitah Suddhag8dabah // 318

Ibid.,
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Graha, a@éa‘and nyasa as explained in the BD in
connection with the section on the jati apply also to the
ragas. By means of their position in the raga we arrive
at some idea of the scale-~-types. The BD scale table shows
that Suddhag8dava and Suddhapaficama are "authentic!" modes.
And from the position of the nydsa it appears that Suddha-
s8dharita and SuddhakaisSikamadhyama are "plagal" modes of
the former, and SuddhakaiSika a plagal form of Suddha-

paﬁcama.l

lThe description of Suddhapaiicama is missing but two places

in the text provide some facts, Line 5 on p.86 is a
sentence which is out of place in the description of
Suddhasd@dava., The sentence appears to disclose the
origin of Suddhapaficama as being JadjodIcyava:

Suddhapaficamah gadjodIcyavatIjdtih smrtah /  (BD)
And BD:3%25 reads:
Suddhapaficamavat proktah svarajflair bhinnapaficamalh //

(By a scrutiny of its svaras Bhinnapaficama is
declared to be like Suddhapaficama,)

It is being assumed that Suddhapaficama as reconstructed
in the table above is valid enough. Sarfigadeva whose
description of early ragas coincides in almost every
respect with the BD, gives Pa as graha, agéa and nyasa of
Suddhapaficama, with the mircchand, Hrgsyaka (Pa), as its
modal position (SR,II,2:149),
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As to the modifiable svaras, Ga and Ni, it is not
clear whether in the BD sadharana system there is fluctua-
tion in the use of normal Ga and Ni and their sadharanpas,
or whether the antara Ga and kakali Ni prescribed are fixed
notes.l There is no evidence that a dichotomy, that is, a
system of two scales, one with the normal Ga and Ni, and
the other with their s@dharanas instead, exists in the BD
but it is strongly suspected that even when sadharana
gvaras are prescribed, some fluctuation between these and
their normal svaras actually occurs, It is not surprising,
therefore, that the plagal modes, SuddhakaisSikamadhyama
and Suddhakaisika do not include antara Ga in their scales
if they are to represent exact plagals of their authentic
modes.

Generally speaking, the Suddha or cokga ragas are
characterized as being heptatonic and as having their notes
used in a straightforward and even manner with regard to
their grace notes (lalita) in all three register3.2

lFor a thorough explanation of this phenomenon, see,

Jairazbhoy, N,A. "Bharata's concept of sadharana",
BSOAS, XXT (1958), 54-60.

“mandramandraif ca tarais ca pjubhir lalitaih samail // 291

svarai§ ca Srutibhil purpd cokgd gIitir uddhptad /
BD
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Another characteristic is the high position in the ambitus
of graha and apSa. This t8@ra position of graha and amsa
may be explained by the avarohI varpa (descending phrases)
that are still another feéture of the Suddha rﬁgas.l
Bhinnar8gas are modified &uddha ragas2 which differ
according to: svara (tonic shift), jati (prototype variancy),
suddha (purity of traditional ornamentation), and Sruti
(microtonal distribution).5
By shifting the graha-am&a from Ma of Suddhagﬁ@ava
to Dha in Bhinnagadja, and from Pa in Suddhapaficama to Dha
in Bhinnapaficama, the result is a svarabhinna, the purpose
of the modification being to stress an assonant or dissonant
relationship rather than a consonant one.‘l+ The shift of
graha-amsa Ma to Dha in Bhinnagadja stresses the assonant
relationship (a major third) between Dha and Sa, since Ri,
its consonant svara, has been omitted in this pentatonic

lThe only exception being in the description of Suddha-

kaisika where the text reads, '&rohl varna' (ascending
phrases),p.87, but this might be a scholiast's error.
SR gives ‘avarohi', II,2:32. :

“phinno 'tra vikrta ucyate/ vikptatvap ca plrvoktabruti-

bhinnety adilakganat/ BD, after:322,
3

Srutibhinno jatibhinnah Suddhabhinnah svarais tathad // 322
caturbhir bhidyate yasmat tasma&d bhinnaka ucyate /  Ibid,

4yad'é vadl grhItah syad sampvadl ca vimokgyate // 323
vivadl vanuvadi va svarabhinnah sa ucyate / Tbhid.,
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raga, In the BD vivadI table (mag@ala)l, vivEdI occurs
between Ni and Dha, and between Ri and Ga. In Bhinna-
palficama the reference is to the vivadi relationship between
Dha (now grahamaméa) and Ni. By occasionally omitting Ri,
thereby depriving the modified raga of its only consonant
interval, Dha and Ri, the dissonant quality between Dha
and Ni is emphasized.2 That svarabhinna applies only to
the authentic modes and not to the plagal ones suggests
that the addition of another tonal centre introduces
interest and variety, the two tonal centres being graha-
amSa on a note other than nya@sa, and the ny3sa svara itself.
We shall see this principle applied again and again in
succeeding ragas., The plagal modes with their inherent.
dual tonality, on the other hand, are modified by other
means,

In a jatibhinna, it is the paucity or frequency of
the raga's jati-amsa by the use of subtle devices and

oblique [svaral] movements that distinguishes Bhinna- from

18D,p.17.

2paﬁcamasya sthane sthane vivaditvena grhIto bhavati/
paficamasyas ca samvaditvena(?) varjyate kaddcid asau
bhinnapaficamah svarabhinno 'bhidhIyate/

Tbid.,p.89.
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guddhakaiéikamadhyama.l Suddhakaisikamadhyama is bound to
two jAtis, Sadjamadhyamd and KaisikI., This means that the
réga has inherited a .background rich in ag$a since the
combined jatis use all seven svaras as apSas, A way of
modification would be to reduce the number of parent-jatis
and to lessen the role of the remaining jati's ambas.
BhinnakaisSikamadhyama then is seen to originate from only
one parent-jati, gadjamadhyam&, By itself, this jati
utilizes all seven svaras as améa and has therefore that
many tonal centres., By dodging. these active notes and
placing more emphasis on only two tonal centres, Sa and Ma,
by means of sth8yi varpa (plateau position of phrases, i.e.,
no rise or fall), the modified r&ga distinguishes itself
from its Suddha counterpart.2 A transcription of vocal

pieces in these two rdgas as found in the SR is given below.

ljﬁtinam amSakam sthaya(?) svalpakas tu bahus tathad // 326
alpatvam ca bahutvam ca prayogalpabahutvatal /
sUkgmatislkgmair vakrais ca jatibhinnah sa ucyate // 327

Ibid.

2éuddhakaiéikamadhyo hi kaiSikIgadjamadhyam8jatyor

jata(ya?)h/ bhinnakaigikamadhyas tu sadjamadhyamajdter
jatatvat tad apSagr@hitbtvena masthiyivarpagr@hitvena ca
sikgmatisUkgmailh prayogais ca jatibhinno bhave(d i)ty
arthah/

ITbid.,before:3%28,
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Suddha and Bhinna Rigas
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Suddha and Bhinna Ragas
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Suddha and Bhinna Ragas
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Suddha and Bhinna R3gas
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The distinction between Suddha- and Bhinna-kaisika
which is called suddhabhinna seems to be one of cleavage
in traditional practice. "Suddhabhinna is defined as that
[condition] which, having taken hold of the traditional
ornamentations of its jatis, now dispenses with [the

1

ornamentations of] one of them," Both Suddha- and Bhinna-

kaiSika are bound to the Jja&tis, Kai§ikI and KErm3rav.®
Matafga states that although Bhinnakaisika has all the
characteristics of its Suddha counterpart, it is still
considered a variant.5 In what way? He points out that
Suddhakaisika's extension of notes aims at mandra (low
register) and that the notes prescribed for its Zldpa
would have to concentrate on that register, On the other
hand, BhinnakaiSika's &l8pa is performed on the t&ra (high)

; = . 4
svaras, because of which the raga becomes a variant.

lparityajann anyajatim svajatikulabhiganalh /
svakap kulap tu samgrhpafl Suddhabhinnal prakIrtitalh // 329
Ibid.
2Which‘of these two jatis is dispensed with in Bhinna-
kaibéika is not stated.
S4uddhasya laksanam samagrap bhinnakaibikasySpi vidyate/
tarhi ko bhedah/ Ibid.,after:329,

*suddhakaibika vdayap (?) yady api ragah tath8pi bhedo 'sti/

mandrabahulo 'yam/ yena samsth8ne(na) SuddhakaiSike svara-
lapah kriyate btatsapsth@nam viha(ya) tair eva svarair
aldpah kartavyah/ vibhinnakaiSike hi t8rasvarair 8lapah
iti/ rlpanyatvena@yam bhidyate/ Trid.,p.91.
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Suddhakaibika's initial graha-apSa in the t&@ra register
might explain the descending note-extension of its alapa,
However, the ultimate criterion in this type of bhinna is
one of adherence to tradition, exemplified by Suddhakaisika,
and of non-adherence by Bhinnakaisika.

The fourth type of bhinna, the &rutibhinna, is a
change in the distribution of sruti values in a mode that
has the same plagal position as Suddhas@dh@rita. Although
it is never once called Bhinnasadharita, the implication
is that Bhinnatdnal is a variant of Suddhas3dhdrita since
the latter is the only Suddha r&@ga that still remains to
be modified., In our BD scale table, it will be seen that
Tana is made up of two unequal conjunct tetrachords, while
Suddhasddh3rita has two equal disjunct tetrachords, within
their respective gra@ma system of Srutis. "When Ni adds
two more srutis [to it in a gr8ma system] in which Pa has
four srutis, this change results in a érutibhinna."2 Ni
which has been raised to k@kali in Tana redistributes the
number of Srutis within its tetrachord; a change of grama

further rearranges the Sruti values, Tana is also an

lSometimes simply T&na or even Bhinnandsika, BD,p.92.

2catuéérute]r_l paficamasya yad& Ssrutidvayam grhnati nigddah
tadd@sau Srutibhinno 'bhidhTIyate/
Ibid, ,after:331,
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example of svarabhinna, its Suddha's graha-apSa having
shifted from Sa to Pa; moreover, its jati lineage differs
entirely from GuddhasiahArita.t Tt is only its ny8sa that
ties it to the mode of the latter. This might explain why
Tana is not called Bhinnasadh3rita, since it is a variant
of all sorts,

In summing up, it might be said that the change from
suddha to bhinna generally involves a change in lakgana:
in svarabhinna, a change of tonic (graha-am$a) to bring
about the less usual assonant or dissonant relationship
between tonic and final (nyasa); in jatibhinna, the lack
of stress (alpatva) on hitherto important (bahubtva) notes
of the rdga's parent jatis; a change of register or
tessitura (mandra or t&ra) in Suddhabhinna; and finally,

a change in pitch level and of gra@ma, resulting in a
recollocation of Srutis, or Srutibhinna,

Three of the suddha rigas appear to be fitted for
the Gauda type, the florid version of the more sedate
suddha style. As the gauda variance is one of style

highly characterized "in all three registers by fast

l6uddnas3dnarita's parent jati is gadjamadhyamd which is
in the Sa-grama. Bhinnatdna's parent jatis, Madhyama
and PaficamI, on the other hand, belong to the Ma-grama.




68

shakes and other [musicall] devices"l rather than one of
basic lakgana, it will not be analyzed in detail here,
There is, however, one puzzling phenomenon in it. Paficama
in its gauda form now has its nyasa on Ma, When compared
to Bhinna. gadja, the only difference is that Gaugapaficama
is hexatonic whereas Bhinnagadja is pentatonic., Gauda-
paficama's nyasa apparently brings the series of r3gas back
to the first authentic mode, thus suggesting a cycle, In
this conbtext it might be said that while the murcchana
determines the riga's modal position, the graha-am$a the
raga's starting and central points, in the final analysis
it is the nyﬁsé that gives the raga its stability and
consequence,

Matahga's five Suddha ragas may be considered the five
basic modes, The next step would be permutations in the
use or non~use of the variable Ga and Ni, in further jati
combinations, in continued shifts of the graha-amsa, in
alpatva or bahutva of various svaras, in transiliency of
scale, and in the creation of other authentic modes when
in any given miircchan@ graha-apba also becomes nyasa.,

Where these permutations are not evident, it will be

lohﬁ@i mantraja(?) . . . tu prayogair drutakampitailh // [333]
avisramena tristhine gaudagIltir uddhrta /
BD
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remembered that the two types of modification, jati- and
suddha-bhinna, are not apparent on paper, This might
explain why some ragas in the BD are very much like others,

such as, Paflcamag@dava versus Revagupta, or Saka versus

?akkasaindhava.l Most of these coincidenceé occur among
the Sadharana rdgas which are so called, Matanga explains,
because they have many things in common with the other
r§gas.2

The following table is a summary of the ragas in the
BD, with nyasa as the basic svara of the modes, together
with their plagal and quasi-plagal forms. All the modes
are represented except the E mode, that is to say, no mode

ends on Ri.

1Of these four ragas, only Saka appears in Matanga's
original list (BD:316). The other three appear in
the section which describes each raga more fully
(these three are described on pp.l0l1-3). On the other
hand, Sadjakai&ika, which is in the original list, is
missing in the ra#ga description.

gpﬁrvokténam sarvegan rﬁgaﬁam y& gitayas tabhir jayamana-

tvat tega@m sddharanatvam/ etat s@dharanagityd giyamanatvat/

BD, after:351.
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Summary of BD Scale-Types
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Matafnga's Bhagsa ragas are of four types according to
root, mila; country of origin, deSaja; mixbture, safnkirpa;®
and hue, oh§y§m§tr§.2 These Bhagas 5 derive from one
S5uddha riga, Suddhapaficama; from three bhinnas, Bhinnagadja,
T&na, and Bhinnapaficama; from all the Vesaras; and from two
of the S&dharagas, Gandharapaficama and Paﬁcamag'é@ava.4

In the description of the bhidga ragas, no mention is
made of graha, only of amSa and nyasa (Anta being the word

used more often for ny&sa)., Thig omission of graha might

Lihe extent to which the bhigd riga employs features of

its parent and other ragas.

2The degree to which the derivative raga takes on the

musical colouration of its parent raga.

SThere are two separate sets of bhasa ragas in the BD: the
set credited to Yagfika, pp.l05-53, and a second smaller
group of ridgas according to $&rdula, pp.l133-40,

4Evidence of interpolation in the BD text is seen in the

summing up of the S&dh3rana ragas. These ragas number
seven, according to the summary quoted below, yet their
total comes to nine. The interpolated line which we
have underlined, contains the ragas, Revagupta and
Paficamagddava, names not in the original list, BD:3l6.

id&nIp sd@dhBrapdndp gramavibhigal pradarsyate --
bhammanapaficamo jiieyo madhyamagramasambhavalh /
gBndharapaficamo nartah sadjakaisika eva ca // 362
ripasadharito ragah Sakal kakubha eva ca /
revaguptas tu sadjakhye jfleyah pafica(ma)sadavah // 363
sapta s8dh8randh proktd gramadvayasa(m &sra)yah /

BD
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indicate either that the opening note in a bhagd raga is
not of much importance or that it is inferred in the apsa
svara, In the short musical illustration reserved for
each bhdgad r8ga, more often than not, the opening note
coincides with amsa.,

Here follow our findings regarding améa and nyasa in
the bhagad ragas grouped according to their parent rigas.

Takka's derivatives amply illustrate the use of
svarabhinna, tonic shift, The tonic apSa is seen on every
degree, except Ri, of the parent scale. Takka whose base

(nyasa) is Sa, has the largest number of bh3gd rigas, a

total of sixteen, in the BD, To illustrate the tonic shift:l

Talitd Verafijikas saindhavi

A ——e—O—— ———— —5 o2

&ty o v PR > T PR ~ b
) N ) A
NA N N
Paficamakhya Gandharapancaml Malavesari

fIan) P ~n Q> oL 7
a O > onOU PR Wit
o - o =
N A N A N A

(How much antara Ga and k#kali Ni of Takka are used in its
bhag& ragas is a matter of conjecture; hence, we have left
the mode "bare".)

lThe description of the rigas used as examples of the tonic

shift is found in BD,pp.l08-13,

“VegarafijT in the SR bub with Sa as apda (IT,2:118).
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The plagal shift to Ma is found in five of the bhigds; Sa,
the original tonic, in four; Dha in only one.
Suddhapaficama has ten derivative rdgas to its name,
These also cover the whole range of tonic foci except Ni,
Like Takka, Ni is k8kali in Suddhapaficama's scale but

unlike Takka, Ni is not used as tonic in Suddhapaficama,

Dakginatya Mangall Trﬁpamil
Fay £y O.e- Oe‘. ‘:\O.e-
i) _— 0 -5 © o © Tl
PN W — 5 © — O 1
@D"‘ [* [+ H
" NA N A N A
AndhE1T° GirjarT KaibikT
\ 1t VD AOCQ H ,.,03
{ [s [« el
@ "
N A N A N A

(BD,pp.121-5)

It is in Bhinnagadja's bhaga ragas that we find the
greatest number of them beginning and ending on the same
note. But the curious thing is that the terminal note of

these derivative rdgas is not the parent raga's nydsa of

lTrapaQI's améa is not given in the text but according to
its description, Sa and Ma are plentiful and Pa is
weak; moreover, Sa is the opening note thrice in
succession.

gAndhﬁli'S Ni is said to be kakali always:

nigadakakalIripd kartavyd s& tu nityasah // (p.123)
The raga's name also appears as Amali,
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Ma but rather on its tonic amSa of Dha., All nine bhagHs
end on Dha and five of these also have their tonic anpSa
on Dha. This appears to be a case where a shifted tonic
generates so much power that it shifts the mode, as it

1 The

were, a maJjor third away from the old base of Ma,
Dha mode once confined to only two parent ragas (see

summary table of BD scale-types) now begins to have more

adherents,
Bhinnagadja
0
Y -
FA\ ¥
| - — parent raga
C—
- »—0".6-
GA
Daksinatya Pulindl Kalind%) Saindhavi
: - {
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(BD,pp.125-8)

It is quite possible that the fifth degree in these bh5§§
scales is always raised, that is, to Ga antara, and that
it is this consonant relationship between tonic Dha and

antara Ga that has led to the modal shift.

1A distgnce of seven Srutis which Matahga considers a
sapvadi interval (BD,p.16) but why he should restrict
the seven-sruti consonant interval to the Ma-grama is

not clear since Ma to Dha is seven Srutis in either the
Sa- or Ma-grama,
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In M3lavakaiSika whose base is Sa, three of its bhigis
take the plagal position of Ma for tonic, another three
remain on the Sa tonic, one on the next plagal position
of Pa, and one on Ni,.

As to Kakubha, Yagtika's system of bhasd classifica-
tion as incorporated in the BD seems to waver, None of
Kakubha's seven bhagas end on its nyasa, Pa. Instead,
like Bhinnasadja's derivatives, they end on Dha (but only
one takes the tonic Dha), thus suggesting another example
of modal shift, but unlike Bhinnagadja's bh&gas, they also
end on Ni and perhaps on Sa, too (the text at this point
is corrupt). This inconsistency and great variance between
parent and bhagd ragas might mean that Kakubha's so-called
bhagas may have presented some difficulty to the classifier,
We might mention, however, that the lone bh&gZ whose apsa
and nyasa are Dha is K&mbhoja, a desi rﬁga.l

Hindola's bhasas remain true to their parent's penta-
tonic form, Only a sprinkling of Ri and Dha, Hindola's
omitted notes, is found in the musical examples given,
However, one of its derivatives end on Ma, instead of on
Hindola's Sa; fittingly enough, this bhaga's name is

gaQJamadhyama.g

1BD,p.ll’?. Yastika's verses are not numbered.

°Ibid.,pp.120~1. This recalls the jati by the same name

whoge finals are Sa and Ma.,
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Another instance of a plagal ending, rather than the
more usual plagal beginning, is seen in one of Sauvira's
bhagéds, which ends on Ma. Otherwise, all the other deriv-
ative ragas end on their parent's Sa but with their tonic
on either Sa, Ma or Ni.

As expected, Bhinnapaficama's bha@g&s, like Bhinnagadja's,
(both ragas being the product of a shift in tonic, svara-
bhinna) end on the tonic apSa Dha instead of on the final
of Pa of their parent, But when one of them has its tonic
on Pa and ends as stated above on Dha, it might do well to
ponder at this point on whether Yastika's parent rigas
agreed in every respect with those of Matahga.

Of the remaining parent rigas, the bhagd ragas follow
more or less the pattern described above,

It might be said then, regarding the amsa and ny3sa
of bhaga rdgas, that their derivation is not unlike that
of the early suddha r3gas in which a plagal tonic replaces
the original tonic-final. This occurs most usually in
Sa-based rdgas and it is Ma, not Pa, that is the derived
plagal tonic, Conversely, Ma may also act as a plagal
final to a Sa tonic. This alternating feature between Sa
and Ma is not found in any other pair of sampvadl svaras.

On the other hand, a puissant tonic may cause a shift from
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the mode of the parent raga to another mode that is one
or two degrees removed from it, In this manner, less
used modes are put into greater circulation by ragas
that continue to retain within their melodic structure

the characteristic patterns of their parent.

The rdga volume of the SangIltaratn@kara (SR) opens
with several listings of ragas. These lists which include
purvaprasiddha and other obsolescent rdgas are meant to
introduce some kind of historical perspective to the
ragas that are eventually described in the book. The basis
of all these ragas are the five genera of ridgas (gramaragas)
that correspond to Matanga's basic ragas in the BD,

The description in the SR of the general character-
istics of the Suddha, Bhinna, Gaudi, Vesara, and S3dh3rapa
ragas follow very much the same line of thought as that in
the BD. Two more Suddha r3gas, however, are added to the
BD's five. These two are Jadjagrama and Madhyamagrama,
evidently named after the gramas themselves. They are
found mentioned in other sources prior to the SR and

possibly during or after Matanga's time, such as the
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NaradTy&siksd® and the KupumiyS@malai Inscription.®

Matahga is believed by many to have come from North India,
which may account for his not having mentioned these two
suddha ragas. S8rngadeva, on the other hand, came from

a family that emigrated from KashmIr to the south of

India and in his SR evidence can be found of his knowledge
of both North and South Indian ragas. This is one explana-
tion for the exclusion of Jadjagra@ma and Madhyamagrama ragas
from the BD. Another explanation might be that Matanga
never considered these two as rdgas on account of their
names, He might have considered the characteristics
attributed to these ragas as applying to the rZgas in the
Sa-grama and Ma-grama in general, if we assume he had seen
or heard of the inscription at Kufjumiyamalai. As described
in the SR, Sadjagra@ma appears to duplicate Suddhasddhdrita,
and Madhyamagrama's principal difference from Suddhakaibika-
madhyama is one of gra@ma, the latter being in the Sa-grama.
The fact that the latter has a t8ra graha-apSa does not

alter the similarity.

lThe date of the NaradIyasikgd has never been satisfactorily

established. Some writers place it at between the 10th
and 12th century.

2Th:Ls Inscription which was discovered in 1904 at Kutumlya—

malai in Putukkotfai State, South India, is written in
"characters that seem to belong to the 7th century",
Bhandarkar, R,B. "Kudimiyamalai inscription on music}
Epigraphia Indica, XIT, no.28,226-37,
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Suddhasadharita Sadjagrama
BD:319 et seq. SR, I1I,2:27-30
al
_ﬁ © i : % = ;
AN V‘ocos 309___66 ,
JGA N Q GA N (s}
Suddhakaisikamadhyama Madhyamagrama
" BD:321 et seq. %§,11,2:67~70
AT S o o2 ©
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In scalar structure, therefore, neither Jadjagrama nor

Madhyamagrama raga appears to extend the modal scope of

the basic r3gas in the BD.

The SR
graha, amSa
lie for the

between the two texts

particulars as the jati origin of
their varpa movement, their notes

(alpatva) regarding which Matahga

and nyasa in the grama rigas.

follows the BD very closely in the matter of

Differences
most part in such

the various parent ragas,
of infrequent occurrence

often prescribes two

such notes, Sarfhgadeva only one of the two, their ornamen-—

tation, and grama base (the SR assigns to Takkakaibika,

Hindola, and Kakubha the Sa-grama

and Ma-grama both),

We might point out some apparent inconsistencies

between text and musical illustration.

Perhaps these

differences may not have been real at the time, or perhaps
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practice already belied theory when these songs were
written,

Suddhapaficama in the SR is prescribed a madhya (middle
register) Pa as the opening note of a saficAri movement . -
This is in contrast to our reconstruction of the r3ga
in the BD, which we have given a tdra Pa graha in keeping
with the rest of the BD 5uddha ragas and their avarohi

movement.

Suddhapaficama (Akgiptikd) SR,IT,2,before:151

n >
") |
A - T
&y i \i i T
T v e @ .

(The initial figure shows no Pa)

Two Vesara ragas begin on a note other than their

graha-améa :

Botta (Kkgiptiks) SR,II,2,before:53

(The raga's graha-am$Sa is Pa but the opening figure

does not show it)

1paﬁcam§méagrahany§so madhyasaptakapaficamalh /
hrgyakamlirchanopeto geyalh ka@madidaivatal // 149
cdrusagcarivarnpas ca grigme 'hnah prahare 'grime /

SR,II,2
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M&lavapaficama (Kkgiptika) SR,II,2,before:55
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(The initial figure shows the r&ga's graha-agSa, Pa,

in the last "beat')

In four of the Sadharana ragas, the following

inconsistencies appear:

Ripas@dhara (Akgiptikd) SR,IT,2,before:58

P
ol LW

J

(The raga's graha-amS5a, Sa, appears at the end of

the figure)

Bhamm3napaficama (Ekgiptika) SR,II,2,before:62
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(The ra3ga's graha-ap$a, Sa, is introduced by three
notes)

Revagupta (Bkgiptika) SR,II,2,before:102
n' L 2
Y |
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(The opening figure shows no Ri, the riga's graha-
ap&a)
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Ga&ndh8rapaficama (Ekgiptika) SR,IL,2,before:105

3
[ Fa 1 [ \ \
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(Ga, the r#ga's graha-amSa, is approached from a
third below)

Out of the ordinary among rigas is Jadjakaibika; the
raga is prescribed a pair of graha~améas, Sa and Ri, and
a pair of nyasas, Ni and Ga. The verse describing the
raga may also be interpreted to mean Sa is améa, Ri is
grahaﬂ'but the commentator, Simhabhlipdla, suggests that
Sa and Ri be used "in this order", kramena, with Ni and
Ga "alternately", vikalpena.2 The SadjakaiSika song

notated (@kgiptikd) begins on Sa and ends on Ni.

SR,II,2,before:67

i
o
oL L
[ =N
T

This poses the question as to whether in this Sa-based

1$a@jar§abh§méagrahab sy8t kaisikIjatisagpbhaval // 65
rsabho 'lpo niganyaso . . .
Ibid.
2§a@jar§abhau kramepdpSagrahau yasya/ niga@dag@ndhirau

vikalpena nyasau yasya/ Ibid.,after:66
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rﬁga,l

the ending on Ni may be considered a suspension as
against a Sa-drone (if there was a drone), or whether
there is a modal shift from the Sa to the Ni mode intended.
That Ga, a sapvadI to Ni, is the second terminal point
seems to support the second hypothesis. On the other

hand, against a Sa-drone, Ni would have to be raised
(kBkali) if it were to act as a proper suspension.> That
no mention is made of kakali Ni for of antara Ga in the
text might disprove this argument,

We have seen how a modal shift may be made by a
strong apsa, itself the product of a tonic shift, in the
bh8gd rigas in the BD, In SadjakaiSika we see an earlier
type of modal shift akin to that of Gau@apaﬁcama3 in which
the modal shift is a degree below the original base,

As to the raga's two-note graha, to consider Sa-Ri
Sadjakaibika's opening figure, as Siphabhipdla and the

gkgiptika above seem to suggest, rather than Sa or Ri

lprasannﬁdy avarohibhyap yuktah sadjadimirchanal // 66
vIraraudrad bhutarasah S8mbhavah sadjakaiSikal /
Tbhid.

2The North Indian raga, Tillakk@mod (Kham&j th&}) has this
type of ending; occasionally it may also end on Ga,

See Bhatkhande's Kramika pustaka malika,IIT,297-333%,

®SR,II,2:42-3 and BD:334 et seq. It will be recalled
that Gaudapancama's base of Ma is a shift from Pa of
Suddhapaiicama.




84

singly, would open the way to a fresh concept of graha,

At this point we shall leave the SR and continue with
our discussion of the other jati and raga lakgapa., We
shall return to the SR as we examine the possible relation
between the scales in the SR and those in the second group

of treatises to be considered.
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Tara and Mandra

Studies of Vedic chanting made in this century show,
among other things, that Vedic recitation tones cover a

range of from a minor or major thirdl to a fifth.2

Since
the manner of Vedic chanting has been zealously preserved
and strictly adhered to throughout the centuries, there

is no reason to believe that the mode of Vedic incantation
today is far removed from that of ancient times, As to
whether these reciting tones may be considered tones in

the musical sense remains a matter of controversy.5 Be

that as it may, at a certain stage of India's musical

1Bake, A.A, "The music of India," New Oxford History of

Music, ed., E, Wellesz, I (1957),200,
Excerpts of Kauthuma Vedic recitations are included.

2Gray, J.E.B, "An analysis of Rgvedic recitation," BSOAS,

XXIT (1959), 87. The author analyzes recitations Trom
recordings made in Rajasthan, Bombay and Maharidstra.

See also his, "An analysis of Nambudiri Rgvedic recita-
tion and the nature of the Vedic chant," Ibid.,499-530.

5Dr. J.R., Marr suggests that there was no attempt initially
to reproduce musically defined intervals but that
influences from concomitant (in the society, that is)
musical practice may have made themselves felt in
medieval times, leading to a greater sense of
"definition", musically speaking.

See also, Haug, M. Ueber das Wesen und den Wert des
vedischen Akzent, (Minchen, 1873)
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development a system of seven tones was formalized by
theoreticians and, eventually, in the recensions of the
Rgveda and other Vedic literature, mention is made of
three vocal registers.l These are the Mandra, low,
Madhyama, middle, and Uttama or Tara, high. These
registers are described as saptaka, octaves of seven
notes each2 or a total of twenty-one notes for the whole

compass of the musical sale,

Mandra Madhyama Tara

In the NS, the vocal registers are related to
distances and to the parts of the body from which a sound
emanates to reach these distances, thus: tara, a far
distance, in the head; madhya, a not-so-far distance,

in the throat; and mandra, nearby, in the chest.5 The

‘Rgvedapratifakhya, ed. Max Miller (1870), XIII, 17; and

yg%asaneyiprﬁtiéakhya, (Benares Sanskrit Series, 1883%-8),
10
, .

TaittirIyapratisdkhya, (Bibliotheca Sanskritica, 1907),
XXTIT,11.

Statra diirastha@bhigane t&rap Siraso nftidilre madhyam
kapthena parSvato mandram uras8 prayojayet pathyam iti/
NS,17,after:118,

2
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subject-matter first appears in the NS chapter on music
when the statement is made that "in the Suddha [jAtis],
nyasa as a rule is mandra, in the vikrta [Jjatis] there

is no rule."l As only the mandra and tara registers are
defined in the NS, it is presumed that the middle register
is the normal position of reference.,

It should be said at the outset that the purpose of
t8ra and mandra is to establish the jati's ambitus.

These lakgana serve further to differentiate jatis that
might be said to belong to the same modal scale but whose
apSas differ, such as, e.g., the udicyava jatis.

This discussion will attempt to show that tara and
mandra refer to upper and lower limits, respectively, of
the jatis; that these limits do not necessarily coincide
with their respective octave-registers; and that the
terms, tara and mandra, are relative to the position of
amSa and ny8@sa in the tetrachords of the middle register.

According to the NS:

"The t&ra range is five notes away. Therefore, from

the amba, the tara range is understood to be up to four

lnyésavidh§v apy &@sam mandro niyam&d bhavati Suddhasu
vikrtasv aniyamat/

NS,28,before:46,




88

notes, or up to five [notes] from Pa, but preferably no
further."l
The question arises as to whether tara is that note
four or five degrees above the améa, or whether this four~
or five-note distance coustitutes the tara range. The
answer to the question would necessarily depend upon the
position of the apsa in the middle register which, as
noted above, is to be considered the saptaka-point of
departure, An affirmative anwer to the question if applied
to the :apdas in the lower tetrachord of the middle register
would invalidate the concept of a seven-note register, If
applied to the upper tetrachord starting with Pa from which
the ruling allows a five-note ascent, we arrive at tdra Ri;
from Dha, at tara Gaj; and from Ni, at t3ra Ma. To carry
this argument farther, at this point in the vocal range,
the amSas in the lower tetrachord of the tira register
will now be considered to make the following tara ranges:
tara Sa to t8ra Ma (the four-note ruling now applicable),
ta8ra Ri to tara Pa, tara Ga to tara Dha, and finally, ta8ra

Ma to tara Ni.

1paﬁcasvarapar5 tédragatih/ yatha --
ansat tadragatim vindyad [sic] Hcaturthasvarad iha /
apaficamat paficamdd va natah param ihegyate // 79

Ibid.
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Theoretical tara ranges

If we may judge by 17th century notated vipa pieces1

and even by present-day raga standards, it is doubtful
that the jatis' range ever reached ta@ra Ni. To our mind,
the ruling is intended to establish two things: initial
tara, and the tAra range possible for all Jjatis, subject
to the position of their amSas in the register. The
first is arrived at by the five-note ascent from Pa,
making tara Ri the initial t&ra; the second by the four-
note ascent from t&ra Ri, thus, to tdra Pa, that is, from
initial tara up four degrees., This interpretation divides
the gamut into three disjunct tetrachords and, laten it
will be seen that the same disjunct structure occurs in

mandra.

%
L.)L

1n the Ragavibodha, some of which we have notated.

The akgiptikas in the SR cannot be considered reliable
sources for determining a jati's or a r&ga's range
because the octave markings in the text appear to us
questionable.




In the BD we have an explanation of the NS tara
ruling. According to Matanga, initial t&ra may be
determined in three ways: by a four-, a five-~, or a
seven-note ascent from a specified point or ampsSa (except
in the seven-note ascent) in the upper tetrachord of the
middle register., There also now appears to be some need
to qualify the apba for its role as t@ra-determinant,
The text in the BD is as follows: |

"Now the properties of tara are to be discussed.
The tara range is five notes beyond, beginning from the
amsa [of the kind that is] strong in Sruti [rather than]
the weak. What is meant by this? Tara is the ascent of
four notes, or, tara is the ascent from the fifth note,

as in Nandayanti:

0 S
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Thus, on account of Pa being [Nandayanti's] amsa, its
ta8ra is Sa, This therefore is the path from Pa. After
the eighth vidariI this is made known,

"The tara rule [applies also] to a distance of five

notes, as in Gandhari:
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"From the word v& (in the NS text), [t8ra] is also
[applicable] to seven notes. Thus, the tara range is of
four kinds according to Bharata who says:l

amb3t tAragatim vidydd Acaturthasvaradibhil /
dpaficamat saptamadd v& natah param ihegyate // "

We have here a variant reading of the NS text on
tara.,

The first tara ruling of a four-note ascent as
exemplified by Nandayantl, seems clear enough, The second
tara of a five-note ascent as shown by the jati, GandharT,
has been deduced by us to have been made from the apsa, Ma,
That is, from the final Sa in the example, which we under-
stand to be tara, counting back five notes, we arrive at
Ma, Ma is one of GaEndh8rI's five ampéas, the others being

Sa, Ga, Pa, and Ni, And according to the Ghosh edition

lidﬁnim t&ralakganam ucyate -- balavati ca Srutike 'pbe
durberbaleSamse[sic] apSasvaraprayogdd &rabhya paficasvara-
para taragatil/ kim uktam bhavati/ paficamasvaram &rohana
tdra iti catussvaram Zrohapam tara iti/ nandayantI yatha -
s8sarigasd/ iti paficam8psatvat gadjas taral/ apaficamdd

iti yojand/ agtabhy&[sicl vidarya boddhavyaly/ pailcasvaran
yavat taravidhim yath& gindh8ryam - nidhanisd/ iti/
vasabdit saptasvarasydpi ta&rata@ bhavati/ caturdhd tara-
gatih tath@ cdha bharatah -

BD,after:197.
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of the NS, Ma and Sa are the jati's strong notes.l Here
then is the first indication of a qualified apsa such as
we do not find mentioned in the NS with regard to tara.
As to the third type -of tara, there is some reason to
believe that Matanga might have erred in his interpreta-
tion of the NS text. We might rule out the possibility
of copyist error regarding the NS quote because this
reading also appears in the Ghosh recension.2 According
to Matanga's interpretation, the word saptamat should have
read @saptamat if it is to convey the same directional
movement as Bcaturthasvardt and dpaficamat. As it is, the
second line of the Sloka might better be translated thus:

"Or up to the fifth [note] from the seventh [notel]
and preferably no further."

Here again we seem to see two aspects of t8ra, namely,

as initial tara: the fourth note in ascent from a given
amsa; and the ta3ra range: from the seventh note, i.e., Ni,
up to the fifth note, i.e.,, Ma. It might be asked why
the seventh note has to be understood as Ni since saptama

might also mean the seventh degree of any given scale,

l§anamadhyamayor atra bahulyap sapvidhIyate // 123

NS,28 (Ghosh)

2Tbid. : 94,
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This might be so but saptama in the NS is usually found
to refer to Ni in the chapter on music, At any rate, Ni
to tara Ma is at least one ta3ra range possible, if the
translation of the line in question is accepted.

So far the NS and the BD seem to agree in at least
two ways of arriving at tdra. Matanga's third way we are
inclined to discount. As to the fourth way, this might

have to remain a mystery.

In the SR the matter of tara is further elucidated.
Here it is categorically stated that the a@éa from which
tara is determined is found in the middle register. We
learn also that omitted notes in pentatonic or hexatonic
jatis are to be counted when determining tara. And in
Kallina&tha's commentary to the SR text, another type of
qualification is made regarding the tdra-determinant
apmsa., The SR text follows:

"The ambéa is in the middle octave and for that
reason the place of tdra is [determined] from there, the
t@ra limit being four notes upwards [from the apsal.
Within this [framework] there is free movement (i.e., no
restriction) and any omitted [note in the progression] to

tara is also counted. [Thus] in NandayantI the ascent
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is said to be up to tara Sa."l

Nandayanti omits Sa in its hexatonic form but tara
Sa is still considered its upper limit,.

Kallinatha points out that Sa and Ma being the only
immutable four~sruti notes in both the Sa- and Ma-grimas,
these notes as well as the gramas should be considered
when determining ta&ra. The position of ta@ra is determined
in two ways, thus: four notes from Sa, or four notes from
Ma, When starting from tara Ma in the Ma-grama, the fifth
[step] is to be avoided. This four-note ascent is there-
fore Ma-Pa-Dha-Ni, But in the Sa-grazma when starting from
tara Sa, the fifth [stepl is the limit., Thus, four notes
beyond would be Ri-~Ga-Ma-Pa (not counting Sa, it seems).
This, Kallin8tha claims, is the upper limit (t&ravadhi),
and this is the method by which tara is determined. . . o
Within these limits ta@ra movement is unrestricted, In
the Me-grama, to ascend to tara Ni is improper but in the

Sa-gréma it is proper to ascend from tara Pa to Dha and

madhyame saptake 'mSah sy8t tasmd8t t@rasthitdt paran /
svaragé catura arohed ega ta@ravadhilh parah // 35
arvak tu kd@mac&rah syat tare lupto 'pi ganyate /
ataragadjam a&roho nandayantydp prakirtitah // 36

SR,TI,7
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Ni, the reward of this effort being pleasure.l
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Kallinatha also quotes the NS text on ta@ra and his

version is similar to that in the BD., In addition he
draws attention to the fact that in former times, accord-
ing to Bharata, Rudrata and others, the range was an

ascent of from tara Sa to ta3ra Sa (atit8ra Sa presumably),

l... amSal syat sadjamadhyamagr@mayoh pradhinyat prabalydc

ca yasmin grame yad catuhSrutiko 'mSah sadjo va madhyamo
va bhavet/ tarasthitad dvigupa@t tasmat gadjad va madhyamad
vE paramb catural svard@n/ madhyamagrame tavat tasmad iti
tdramadhyamaparamarse tasm8d iti lyablope paficami/ tam
arabhyety arthah/ tena saha par@gps caturo mapadhanin
arohed ity arthalh/ sadjagrame tu tasmad iti tarasadja-
paramarSe tasmad ity avadhau paficamI/ tatah paraps
eaturah svaran rigamapan arohed iti/ ega taravadhil ega
uktaprakaras tardvadhilh/ ...

... madhyamagrame tvaranigadat parasya svarasyasapbhavad

; sadjagrime tu tarapaficamat parayor dhaivatanigadayolh
sambhave, Saktau ca saty@m api tatra prayoge rakter
abhavad iti/

eva

SR,I,7,after:36




the highest Sa being equally reached by the application

of the principle of the four-note ascent.
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But this height is to be avoided not only because it is
undesirable but on account of consonant consideration
wherever t@ra Ma is concerned so that no harm is done to
Ma, so Matanga says.l
Sarngadeva, Kallindtha and Sighabhiipdla single out
NandayantiI as the exception to the rule of determining
tara from the top register, or, as an example of how
initial tara may be fixed. From an acceptable musical
point of view, it would seem that the upper 1limit should
not exceed tara Pa at the very most, and the implication

is that a range higher than this should only be attempted

by an extraordinary singer.,

paravadhitva & taragadjat taragadjaparyantam arohak
prakirtito bharatadibhir ity arthal/ ...

yvyathd yavat sadjam eva taragatir madhyamasydpy atra
sapvaditvad anasitvac ca taragatI rudrajena krta madhya-
masyeti na doga iti matangoktam/

Ibid.,
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While t&ra depends on the amsa for its determination,
Mandra is said to have three determinants, namely, the
amsa, nyasa, and apanyasa., Of these three, however, nyasa
will be seen to exert the most influence in shaping mandra.

We have seen that Pa is made the typical améa from
which the pattern of determining tara comes. And the
implication is that at no degree lower than Pa in the
middle register may this be done. Correspondingly, Ga
appears to be the model from which mandra may be determined.
However, it is as ny&@sa, not apsSa, that the reference to
Ga is made., From this it might again be inferred that at
no point higher than Ga may the determination of mandra be
initiated, It will seem then that the Ma degree in the
octave is either too low to lead to initial tara or too
high to place initial mandra. In terms of a four-note
ascent or descent from Ma, the resulting Ni and Sa as
end-notes of a saptakal would rule out Ma as the focal
note from which tara or mandra may be determined.

The NS text on mandra follows:

"The mandra range is three-fold: as being away from

1It will be recalled that Sa is the first degree of each

of the three registers, and while pitch would be
relative to these ranges, there is no evidence of
transposition in the NS,
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améa, from nyasa, and from apanyasa. There is no mandra

away from amsa but from nydsa, [mandra] is at two places,

as when Ga is nyasa, Ri-Dha is seen [to be mandra]."l
With regard to amsa, the NS ruling appears to say

that the apSa is its own mandra, The apSa to be its own

mandra is to say it is its lower octave, If this is so,

the amSa ruling seems to apply to the ambas in the upper

tetrachord, this tetrachord beginning with Ma apparently.

Thus, the amSas in the upper tetrachord determine the initial

and/or lower limits at mandra Ni, mandra Dha, mandra Pa,

and mandra Ma, From Ga, however, it is the nydsa that

now assumes the function of setting the jati's lower range.

At this point, both the initial mandra and lower limit of

a jati are given as Ri and Dha, Ri being the initial mandra,

or one note below the ny§sa, and Dha (mandra) the lower

limit, or a descent of four notes from the initial mandra.

How apanyasa determines mandra is not clarified but the

connection might be explained when it is seen that a jati's

I'd » w—
apsas are generally also its apanyasas.

ltrividh§ mandragatih ~- amSaparad ny&saparipanyasapara

ceti/
mendras tv apsaparo na@sti nyfse tu dvau vyavasthitau /
gandhare nyasalinge tu drgtam rsabhadhaivatam // 80

NS,28
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The following mandra ranges may be made from Ga:
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The BD describes mandra as a low note. To mark its
position in the register in relation to apmsa, Matahga

compares it to a bahuvrThil in which mandra is the

bahuvrIhi's first component part, In other words, mandra
is lower than amSa., Three determinants are also given

to mandra, the third being apanyasa presumably. The text
follows:

"Now mandra will be discussed. Mandra is the low
note. And the mandra range is three-fold: away from anpsa,
away from nyfsa, and away from that (apanyasa?). That
which is said to be away from the amsa and which when
[compared] to a bahuvrIhi is the first [part], that note

is mandra., Such as in DhaivatI:

F‘?’

! —

1A relative or adjective compound,
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Thus is the nyisa note said to be here also. In like
manner is the nyasa note also [a determinant]."l
DhaivatI's amSas are Dha and Ri; its ny#sa is Dha,
The illustration above shows Ma to be the jati's mandra,
presumably, but the BD does not say how this mandra Ma
is arrived at from Dha in the latter's capacity either
as apSa or as nydsa, If Ma is mandra and we assume that
Dha, the determinant, is itself also in mandra, does this
suggest that svaras in the upper tetrachord of the middle
register acquire mandra simply by a descent to an octave,
and that the lowest limit possible for any jati is mandra
Ma? 1If, on the other hand, Dha is thought to be in the
middle register, would this not make its "mandra" Ma
higher than Ri, the jati's other apsa? And since Matahga
states by means of an analogy that mandra is lower than
améa, it might perhaps be concluded from this that the

svara Ma in the illustration is in the lower register.

id&nIp mandram ucyate -~ mrdu svarc mandral/ s& ca
mandragas[sic; perhaps, mandragatis] tridh8 -~ apSapara
nyasapard tatpard ceti/ amSasvarasya paro yah syad iti
bahuvrIhau tasmd8t plurvo yah svaral sa mandral/ yatha
dhaivatyadp -- dh8dha nidhama padhamd@/ mamé&ma/ evam
atrapi nyasasvara iti/ ny§sasﬁaro 'py evam eva/

BD,p.58
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Mandra in the SR is described as "proceeding from
the middle-register—amSa to the am$a or ny&sa in the
lower register, or to Ri and Dha below that [nyasa],
this [latter] being the 1limit of the mandra range within
which there is unrestricted movement."1

There are four points to consider in this definition:
that mandra is determined from the middle register; that
the amba's lower octave is mandra; that nyfsa's lower
octave is mandra; and that when these do not or cannot
apply, then Ri-Dha is the mandra range.

That not all the apbas or ny@sas in the lower register
can be considered lower limits of the jatis is implied by
the inclusion of the Ri-Dha proviso the apparent purpose
of which is the restrict the number of svaras that may act
as lower limits.

As to "that [nyasal" in the Ri~-Dha clause in the
translation above, this may or may not be the nyasa Ga

referred to in the NS text, Concerning this, Kallinatha

has an explanation to offer.,

1madhyasth§nasthit§d aps8d amandrasthipSam Bvrajet /

amandranyasam atha va tadadhahstharidhav api // 37
egd mandragateh sIma tato 'rvak kamac8ritad /

SR,I,7
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The word "nyasa", he explains, does not refer to the
jati's final but to the last note of its grama, Ga and Ni
being the two gramas' last notes. The Sa-grama's last
nete being Ga, therefore Ga is the mandra note of the
jatis in the Sa-grama. Ni being Ma-gr@ma's last note, Ni
is the mandra note of the Ma-grama jatis., He cites the
jati, SadjakaisikT. Ga is this jati's nydsa but Ga has
also a second aspect: it is the last note of this Sa-grama
jati. Then there is the third consideration: the "Ri-Dha
below" ruling. Here the term is meant to be taken in the
alternative sense., To Ga and Ni, the intended ends of
the gramas, Ri and Dha are seen as the degrees below them

respectively.l

l... atra ny@saSabdena gramayor antimau gandh@ranigddau

vivakgitau, na tu jatyadigItasamidpakal/ tau ca vyatydsena
gsadjagramike prayoge mandragandhdro nyasal, madhyama-
gramike prayoge mandranigddo ny&sa iti gra@mayor mandri-
vadhI bhavatal/ atra lingap sadjagramInaya 'pi sadja-
kaifiky8 mandragBndh@rasya nyf&satvadarsanam iti dvitiyah
paksalh/ tadadhahstharidh@v apiti trtiyalh pakgal/ atrapi-
sabdo vikalp&rtho ridhau ceti/ tacchabdena gramanydsataya
vivakgitau g@ndharanig@dau par@mpsyete/ tayor adhahsthau
ridhav ity anena kramena gramavivakgaya nyasayor vyatyasa
eva darsitah/ ...

SR,I,7,after:38.
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Kallinatha's main criterion of the jdti's mandra,
therefore, is its gra@ma, not its a@éa nor its nyZsa,

Ga is the mandra note of all the ja&tis belonging to the
Sa-grama, with Ri as an alternative mandra., Correspond-
ingly, Ni and Dha are the mandra notes possible for jatis
in the Ma-grama.

Thus is the "Ri-Dha below" phrase explained but the
statement completely ignores the role of the apsa as a
determinant of mandra, Although it is not stated specific-
ally, we must assume that Kallinatha's Ga mandra is in the
lower register, In any other register, Ga would hardly
be mandra to the Sa-grama's first jati, $aJQJT, with its
first degree on Sa.

Kallinatha's hypothesis might be shown as follows:

5G mandra ranges
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As shown above, the ranges of the modes in the Ma-
grama appear quite acceptable in relation to their position
in the two registers, But there might be reason to doubt
the practicability of the mandra recommended for the
Sa-grama jatis. It must be remembered that ta&ra Pa is the
upper limit set by Kallinatha for the Sa-grama j&tis, For
this reason, the Dha and Ni modes need to be placed within
the lower and middle registers. Also on this account must
mandra Ga and the alternative mandra Ri be considered to

be in the lower register.

To summarigze ta&ra and mandra in the jati:

Tara is established in the NS by a four-note ascent
from the apSa or by a five-note ascent from Pa. We have
interpreted this to mean that the five-note ascent from
Pa sets initial tara at tara Ri, and a four-note ascent
from this sets the upper limit at tara Pa.

The BD reconciles the NS system with the octave-
registers by determining initial ta@ra to be a four-note
ascent from Pa or a five-note ascent from Ma, thus
arriving at td3ra Sa. Only am$Sas that are considered
dominant, it appears, might qualify to act as tara

determinants.

The SR categorically places the apSa determinant to
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be in the middle register, It also sets tdra as being
four notes above the am$a but does not state from what
note., In making this four-note ascent, notes omitted in
hexa- or penta-tonic modes are counted.

In his éommentary, Kallinatha considers that the
tdra of a jati is determined by its grama. Thus, he sets
the upper limit of jatis in the Sa-grama at t&ra Pa, and
those of the Sa-grama at tara Ni. However, only extra-
ordinary singers should attempt the latter range. Accord-
ing to Kallin&tha, strong amsas, or those with four srutis
always in either grama, are the principal tara determinants,
in other words, Sa and Ma,

Mandra is determined from the améa, nyd@sa and apanyasa,
according to the NS, No mandra is lower than the amba.
This seems to mean that the amSa's lower octave is its
mandra., From Ga, however, the range is set at Ri and Dha
(mandra)., This indicates that amSas lower than Ga are con-
fined to a four-note descent from the initial mandra which
is one note below the nyasa, By deduction, the lowest
limit allowable is mandra Ma.

That mandra Ma is the lowest limit allowable appears
to be corroborated in the BD in its illustration of
Dhaivati's mandra. Normally, this jati's lower limit is
mandra Dha, that is, its amB8a's lower octave, but in the

illustration, the jati ends on (mandra) Ma,
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The SD again places the determinant amSa in the
middle register and, by implication, the amsa's or nydsa's
lower octave is its mandra, That not all amSas or nyasas
may act as mandra is seen in the "Ri-Dha below" proviso,
a ruling almost certainly taken from the NS.

Ri and Dha, however, are interpreted by Kallinatha
to mean the degrees below Ga and Ni, these in turn being
Sa-grama's and Ma-grama's last note respectively. To
Kallinatha, these so-called last notes of the gramas,

Ga and Ni, are the jatis' mandra notes depending upon
their grama, with Ri and Dha, respectively, as the

alternative mandra notes.

From this summary, certain conclusions might possibly
be made.

That the ancient theorists thought in terms of the
tetrachord and pentachord seems evident in the ascent and
descent of four or five notes from a point in the middle
register to tara and mandra, This seems to indicate that

the octave division was a relatively late concept in the

Indian musical system.l What was more significant was the

lAlthough the word "saptaka" has been translated as "octave",

per se, it carries no melodic or intervallic connotation,
Perhaps Sarfhgadeva's expression "dvigunas cottarottarah"
(double in value, higher and higher) when describing the

vocal registers (SR,I,3:7), is the closest to the
octave concept.

_
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concept of consonant relation, a concept that remains today
as vital as ever, Thus, it might seem more to the point

to think of the three registers in terms of six tetrachords,

as follows:
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By placing a dividing line between the six tetrachords at
middle Ma, the resulting ranges might give some idea of the
relative position the middle register (tetrachords 3 and 4)
sometimes holds. Thus, j&tis (and subsequently, ridgas)
based in the second tetrachord will reach ta&ra in tetrachord
4, theoretically, a madhya tetrachord. Conversely, those
based in the fourth tetrachord will find their mandra in
tetrachord 3, still within the middle register. In this
context tara and mandra may be said to be relative concepts
within the framework of a theoretical three-octave gamut.
Furthermore, the terms, tara and mandra, may mean any or
all of three things: the beginning of the upper and lower
limit respectively; the ranges they encompassg and the

upper and lower limits respectively of a jati's ambitus.
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The relativity of the mandra concept, in particular,
is demonstrated by the NS ruling on the nyasa of the
suddha jatis., The ruling states that the ny&sa in
Suddha jatis is always mandra but not necessarily so with

the vikrta Jﬁtis.l

This may mean one of two things: that
§uddha jatis may not end in the upper octave or tara,
mandra in the ruling implying the opposite of t&ra; or,
that Suddha jatis end an octave below their madhya posi-
tion, thus, mandra. If the former, then Suddha jEbtis
based on the notes of the upper tetrachord of the theo-
retical middle register would end in the middle of this
register, that is, not mandra itself; if the latter,

then &uddha jEtis based on the notes of the lower tetra-
chord of this theoretical register would have a very low
tessitura indeed, For a practicable meaning of the term,
mandra, in the NS ruling, it would seem that the converse
interpretation of the ruling, i.e., that Suddha jatis

may not end in tara, is preferable,

lny§savidh§v apy asam mandro niyam@d bhavati Suddhisu
vikrtasv aniyamat /

NG5,28, prose after
s1.45
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In attempting to construct the jati's ambitus,
certain problems arise.

In jEtis that have more than one apsa, which of
its apbas is to determine tAra or mandra? It is perhaps
this question that led Matahga to qualify the améa when
determining tara, and brought about Kallinatha's sugges-
tion regarding four-Sruti apSas.

Does the presence of several amSas in a Jjati suggest
the possibility of a changing or flexible tara and mandra
range? Thus, in Karmaravi, if Pa is adjudged the strong
apSa, the jati's ambitus reaches up to t&ra Ri only, If,
on the other hand, its other amsas, Dha and Ni, are also
considered, then the upper limit of the jati extends to
tara Ma, Similarly, in $adjodicyava, if Sa is the mandra
determinant, then Sa is its own mandra (since Sa is below
the jati's base) but if Ma assumes this function, then
the jati's lower limit may be as low as mandra Ma.

Quite aware of these problems, we have nevertheless
attempted to construct the jatis' ranges. In the

following tables, the tara and mandra notes are blackened.
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Tara and Mandra of the Jatis
SEXHE ArgabhT —_—
—
| e | reTmes—————1
9 L ) 1 I 1r 1 .
o O ® PN oY Gl
o = P =
5o C— 5 O
- %3‘...5"‘ AA AA ;-_.'..' NA A A
———— —
Gandharl Madhyam&
—
1 kL L [———
f 1) 1 LI Ll
._..! n
R P N - —
ij) e L - s & °—
[ ] A NA A A A -i Y A A A A A
'i‘ IL ]
PaficamT DhaivatI
- g
)]
1 e ® s ®
G et S
[ R, [+ o—= [e) 62—
4+ 0 & A A -6 & A A
N T ] N Ik }
Naisadl MadhyamodIcyava
7 —
0 P
3 T~ —
P o o °
N A A A 2T ° A
1 1l 1 N
Nandayantl Ga&ndharapaficamT
I 1 e
9] ».\ Lo}
roN \'
}\' ~ O L S o) eA L
B [« WA= = D
J = . . [»Ted - > Q-
reg N A g N A
[ V———————— |







Tara and Mandra of the Jatis
GE&ndh8rodIicyava SadjakaisikT
n | ——| ) Lk |
oo (%)
A g @ ® e°"'° -
! —— % P
S g5 e° " PR N
.‘3‘ A A [ ] A NA A
N i 1 _—
SadjodIcyava Karmaravi
* r-u—-———
[Pr—— 1
} | LLE ¥ [ r————'r-—————--,
a8 ®
P~ '_'_b—
'\‘\ ADHOV OGJJ
J = - <0 °® o0 ®
sesT, NA A A RN A AA
k (11 S | N " \
EndhrT Raktagandharl
1] " |
i 1" I | 4] 1
ry‘ nD.. nD._—Q
P Bl [ Bl
T <= e ? 'y
» ® A NA A A .-O-A NA A A A
| S |
KaisikY 1 ——m, KaisikI 2
f——— ——
) ¥ — | ———— |
I I 1 1
P P
7 coﬁo o O &
T e P A
] NOA A A A a A A AA
A ‘lq iL B |
vadjamadhyama 1 sadjamadhyama 2
I ; | S }
—— ———
P T ) 1 I T 1
e ® o8 |
G e e
J:.—-u‘..oa _-....-...'.—“."_L
» NA A A A AAA s A A ANAAAA

111







112

We shall now consider td@ra and mandra wherever they
are mentioned in the BD and SR ragas. In general, the
information given in these two texts consists of the ragas'
upper and lower limits, the register that features their
ornamentation or alapa, or their possible tessitura.

As noted in the previous chapter, the Suddha ragas
in the BD begin on a tara note.l As a consequence, the
raga's movement takes a descending (avarohI) pattern.

Of the bhinna r&gas, Bhinnakaisikamadhyama's ornamentation

is concentrated in the lower range.2

With its ny3sa on
Ma, it is possible that this might extend down to mandra
Ma. Bhinnakai$ika, on the other hand, is distinguished
by having its &l&pa in tdra, while its Suddha counterpart
develops its a@lapa in mandra after a tara opening. Among
the bhasa ragas, Dhaivatabhiigita includes tara and mandra
among its laksana, Ri is given as the r&ga's mandra, and,

as its name indicates, Dha is the raga's focal note.

From Dha the movement follows an upward and downward pattern

lThis high initial pitch is even now evident in bhajans
and other devotional songs.

2. . . madhyamo ny&@sah/ mandragamaka$S ca/ . . .

BD,after:3%28
Mandragamaka may also be translated, mandra is prominent,
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to t8ra and mandra in fast, medium and slow tempi.l The
accompanying illustration notated here gives some idea

of the raga's ambitus.
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It is the SR that gives the ranges or tessituras of
about sixty of the r&gas current in its day. After the
SR, no other text again mentions the raga's tara and
mandra except in a few instances.

That tara and mandra also mark one r&ga from another

is proved in the SR. This is specially seen among ragas

that have similar am$Sa and nyasa and, furthermore, are
3 H b

mandre 'tra rgabhah karyo . . . , muhur muhulh /
sphuritan tatra kartavyap drutap madhyavilambitam //
taramandragatin kuryat tathdroh@varohapam /

tath&d bhagd ca vijliey& bhinnapaficamasambhavd //

BD,p.129

J.E.B. Gray suggests that the missing four syllables
in the Sloka might be "dhaivatas ca".
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derived from the same parent. For instance, the ragas,
Raganti, SavarI, BhogavardhanI, and Velavall, all derive
from the parent raga, Kakubha. All are based in Dha,

and all, except S@vari, have Dha as apsa, too. Of the
four, only RagantI has no mandra range but it will be
seen that it has the highest tara. BhogavardhanI and
Velavall have similar lower ranges but while the former's

upper range reaches up to tdra Ga, the latter extends

only to its octave Dha.l
Raganti SR,IT,2:110  Savari SR,II,2:111
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The two Kamoda ragas in the SR have similar mandra
ranges and bases but it is the first variety that has a

higher range.

Kamoda 1 SR,II,2:166 Kamoda 2 SR,II,2:167
9 Jo -
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1Vel§vali's ambitus might perhaps be read an octave higher

than it is shown here.
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Of the two types of Lalita& r&gas, the second type
is characterized by grace notes in the upper and "lower"
registers on the notes Ri, Ga and Ma.l Here mandra is
used in a relative sense, its range being actually in
the madhya register., This is a good example of the use
of the term, mandra, to indicate a position below that
of ta&ra but not necessarily in the theoretical mandra
regsiter, That the raga's lower limit is given as mandra

Dha proves this.
Lalita 1 SR,II,2:175 Lalita 2 SR,II,2:176
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In the raga, Turu?kagau@a, we are told that its
mandra is "struck“.2 While the real significance of this
information can only be guessed at, it at least conveys
the idea that the raga's lower range requires special

handling.

1bhinna§a@je 'pi lalitd@ grahdmSanydsadhaivatd /

rigamair lalitais taramandrair yukta dhamandrabh3k // 176
prayojya lalite snehe matangamunisammat® /
SR,II,2

“gandhirabahulo mandratddito ripavarjitah /

nis&dapsagrahanydsas turugko gauda ucyate // 157

Ibid.
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The six regional Vardii ragas, Kauntall, Dravidi,
Saindhavi, Apasthana, Hatasvara, and Pratapa, appear to
have in common either a low tessitura or an unlimited
top range, This brings us to the question of whether
there is no restriction in the réga's range when no
mention of tara or mandra is made, or, whether when the
limit of one or the other is given, this indicates the
raga's tessitura., The answer might be found in the
information given in at least three ragas in the SR.

It is said that in Bangala 1 and in Megharaga, mandra is

1

left out. This suggests that Megharaga whose upper limit

is set at td&ra Sa is confined to an ambitus of ten notes,
while Bangala 1 with no tara specified may extend its
range upwards indefinitely., On the other hand, Travanl
is said to be without an upper register.2 With mandra Ga
as its lower limit, the raga's ambitus, like Megharaga,

consists of ten notes.

lga@jagrﬁme mandrahInalh gadjamadhyamaya krtal // 160
bangalo '@éagrahany§sa$a@jas tulyakhilasvaralh /
sadje dhaivatikodbhltah sadjatirasamasvaralh // 164
megharigo mandrahIno graha@m$anyasadhaivatah /

Ibid.
gega bhagangam anyegdp dhagrahinéd nipojjhitd /
atara prarthane mandradhagavyaptorumadhyamd // 187
Ibid,
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Megharaga Bangala 1 » Travani
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Where both td&ra and mandra of a raga are stated, the
widest range seems to be one of sixteen notes, This is
seen in Srirdga. Mandra Ga and t3ra Ma are the limits of
this Sa~based réga.l The extreme limit of any given range
appears to be mandra Ga on the one hand, t&ra Dha on the

2

other, In a few instances, the notes of t&ra or mandra,

not simply its limit, are given., As in the t&3ra-less raga,
TrévanI, mentioned above: its mandra is stated to be Dha
to Ga [downwards];5 while Da8kgindtya's tara is given as

m

Ni-Pa-Ma-Dha, In general, the length of a raga's ambitus

varies from thirteen to fifteen notes. ©Some correlation
might possibly be made between the extent of a raga's

range and the development of musical instruments, and,

pari passu, of instrumental music, at this stage of India's

music history.

lga@je s@djIsamudbhitan Srir@gam svalpapaficamam /
sanyfsipSagrahan mandragéndharan taramandhyamam // 159
Ibid,

2As noted above, mandra Ga may in some cases be in the

middle register.
SLoc. cit. “sR,1T,2:151.
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In the modern Arab mode, the fundamental octave,

al-dIwan al-asisI, might correspond to the madhya register

of a raga mode. A note or notes added below this basic
octave from the garar, tonic, and thus called the gararat,
might be equivalent to mandra; notes added above the
Jawab, octave, thereby called the jawabat, would perhaps
correspond to tara, The ambitus of the modern Arab mode
consists of a combination of tetra- and penta-chords,
al-ajnds, (cf., the 4-note or 5-note formation in the NS),
aptly described as "formules de division des parcéurs de
quarte ou de quinte"l, covering a range of from ten to
gixteen notes. The lowest note in the Arab gamut appears
to be what would correspond to mandra Pa, in, e.g., the

mode Yak-gah,”

the highest to atitara Sa, as in the mode,
RESt.”

The concept of a range above or below a fundamental
or middle one also appears in Indonesian music, Thus,

«"the melodic center may move to an 'auxiliary scale'

lying a pélog fifth above or below the principal scale,

lD'Erlanger, op. cit., ¥, 99.

°Tphid., fig.46, p.118.

5Tbid., fig.72, p.178.
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retaining, however the three gong tones (dasar, first
gong tone and second gong tone) of the principal scale
and thus remaining in the same patet."l These auxiliary
scales which do not seem to carry a special nomenclature
of their own might be comparable to td&ra and mandra,

provided no change of tonality is involved.2

lHood, op. cit., p.l43.

According to Kunst, these auxiliary scales are the
result of modulation of which there are three kinds.
One kind retains the patet but changes the tonallty
of the melody. (Music in Java, I,91-7)
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ATPATVA and BAHUTVA

ANTARAMEARGA

SEDAVA and AUDAVA

The structure of the jati, although steeped in
tradition, was never a rigid one., The flexibility
inherent in the jati is due to the lakgana, Alpatva
and Bghutva., As a result of these properties, the jati
develops a transilient character not often found in other
modal systems. Today this ancient feature of the Jjati
remaing as valid in the raga system as it ever did,

Alpatva denotes the infrequent use of certain notes;
Bahutva, the emphasis of certain other notes., When applied
to a jati's scale, the logical outcome is a reformation of
its svara composition to any one of three shapes: a seven-—
degree scale, Sampurpa, a six-degree scale, Sa8dava, or a
five-degree scale, Audava, A jati, therefore, may assume
three shapes as a result of the role that Alpatva and
Bahutva play in its structure,

As in the discussion of Tara and Mandra in which the
middle register, Madhya, is considered the norm, early
Sanskrit texts make the seven-degree scale, Samplrna, the

point of departure. This does not mean, however, that in
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Samplirna, the seven degrees of a scale are all stressed.
As a general characteristic of the jati, alpatva and
bahutva are present in the three scale sizes mentioned

above, But it does mean that all the seven degrees of

the Indian scale are present in a samplrpa jati.l

It is perhaps almost futile to deduce when the
various stages of the development of the Indian scale
occurred, Although in early Sanskrit music treatises

there are terms for a one-note, two-note, three-note,

lThat the seven-degree scale is considered the norm is

also shown in the description of the six- and five-degree
Tanas (roughly, note series or formulae) which seem to
have developed along side the Murcchanas., To form these
tdnas in the two gramas, the NS indicates which one or
two of the seven svaras are to be omitted. (NS,28, prose
before §1.,36.) Thus, the six-note Sa-gr@ma tanas omit Sa
or Ri or Pa or Ni while those in the Ma-grama omit Sa or
Ri or Ga. These number forty-nine in all, In the five-
note series, the intervallic combinations, Sa-Pa, Ri-Pa,
and Ga~Ni in the Sa-grama are dropped, and Ri-Dha and
Ga-Ni in the Ma-grama, resulting in thirty-five permutations.

(Some of these t8@nas of either the five- or six-note variety
are duplicates, however.) It appears, then, that in the
six-note tana Ma and its major third, Dha, are always
present, while in the five-note series Ma in consonance

to either Sa or Ni is the mainstay of this type of tana.
These tana configurations, although of no apparent modal
significance, may have played some part in the jatis'

scalar compositions.
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and up to the seven.note series,l it does not follow that
the Indian scale, or perhaps most other scale-systems,
developed step step in this fashion.2 It would appear,

however, that the Samplrpa is the basis for deriving the

lMataﬁga quotes Narada regarding the seven '"scale" sizes,
The quotation includes the definition of the first

four:

"arciko gidikas caiva s@mika§ ca svar@ntaral /
audavap g8davas caiva samplrpas ceti saptamah //
ekasvaraprayogo(bhi? hi) &rcikali so'bhidhTyate /
gddiko dvisvaro jfleyas trisvara$§ caiva samikah //
catuhsvaraprayogo hi kathitas tu svarantaral //"

BD,p.17.
Translation:

"Xrcika, Gadika, Samika, Svarantara,

Audava, Sadava and Samplrpa are said to be the seven

[scale~types]
Ercika is so-called because of its use of one note,

G&dika is known for its two svaras just as Samika is

for its three svaras,
Whereas Svarantara is said to use four svaras,"

In the examples of Syrian modes given by J. C. Jeannin
in his article entitled "L'Octoéchos syrien" (in Oriens
Christianus, New Series, IIT (1913), 82, 277), Mode II
uses only rour notes, Mode VI only three (pp.279-81).

For instance, the heptatonic genus of Western music is
said to have developed as an outgrowth of an earlier
pentatonic one, See Yasser, J.: A theory of evolving
tonality, New York, 1932,
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S8dava and Audava, through the influence of Alpatva and
Bahutva. As to which note or notes are to be stressed
or unstressed, this appears to be a matter of tradition
or evolution in the final scalar character of a jati,

subject, however, to the laws of consonance,

According to the NS, "alpatva [is achieved in] two
ways: by langhana," that is, by leaping over or skipping
a note, thus avoiding its sound, "and by anabhy8sa," the
non-repetition of a note once sounded, "By means of
lafighena and anabhy&sa which cause the gita's amsas to
move into a state of antaramarga,l a ja&ti's gadava and
audava are attained. Bahutva, the opposite of alpatva,
is a combination (in the sense of a stirring up) of
strong as well as of other various [notes]. Therefore,
according to traditional practice where alpatva and
bahutva [are applied tol a jati's svaras, a jati's reduced
form is arrived at in two ways: by the use of strong amsSas

and by the avoidance of weak [notes] so that the

lLiterally, an intermediate course.
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transiliency of the jatis reveals itself as two~fold"l

(i.e., as g&dava or audava).

Langhana is a term that present certain problems in
the study of alpatva. Literally, it means a skipping or
a leaping over and, when applied to the Jjati, it means
skipping a note. The question arises as to whether once
a note is skipped it stays unsounded or whether it is
reverted to and sounded in an altered progression of
notes, This technique, called Vakra, of sounding a note
in an obligue manner, that is, e.g., in a manner such as,
1-3-2-4, instead of a straight progression, 1-2-3-4, so
that the sounding of the second degree is postponed until
the succeeding "beat", is not apparent in the NS, BD or
SR with regards to the jatis. Vakra which appears early

in the description of the raga does not seem implied in

Lavividnam alpatvam -- langhan&d anabhyasi@c ca/ tabra

sadavaudavitakaranatvam apS&ndy gIt&ndm antaramdrgam upa-
gatandm svarandp langhanad anabhyasdc ca sakrd ucc8ranan
yath8jatil/ tad vad bahutvam alpatvaviparyayad vividham
evanyegam api balinap sapcdral/

alpatve ca bahutve ca tathd plrvaviniscaydt /

jatisvarais tu nityam sydj jatyalpatvapm dvidhd@ ca tat // 82
samcdro 'méabalasthan@m alpatvap durbali@su ca /
dvividh8ntaramdrgas tu jatinap vyaktikarakal // 83

NS,28,
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the jatis and the word itself never appears in any of the
description of the Jjatis even as late as the 13th century.
In the case of anabhy@sa, it seems clear from the
definition that it means the non-repetition of a note
once sounded. This is not to say, however, that the note
will remain mute, It might appear again in other passages
or sections of the music, Alpatva and bahutva do not
refer to a single instance where these devices are apparent
in the rendition of a jati but to their use at various
sections throughout the piece. Possibly, it is this
combined technique of avoidance and emphasig that might
have led to Vakra whereby the old idea of avoidance now
evolves into one of postponement or suspense. By postpon-
ing the resolution of a phrase, a pause in the r3ga piece
acquires greater desirability.l
If lafghana's definition above is accepted, that is,
the avoidance of a note, then it is this aspect of alpatva
rather more than anabhyasa that encourages the development

of transiliency in a jati's scale,

lHere, however, the note of suspension would be the oft-

repeated and therefore the strong note,
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Matafga in the BD adds nothing further to the NS
description of alpatva and bahutva. We shall, however,
refer to these lakgana in the BD in our discussion of
Antaramarga.

Sarfgadeva is somewhat more precise in his definition
of bahutva and alpatva:

"Bahutva is considered two-fold on account of its
[aspect of] abhyasa (repetition) and of alahghana (non-
avoidance) with regards to the [note] situated in (i.e.,
assigned as) the recurring ampfa and to the vadi and
sapvadi (consonant pair).

"Alpatva is also two-fold: through lanhghana and
anabhydsa, Anabhyasa is generally preferred among non-
amSas as well as among those [svaras] to be omitted.

As for lafhghana which chiefly affects that area in which
[notes] are to be omitted, a little contact with the
non-apSa is also possible, [a practice] which music

experts are wont to do from time to time."l

lalafighandt tathd 'bhydsdd bahutvap dvividhem matam /

paryayamse sthitam tac ca vadisagpvadinor api // 49
alpatvap ca dvidha proktam anabhyasic ca lahghandt /
anabhyf@sas tv anamSegu prayo lopyegv apIgyate // 50
Tsatsparso ladghanam syat pr8yas tallopyagocaram /
uSanti tad anapSe 'pi kvacid gItaviSa@raddh // 51

SR,I,7.
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This definition makes clear what was previously
only apparent or implied: bahutva is concerned with
emphasizing the consonancy between amsa svaras; alpatva,
with non-amsa svaras or with those that are ultimately
dropped. And on bahutva Siphabhipala is even more
explicit: he prescribes alaighana (non-avoidance) to
the va&di (sonant), and abhy&sa (repetion) to its

saqpvadi (consonant).l

An interesting development in jatilaksapna now
appears. In the BD Matahga explains: "Since alpatva
and bahutva are two-fold, then it is said there is
movement among the nyasa and other [lakgsanal on
account of antaramarga., Therefore, the mark of

antaram@rga in some Jjatis is [due to] the lack of

paucity with respect to the non-apda,""

1alaﬁghan§d yasya bahutvayp sa vadl; tad yasyabhyasat
sa sampvadity arthaly/ SR,I,7,p.190.

SR tathdlpatvap bahutvap ca dvividhap sanyasadigato

bhavet tadantaramargeneti/ antaramirgasya laksananp
yathad jatisu kvacid va anagso vinagplpah [sicl /

(vin8plpah should read, vin&lpal)
BD,p.59.
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Bharata uses the word, antaramarga, to describe
that transitory stage between Samplrpa and $adava or
Audava when a Jja&ti tends to be transilient on account
of its weak notes. (See above) However, he must have
sensed some kind of phenomenon when he points out that
in the jati, Karmdravi, Ga is a special svara, but he
makes no reference to Antaramdrga in this instance.l
Matanga, on the other hand, does and to strengthen his
position he quotes the relevant passage in the NS.2

Let us examine Karmaravi,

Ri, Pa, Dha and Ni are the jati's apbas; the

. . I d
remaining svaras, Sa, Ga and Ma are non-apsas,
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Karmaravi

1g§ndh§rasya viSegena sarvato gamanagp bhavet // 155
NS, 28,

2. . o tathd ca karmaravyap gandharasya sarvasvara-—

sangatya bahutvendntaramdrgaprayoga iti vakgyate/
gandhB8rasya visegepna sarvato gamanam bhavet / TLoc. cit,
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The consonant pailrs among Karmaravi's a@éas are
Pa-Ri and Dha-Ri; and of its non-apSas, Sa-Ma. This
leaves apSa Ni and non-~ap$a Ga at odds. The problem
arises when Ga, the non-apSa, is prescribed the quality

of bahutva, as it is in the BD and SR.T

This is
contrary to the SR precept that it is the apsa svaras
that are stressed and the non-am$a ones played down,
When, then, a non-amSa note is emphasized, it might

mean that the jati is characterized by a certain
imbalance between its tetrachords. Although Ga here is
a strong note, it still remains a non-am$a. Hence, the
unusual emphasis on such a note can only mean intent to
create a kind of asymmetry in this particular jati, |

It is perhaps this asymmetry or imbalance that character-
izes antaramarga. Had the principle of alpatva been
applied to the non-apSa Ga, or, conversely, had
bahutva's immanence in Ga been nullified, no imbalance,
i,e., no antaramdrga, would have arisen., This imbalance
remains unresolved in Karmaravi because the j&ti is one
of four jatis that allow only the sampurpa form., In

most other jatis an imbalance between an amsa svara and

1BDp:268-9; SR,I,7:101-2.
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a non—a@éa svara is righted when the non-apSa is dropped
in the jatis' gadava or audava form., Antaramarga, there-
fore, appears to be a phenomenon of sampurpa Jjatis in
general,

A by-product of alpatva and bahutva, anbtaram3rga
finally emerges as a legitimate lakgana in the 13th
century. The first definition of anbtaramarga appears
to be that of S&rngadeva in the SR:

"Disregarding the position of nyasa and other
[lakganal, an extraordinarily contrived [melodic]
combination of ap$a and other [functional notes] with
notes in the middle register that are de~emphasized by
means of occasional non-repetition here and there and
by outright avoidance in others, may result in antara-
marga, chiefly among the vikrta jatis."l

In antaramarga, then, there is deliberate pairing

s, - L
of amsa with non-amsa svaras.,

lnyﬁsadisth§nam ujhitva madhye madhye 'lpat&yuvam /
svar@ndnm ya& vicitratva kBriny amSEdi sampgatih // 52
anabhy&sail) kvacit kvapi langhanair eva kevalail /
krta sa@ 'ntaram3rgal syat prayo vikytajatigu // 53

SR,I,7.
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We might define Antaramarga as the state of
imbalance created in a jati when there is substantial
apposition of stress (bahutva) and unstress (alpatva)
among its amSa and non-amSa svaras. It follows from
this that it is antaramarga that causes a jati's
structure to become transilient. When an inherent
imbalance cannot be righted, then this asymmetry
marks one jati off from another, In this context,

antaramarga earns lakgana status.

According to the NS, "S&dava is a six-note [series]
of which there are fourteen kinds and forty-seven ways
[of forming it]} Auvdava is a five-note [series] of which
ten kinds and thirty permutations are known."l These
series and theilr permutations refer to the modal sgcales
of which only seven of the possible fourteen scales
from the two gramas have been chosen to represent the

jati system. The basic modes are the $adjI, Argabhi,

sapsvarap g&davitam caturdasavidhanp saptacatvaripsat
prakdram/ plrvoktavidhdnap yathd jatyamsaprakdrair iti/

paficasvaram audavitap vijfieyap dasavidhap prayogajfailh /
trimSatpraka8ravihitap pUrvoktanp lakganap tv asya // 84

NS,28,




DhaivatI and NaigadI of the Sa-grama, and Gandhari,
Madhyam& and PaficamI of the Ma-grama., From these seven
modes, eleven other modes are derived, the derivative
modes differing ostensibly in lakgana content rather
than in scale,

Forty-seven permutations of the gddava form are
obtainable from the seven jati scales if the series
that drops the tonic in the $adjI and in the Madhyama
scales is excluded. Sa and Ma being the centres of the
grama system, it is possible that their omission from
a gadava series would be inadmissable.

In the g8dava and audava tables given below, the
note-series or scale that is underlined is the actual

variant form prescribed for the jati in the NS, Only

the letter of the svaras are indicated.
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Of the audava type, thirty combinations may be
obtained if the jati's tonic remains intact. There
are seven possible pairs of consonants that may be
omitted from the samplurpa series to form an audava:
Sa-Ma, Sa-Pa, Ri-~Pa, Ri-Dha, Ga-Dha, Ga-Ni and Ma-Ni.

92djT is given the gadava variant only.t

Audava Table

ErsabhI (5) Gandhari (5) Madhyam& (5)
R MP NS& ¢ PD SR M DN RG
R MPD S ¢ PDN R M DNS G
RG PD S GM DN R MP NE& G
RG PDN GM DN S MP N SR
RGM DN?Z2 GMP N S MPD SR

[(RGM D 812

PaficanT (5) Dhaivati (5) Nig8dI (5)
b N S G M D S R M P N R G PD
P N SR M D SRG P N R GM D
P D S R M D N R G P N S GM D
PD S RG D N R GM N S GMP
PDN RG DN S G M N SR MP
1NS,28:62 and 113, gﬁrgabhi's actual

audava, according to the BD (:20%3) and the SR (I,7:64-5),

3Tn the NS, the jati's audava omits Pa-Ni, an assonant
melodic interval (28:117).
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A study of the Jjatis' actual sadava scales shows
that the process of elimination begins in the upper
tetrachord. Sadava is formed by omitting a note in the
upper tetrachord of the scale, and audava is then arrived
at by omitting from the saddava a note in the lower tetra-
chord, The omitted notes are usually a fourth or a
fifth apart. The whole process of transformation from
a sampurpa to a g&dava or audava obeys the irresistable
law of consonancy.

In some jatis certain changes in the role of the
svaras occur during the transformation, Some gvaras
that function as amSas in the jati's samplrpa state,
shed this function as the jati assumes a g&dava or
audava form,

For instance, Sadjamadhyamd has all its svaras
acting as apSas in samplrpa, As the jati transforms
into g8dava, however, it is prescribed that Ni and Ga
now revert to non-amSas. Ni is then omitted and then

Ga in au@ava.l

lng,28:66 and 70.
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sampurna sddava audava
—p Q{c}
AAC&)AAACA) A A AA A AA AAA

$a@jamadhyam§ scales

Another jati with several amSas is Ga&ndh&rT in
which svaras Ga, Ma, Pa, Ni and Sa are apSas. Pa loses
its amba importance as Ga&ndh&rT assumes a gi@dava shape
but it is Ri, a mere svara, that is dropped. In audava

the rest of the jati's amSas except the tonic Ga, now

become anaméasl while Ri's consonant, Dha, is now omitted.2
samplirna sadava audava
n Lo\
§ —o—— P W 5 ©
[ T o O oy SO
J — =
A AR AA A (A) (a) (&) A

GandharI scales

lThis is the term used in the NS (28:67) to denote the

loss of am&a power. The letter A, however, under
the notes in the illustrations always stands for

ApSa. ApSas enclosed in brackets are anambas in the
succeeding scale.

°NS,28:69; 131-2.
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Sa&rigadeva's description of this relationship is
picturesque. He says that Pa ig "hostile" in GEndhari's
s8dava and that as amsas, Ni, Sa, Ma and Pa are
"unfriendly" in au@ava.1 For this reason, presumably,
these svaras become non—améas. In the BD, Matahga
offers the following opening phrase in G&ndharI's
samplirnpa; in its gadava, Ri is omitted from the phrase;

and in its audava, Ma, no longer anapSa, acts as a

supertonic introduction to the tonic, Ga.2
, sSampurna sadava audava e BD,p.75
.1 ~—1 1 - I -
Y= S | | .
T;“'OL' A ‘-é ;3 A A Never
A

Gandhari's opening phrases

1paﬁcamab s@davadvegI nisamadhyamapaficam@h // 68
apsd dviganty auduvitam . . . /

SR,I,7.

2tad yathd - - gandharl yada sanpplirpa giyate tada

nadhdrigd iti gayante iti prayogah sydt/ yada rgabha-
hind giyate dharasvarapravesanam(?) ma&dhadhdgd iti
prayogah syat/ yadad auduvitd giyante tadd uttara
svarapravese magaga iti prayogah syat, m8paridha iti

prayogah kadacid api na syat/
BD,p.75.
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In GEndharI it is seen that although all its apéas
except the tonic become anamSas in audava, none of them
are dropped. What are omitted are svaras that carry no
function in the j&ti. In Sadjamadhyamd (see above),
however, where all its seven svaras are declared amSas
in sampurpa, it is perhaps unavoidable that in g&dava
and audava, an apSa svara, albeit subsequently depreciated,
is dropped.

KaigikI, on the other hand, combines the two
features. In gsadava it drops a non-functional note and

in audava an anamsa,

sampurna sadava audava
pa) eOV o O [«
AN ~n O P~ Wil W

Q> Q- [« Mihad

A A(A)AAA AA (A AA A A AA

- 1
KaisikI scales

As to Kai$ikT's anamsas, Pa and Dha, it is possible that
as améas they run the risk of either being paired with a
non-functional note, thus resulting in antaramirga, or

forming a tritone with the tonic.

lThis is only one set of KaisikI's three modal structures.

See the jatis' scales on p.
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This tendency to maintain balance between functional

and non-functional notes is also seen in SadjodIcyava:

sampurna sadava audava
A= o (oMt - o5 e PR B
T A (A A A A A A A AA

In the various Ga modes (i.e., modes in which Ga
is tonic and final) where the problem of the tritone is
likely to occur, Dha, the tritone, is either a weak note
(alpatva) as in gagjakaiéiki,l or can be omitted as in
Gandhari, Raktagandhari and KaisikT, or when not omitted
as in Kndhri, its effect is minimized by the judicious

distribution of the amsas.

Sadjakaisiki EndhrT
r} n.g oc
th— e —
e o
YA A A A A A A
Gandh3rT Raktagandharl KaisikT
N o —
AOQ ~ O e D
A A A A A A

IThe weak notes of the jti are indicated in the

illustration by small black notes.
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Four jatis remain samplirpa and admit no variant:

SadjakaisikT GandhirapaficamI Madhyamo- Karmaravi
n'i P o9 9] dlcfioac — e_ocoe
A - 039"‘\'0“ 9£3c3 -0
A A A A A AA A A

Another four have the gadava variant only:

SadJT Andhri NandayantI GandharodIcyava
9 1 (o) o} —
o H P> PNS) PN M
P~ ~ O ~ ) ~
270
A A A A A A A A A A A

In the two groups of jatis above, we note that the
sampirpa jatis, GandharapaficamI and MadhyamodIcyava,
and the gadava jati, NandayantI, are the three jatis in
the ja&ti system that are characterized by only one améa
each., This might suggest that where there is only one
amSa in a jati, the possibility of transilience in its
scale is lessened since only one of the three hag a
variant form,

The omitted note in the sadava jatis above is

invariably a non-functional note,

L1n 98dJjI's sampurpa form, Ni which is here omitted, is

said to be kakali at times (SR,I,7:60). This is one
of the few indications of kakali in the j&tis' scales.




A survey of the jatis' sampurpna, sadava and audava
scales (given in toto below) will show that Ma is the
only note that is never omitted from a scale. As
Bharata writes:

"The elimination of Ma should never be attempted,
for, in accordance to Gandharva law, Ma has been decreed
the most superior and undying of the seven svaras by

those who chant the S§ma[veda]."l

Tna madhyamasya n&sas tu kartavyo hi kad&can // 72
saptasvar@ndm pravaro hy andsI caiva madhyamal /
gandharvakalpe vihitalh s8@magair api madhyamal // 73

NS,28,
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In the following comparative tablel

Alpatva is indicated by a small black note;

Bahutva is indicated by the symbol v ;

AmSas that are temporary show this by (A);

these are the anapsas in the succeeding scale,

lIt is not always clear from the description in the

NS, BD and SR texts whether the alpatva and bahutva
in the jati's samplrpa state also apply to its
sddava and audava,

(The sequence of the jatis in the table follows
that of the SR.)
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- The jatis' scale forms
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sampurna sadava audava
n 55_(]'_{ NS,28,112-3%
ll k 4 n‘c F'ay
€D . —  a—
J o o ©
A (AAAA A A A A
n BD;245; and
V4 'A Oc ﬂv\‘6(_') r?O
{ P a0 O © i
:0“' " (o N
Q
A CA)AAA A A A A
) O
] 4 P
i o
o\ ~—o©
J o~
A (A)AP\A
(iR :)m e ——— —o ©
J 0o © s ©
(Op. cit.)
, Argabhi :114-6
LA ) o
FATA o O < - O
Do e o——
N} © o2 o0 —
A A A A A A A
) S(wciml, A ascent anty
8 s0°
N Gos
A A
" p.70
v ) ¢ 2
oy P i —— 5o ° —
\‘j" o = PN N 5—* .
A A A A A A A A A
, :64-5
A A
{ O [f 5 o © 5 o
A A A A A A A A A
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n G'é'ndh'a"ri” :6‘7, 131_5
Y O — ~
Do © g © o5 C
TaAa® ana A Ay (a) (A) A
7 . o 12465 p.73
) 4 - — (e 9 — —
Z\ v hd a (3 ~ = [
®—=o09 — O PeaL®)
E oo =
A AW AA A (A (A) (A) A
f o :37-8
! e-Q ey O )
o © oo o
AR A A A ) (A) @) A
Madhyama :139-40
v " (o]
‘ ~ O " - O —5
4 X o9 = P =
M o0 © — 5 © —
O ) P
ToaAA A APLA A A AAA AA
? . -0 1216
4 - O v O S
Vi K J n O ¥ —a© Py
P I —— O S—
W e o
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4 Y :70-1
-~ O 0" O g
f - oL a9~ - &
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PaficamT - §
0 —2 o] (@]
) P v) q o O P )
7\ PO v B N ~ P=Y ~
[ 2 e [od [o Wit
SV
7 A A A (A) A
:218-9: 24
P YA o %’ 7
. O * |1 ~ 0 o O
7 o O " s © PN
{ (6 el hd o_
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A i
| WY "UCOA o ry 1]
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y I¥
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SThis is the reading from the Ghosh ed.(28:1%2-4) and the

Gaekwad ed; (28 : 124—-6) .

The Kavyamala ed, has tonic Pa

as one of the weak nobtes (28:143-4),
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Gandharodicyava :137-8
) a0 o o
1Y) o ® v o> o hnd
Ay e« © PN Whd 5
U< Q =4
J A A A A A
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n .. O . o
¥ o o ~ -
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0N a O o 9 o
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SNote the differences in Raktagandhari's two descriptions
in the BD,
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KaisikT :673703,156-9
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The weak or alpa notes bring o mind the pién-tones

of Chinese music, The pién-tone theory suggests that
"in every mode two tones were subordinate in nature to

the other five."l

In this analogy the alpa notes would
be subordinate to the bahu or strong notes. It is also
said that the pién-tone is represented by the guilisma
in Gregorian melodies2 or the Kylisma in the Byzantine
chant.5 As an ornamental note the guilisma serves to

fill the gaps that occur in a pentatonic mode, Further,

the pién-tone reduces the possibility of a tritone in

the tritus tonality where the gap can be filled by a
b-flat instead of the b-natural.’ Now, while it is
posgible that, like the quilisma, the alpa notes may

function as ornamental notes and while pien-tones and

alpa svaras may be caliled subordinate tones, any other

similarity between them ends here.

lReese, op. cit., 160

2Ibid.

5Apel, op. cit,, 114,

4Reese, loc. cit,




153

As the table of scales above shows, it is usually
the weak or alpa note that is dropped from the full scale
to form a smaller scale; at times this dropping of the
alpa note does away with the tritone., The quilisma, on

the other hand, presupposes, as do the pieén-tones, a

pentatonic structure, The ultimate outcome of gap
filling would be the formation of either a hexatonic or
a heptatonic structure, In the jati system, however,
it is the presence of alpatva in a samplirpa modal scale
that brings about the gapped sddava and audava forms.

We might conclude then that while the pién-~tones or the

quilisma and the alpa svaras resemble each other in
certain respects, they operate from diametrically

opposite premises.
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APANYASA, SAMNYASA AND VINYASA

The Jjati has four types of end-notes according
to their location in the musical composition, These
are the Nyasa, Apanyasa, Sapnyasa and Vinyasa. The
Ny&dsa has been discussed in connection with Graha and
Apsa for reasons stated in that chapter., References
to the nyasa will, however, be made in this chapter,

While these pausal types may be distinguished by
their location in a piece, it might be useful to touch
upon the connotation of the prefixes, Apa-, Sam-, and
Vi- to the word, nyasa. According to Monier-Williams,
apa- "as a prefix to nouns and verbs expresses away,
off, back . . ."; sam-, "together with, along with";
and vi- expresses division, distinction, or opposition.
The ensuing discussion will show that where these pre-
fixes are concerned, the terminology for end-notes has
been aptly chosen,

The NS includes only the Apanyasa in the lak§agal
category and defines it. The text, however, mentions

Samnydsa and Vinyasa as being governed by the apSa but

Ins,28:74,
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in the chapter which mentions the lakgana, no further
reference is made to them.l Instead, these ancillary
end-types are mentioned in the chapter dealing with time-
measure,2 thus implying that the Samnyasa and Vinyasa

are elements bound to measured pieces rather than
lakgapa typical of the jati as a whole,.

By way of inference, Apanyasa's definition says
where in a piece the Apanyasa may not be found:

"The Apanyasa, which numbers fifty-six in all,
should only be within the song-piece."’

Thug, the apanyasa can be any one of the cadence
end-notes except the final one, nydsa, But we sghall
find that the apanyasa svara may coincide not only with
the ny&sa but also with the sapnyasa and the vinyasa.
At this stage we may consider all end-notes in a piece
its apanyZsas, except the final one, until we can pin-
point the whereabouts of the sampny&sa and the vinyasa.
In a sense the prefix, apa-, which expresses 'away or

off' might also be taken to mean, 'other than'.

l1pid. 78

°Ng, 3L

5gatpaﬁcﬁéatsamkhyo 'ngamadhye 'panyasa eva syat // 81
NS, 28,
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Thus, the note that ends a cadence other than the
final is an apany&sa, unless further qualified by
location or function. All inner cadences then may be
said to end on an apanyasa svara, However, it is not
unlikely that the cadential ending may turn out to be
.an unprescribed apanyasa svara.

In the following correlation table, it will be
seen that many of the j&ti's ambas are also its apa-
nyasas., Some Jjatis assign non-apsa svaras as additional
apanyasas, The apanyasa is indicated by two lines
underneath it when the svara is also an apSa; by one
line and separated by a semicolon when the svara is a
non-amsa.,

The fifty-six apany&sas are distributed among the

eighteen jatis as follows:®

l1pid, :112-157,




157

Jati AmSa and Apanyasa Ny&sa
Sagit Sa Ga Ma ?_g Dha Sa
KrgabhT Ri Dha Ni Ri
GEndharI Sa Ga Ma Pa Ni Ga
Madhyam& gg Eé gi Eg 2&2 Ma
Paficami Ri Pa; Ni Pa
Dhaivatl 5& 2225 Ma Dha
NisddT Ri Ga Ni Ni
sadjakaibiki Sa Ga Pa; Ni Ga
SadjodIcyava Sa Ma Dha Ni Ma
Sadjamadhyama Sa Ri Ga Ma Pa Dha Ni Sa Ma
Gandh&rodicyava  Sa Ma; Dha Ma
Raktagandharl Sa Ga Ma Pa Ni Ga
KaisikT Sa Ga Ma Pa Dha Ni Ga Ni Pa
MadhyamodIcyava Pa; Sa Dha Ma
Karmaravi Ri Pa Dha Ni Pa
Gandharapaficami  Pa; Ri Ga
Endhri Ri Ga Pa Ni Ga

— —— S5t
e veraet  SowerTe  ew—

Nandayantl Pa; Ma Ga
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That the apany@sa svaras are chosen from among the
amsas is understandable since it follows that a pause in
a song-piece should occur on a strong note., FEleven,
that is, more than half of the Jjatis employ their full
quota of amSas as apany@sas. Nine Jj8tis assign other
than their final note as apanyasa. The apanyasas when
not in unison with nyasa are usually a third, a fourth
or a fifth away. FExceptions to this, aside from the
multi-amsa—ed jatis, are Raktagindhari whose cadence
end-note of Ma assumes a supertonic cadential position
in relation to its nyasa, Ga (one could think of the
imperfect cadence on the sixth in Western music as being
a supertonic to the dominant); G&ndh3rapaficamI's second
apanyasa of Ri which would act as a tonal leading note
suspension to its nyasa of Ga; and NandayantI's second
apanyasa, Ma, a powerful note of suspension since it
stands between the ja&ti's principal note of Pa and its
final, Ga. Non-amSa apany@sas are added to jatis that
have less than four améas, the nonwaméa apanyasa being
a third or a fourth from the ny&sa., Although we cannot
say when the drone came into ubiquitous existence, this
harmonic or intervallic relationship between the inner

pauses and the final should perhaps be considered.
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The apanyasa table also reveals how RaktagandharI
differs from its parent, Gandhari. The two have up to
now been sharing the same lakgana. Gandhd3rI pauses on
Sa and Pa, Raktagdndhari on Ma. From their pause they
shall be recognized indeed, Having pointed this out,
however, we find three Jjatis with a common nyasa, Ma,
whose pauses are, similarly, Sa and Dha. These are the
"udIicyava'" jatis, SadjodIcyavd, Gandhdrodicyava@ and
MadhyamodiIcyava. Although the three have lakgana
differences which tell them apart, it might be interest-

ing to compare their cadences here,
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SadjodIcyava SR,L1,7,0.229-30
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It is the BD that provides the clue to the fact
that apanyasas are end-notes of cadences. Matanga
states: "Wherever there is a gita ending, there an
apanyasa is found., All cadences (vidarI) are within
[the song-piecel], There are two kinds of cadences:
the gita cadence and the pada (texbtual) cadence, What
is meant by the word, vidari? By vidarI is meant a
fragment; thus, a gIta hair-tip (a btapering off?) is
[but] a fragment of the gIta."l

The NS mentions the vidarI in connection with the
padavarpas (note-patterns accompanied with text) of the
vastu, a vocal Type of composition.

"Where the padavarna comes to a close, that is
known as vidarI,"o

It might be argued that this concept of the vidarI

includes not only the idea of a falling-off in a melody

passage but also the whole of the section of varpas to

lel

which a particular vid8rI, as cadence, belongs. However,

yatra gitam iti samaptir iti sambhavyate so 'panyasalh/
sarvavidarl madhyamo bhavati/ sa ca vidarI dvividha -
gTtaviddr padavidarI ceti/ nanul vidarTsabdena kim
ucyate/ padanam syad ity &di vidarand khandanam iti
yavat/ gitakesT gItekhapdam iti yavat/  BD,p.57.

2

padavarpasamaptas tu vidarIty abhisapjiiitd / (203) NS,31,

(Ghosh)
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its juxtaposition to the ny#sa and apanydsa in the sloka,
"the vidarI is known to be uneven (i.e., may occur any-
where in the composition), just as the ny&sa and apanyasa
are"l geems to establish the meaning of vidarI as cadence
sufficiently. In subsequent eras we find the concept of
vidarI broadening and by the 17th century the term applies
to specific sections of a raga-piece,

That a gita cadence usually coincides with a pada
cadence can be seen in the SR prastiras (measured pieces)§
illustrating the jitis.2 There are also instances when
a break in the music interrupts the flow of the verse,

The NS has a name for this type of vidarI, 'guruvarpa-

nukdrini', literally, imitating a long vowel.5 The

1ia5eT vigamd j8ya nydsapanyasa eva ca / (216)

NS,31 (Ghosh)

This also proves that the ny&sa svara may end inner
cadences as well as the final cadence,

29R,T,7,pp.199-267,

5vidé’rayati vasmaddhi padamadhyasvara yada /
tada vidarI vijfleyd guruvarpanukarini // 204

NS,31 (Ghosh)
"When the svara brings about a break in the middle of
a pada, then the vidarI is known as guruvarpanukarini."

8

In the SR but not in later examples.
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prastaras also show that at times a short cadenza
follows the end of a verse (not quite comparable to
the melisma of a jubilus). Examples of these types
of cadences are given below later,

The reason for the two types of vidarI in the BD
presents itself when Matanga defines Sapny&sa and
Viny?a"sa.1

Sapnyasa is so-called, he states, if it occurs
at the end of the first vidarI and is not dissonant

to the améa.g

IThe NS states that the sapnyasa and vinyasa are found

in that order (i.e., the vinydsa comes after the sam-
ny8sa) within the song-piece but the vinyasa has been
known [to appear] in the middle vidarI (31:218 Ghosh).

References to the vidarI, samnyasa and vinyasa in other
NS editions are found as footnote insertions, as fol-
lows:

Kavya ed,, 31:176 fn,4 and 18% fn.8;
Gaekwad ed., 31:192 fn.2 and 200 fn.2.

gsamnyﬁsab so 'bhidhIyate/ amSasya vivEdI yatha na

bhavati prathamavidaryanter yadil[sicl pravrtto yad&d
bhavati, tadasau samnyasa ity arthalh/ BD,p.57.

Siphabhlipala's quotation of Matanga's definition of
sapnydsa is clearer:

"amSasya vivadI yo na bhavati sa prathamavidiryam
ante yadi prayukto bhavati tada sapnyasa ity ucyate"

SR,I,7,com, :47-51,
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It would appear then that the first cadence and
the final close of a gita carry definite nomenclatures.
Quite often, as the SR prastiras show, the samnyasa
note is a prescribed apanyfsa note. It is perhaps in
this sense that the first cadence is called the samnyasa
since, as its prefix suggests, it shares the function
of the apany&sa albeit confined to the first cadence,

On the Vinya&sa Matahga says:

"[When] this sapnyasa svara takes place at the

end of a pada, then it is called a vinyasa., This,
likewise, is to be consonant to the améa."l

This definition raises a few questions. Is the
samnyasa then only a cadence of an instrumental piece
of music? Is the pada end mentioned in the definition

the end of a verse or an interruption in the line?

lidﬁnim vinydsam 8ha - ega eva tu sapnyasasvaral padante
vinyasyate tad@ vinyasal/ eta eva tad uktam bhavati/
amSasya sapvadl va bhavati yasma3c caiva pravartate/

BD,pp.>57-8.
Simphabhipala's quotation of this definition:

"ega eva tu sapnyasasvaro yada paddnte vinyasyate
tad& viny3sah; ata evBpSasya sanpvadyanuvadI va pada-
vidaryante bhavatity uktam"
SR, ibid.
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Sarhgadeva's definition helps to clarify the
matter,

"The vinyasa which, like the sapnyasa, is said to
be non-dissonant to the améa, is situated at the point
(prante) where a breaking—off (vid&rI) of a part (bhaga)
of the verse~form (ripapada) [occurs].“l

Here it makes it clear that the break in the verse
is a non-mensural break and that the vinyasa is not a
qualified sapnyasa. The implications of S@rnhgadeva's
definition are that the vinyasa may be found at any
cadence point in the gita, even at the first cadence
if this cadence cuts the verse line, and that the
samnyasa is not necessarily an instrumental cadence
so long as verse and music come to a close at the first
vid&rI, Provided, therefore, that verse ends and music
cadences coincide, the cadential structure of a composi-
tion would be something like this:

Samnyasa Apanyasas Nyasa
(First cadence) (A1l inner cadences) (Final cadence)

lsamnYﬁso 'méﬁvivady eva vinyasah sa tu kathyate /
yo vidarIbhagarupapadaprante 'vatigthate // 48

SR, 1,7
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A study of the j&ti prasté@ras in the SR show that
the jati's inner cadences end either on a prescribed
apanydsa svara, on an améa or one of the am$as if the
jati has several, or on the ny@sa svara, We shall
recall that three jatis have bases, i.e., nyasas, that
are neither ap$as nor apanya@sas.,) The samnyasa, then,
is only another name for the apanyasa of the first
cadence while the vinyasa indicates there is a break in
the verse, although this, too, ends on either an ampda or
on an apany@sa svara, The nydsa note, itself an amsa in
most jatis, is also used quite often to end inner cadences.
All this proves that the samnyasa and vinyasa are merely
nominal types of cadence endings depending on their
location in the composition., In the final analysis, the
pauses fall on amSas or on apanyasas when these are not

amSas as well.,

We have chosen the SR prastara of RaktagdndharT to
illustrate the apanyasa, appearing here as a sapnyasa,
a short cadenza ending on one of the jati's améas, a
viny@sa on an apda svara, and, finally, the jati's

nyasa,
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Raktag&ndh&ri (Prastira)
\ > 3

SR,I,7,pp.242-3
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The SR prast&ras also show that the vinyasa is
more apt to be found in the song's opening bars rather
than farther in the piece. Five Jjatis in the prastara
set begin in this mr;urnrlex-:L and as such, the vinyadsa
cadence, notwithstanding the text, might be said to
act as an introduction (reminiscent of Haydn's symphonies,
albeit shorter) to the piece,

Three of the five jatis are given below, showing

the opening bars of their prastara and on up to the

first apanyasa pause.

leanansri, Sadjekaifik, GEndhdrodicyavd, Gandhira-
paficamI, and NandayantI.
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-~ Prastira opening bars with vinyasa pause -
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Finally, it might be interesting to compare the
final cadences of jati prastéras in the Ga mode, the
mode which has the biggest representation in the Jjati

system,

Please see following page.

Note how five of the six derivative Jja&tis end in
almost a similar manner as the parent, Gandhdri. The
lone exception, KaifsikI, is, we may recall, one of two
jatis that have two finals (authentic-plagal). In fact,
KaisikT has a third final, Pa, when Dha and Ni are the

jati's principal notes.
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- Pinal Cadence of Ga Modes -

Gandharl SR,I,7,p.208
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Sarhgadeva's Theory of Vikrta Svaras

There is reason to believe that during the period
between the BD and the SR the old modal system based on
the seven miUrcchan@s was slowly being replaced by a
system which integrated the seven svara progressions
into the first of these progressions, the Sa-series.
This Sa-series synthesig of the seven murcchanas would
be brought about by means of vikrta (modified) svaras
to allow for the intervallic relationships or sruti
distribution inherent in the seven modes., It is quite
likely that a transition iﬁvolving basic theory such as
this might have been due to the steady development of
the stringed instrument in India, particularly, of the
lute and vipa types.l Sarhgadeva's theory of the
modification of Suddha svaras into twelve vikrta svaras
seems to offer proof that an attempt toward synthesis
as described above was being made in the 13th century.

But the fact that Sarfgadeva fails to apply these

vikrta svaras to his ragas might indicate the difficulty

of fitting theory to practice at a time when the heavy

influence of the ancient theory of modes based on the

1Marcel~Dubois, C. Les instruments de musique 4 1'Inde

ancienne (Paris, I9HIL), 72-80; 87-93,
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mircchang& still pervaded the musical scene.
There are twelve modified pitch positions (vikrta-

vasthid), according to the SR,l

distributed as follows:
Sa, two varieties; Ri, one variety; Ga, Ma, and Pa, two
varieties each; Dha, one variety; and Ni, two varieties,
Of these twelve vikrta svaras, four come from the past,
namely, the three-sruti Pa of Ma-gr@ma and the resulting
four-sruti bDha, antara Ga and k3kali Ni. By making the
Ma-gr@ma Pa a vikrta svara Sa&rngadeva thereby considers
the Sa-gri&ma the fundamental grama of hig day.

Sarngadeva's theory in translation follows:

"Sa which is two-fold [in modification] as cyuta
and acyuta, becomes modified by two Ssrutis when seen in
the state of sadharana and in kakali Ni,

"Ri when extended to a Sa Sruti in s@dharana then
arrives at four-Sruti-ness which is its sole variant.

"Ga, as described by Nihéaﬁka,g is of two kinds,
namely, the three-sruti kind in s8dh&rana and the four-

Sruti kind in antara,

lta eva vikrtdvasthi dvidasa pratipdditdh // 39
SR,I,3

©pnother name for Sarngadeva,
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"Ma, like Sa, is two-fold [as cyubta and acyutal
depending on antara [Ga] and on sadharana,

"Pa, which is three Srutis in Ma-gr@ma, is again
in modification when it reaches toward a sruti of Ma,
thus becoming four 8srutis, its second variety.

"Dha as vikpbta is four Srutis in the Ma-grima.

"Ni obtains two variant types: as the three-&ruti

kaibika and the four-&ruti kikali."t

cyuto 'cyuto dvidhd gadjo dviSrutir vikpto bhavet /
sddharane kakalitve nigadasya ca drgyate // 40
s8dharane Srutip sddjIm yrgabhah samSrito yadd /
catuhSrutitvam Zy&ti tadaiko vikrto bhavet // 41
s8dharage trisrutill sydd antaratve catubbrutih /
gandhdra iti tad bhedau dvau nihsatkena kirtitau // 42
madhyamal sadjavad dvedhd ‘'ntarasa@dhdranisrayit /
paficamo madhyamagr@me trisrutih kaibike punal // 43
madhyamasya Srutim pr@pya catuhSrutir iti dvidha /
dhaivato madhyamagrame vikrtal sy8c catubsrutih // 44
kaigike k@kalItve ca nigddas tricatubhSrutih /
prapnoti vikrtau bhedau dvav iti . . . // 45

SR,I1,5
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Sédhéra@a is the key to the modification of svaras
in the SR as it has been in the NS, Sadharapa is the
sharing of Srutis by one svara with its neighbouring
svara as a means of modifying one or the other's original
pitch position in the Sruti scale, This modification is
determined in terms of deviations from the original
sruti level occupied by the Suddha svaras in the scale
of twenty-two &rutis.

We already know that it was sgdhéraga that led to
Ga's first variant pitch, antara Ga, and to Ni's first
variant pitch, k&kali Ni, by sharing two Srutis each of
Ma and Sa., In the SR Ga and Ni obtain their second
variant pitch by sharing a sruti each from the four-sruti
antara Ga and k3kali Ni, As three-sruti svaras they are
now known as sadharana Ga and kaiSika Ni, T

When Sa and Ma share two of their Srutis each toward
the shaping of kakali Ni and antara Ga, their original
Sruti quantum consequently undergoes change, In this

treduced" Sruti state they are known as acyubta Sa and

acyuta Ma; acyuta, meaning unmoved. Unmoved because

Descriptive nomenclature is essential in Indian music as
a means of distinguishing one element or concept from
another,
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their Srubi limit remains the same.® When, however,
they share their boundary Sruti to their neighbours,

Ri and Pa, they are now called cyuta Sa and cyuta Ma;
cyuta, meaning moved. Moved because Sa and Ma literally
move or fall back one degree in the Sruti scale, thus
allowing Ri and Pa to enlarge their intervallic
dimension to four srutis each, As either cyuta or
acyuta, Sa and Ma are two Srutis each. These 5rutis
are, however, at two different levels in the scale, as
the diagram below will show.

Ri and Dha are the only svaras with a single variant
pitch, the reméining svaras having two each, Ri attains
its vikrta form as a result of cyuta Sa, as noted above,
Dha's variant pitch is the result of Pa's three-&ruti
position in the Ma-grama. As vikrta svaras Ri and Dha
carrylno special names.

The SR makes the Ma-grama Pa its first vikrta Pa,

In a sense this vikfta Pa might also be called cyuta Pa
since in the Ma-grama Pa is moved one Sruti down the
scale.” By virtue of cyuta Ma, Pa regains its four-~Sruti

lWe shall recall that in early Sruti theory the Srutis

precede the svara.

2We find the term, cyuta Pa, appearing in labter texts,
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dimension and, as such, is known as kaiSika Pa. This
four-sruti vik?ta Pa occupies a different level as the
four-5ruti Suddha Pa,

Our diagram below shows the three tuning systems,
Suddha, Acyuta and Cyuta, in terms of Sruti-levels.,
The basic or suddha system is presented in the form of
the two equal disjunct tetrachords, Sa to Ma and Pa to
Sa, of the Sa—grﬁma.l Any deviation from the Sa-grama
sruti-levels of its Suddha svaras leads to a vikrta
shape as a result of sadhdrana of the acyuta type or
sadhdrana of the cyuta type. For chronological reasons
and more facile comparison Pa's first vikrta, Pa;, which,
strictly speaking, is of the cyuta type, and the result-
ing four-sruti Dha, Dha,, have been included in the

Acyuta tuning system.

lmne first tetrachord has been extended to include Pa,

for the sake of continuity.




Cyuta

Acyuta

Suddha

Srutis

Suddha

Acyuta

Cyuta

The Sruti-level of Suddha and Vikrta

Svaras According to the SR

Mo,

Ri

Ma,
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Assuming that four Srutis make a whole tone and
two Srutis a semitone, and with C corresponding to Sa,
we might notate the three tuning systems and include at
a second column the semitonal possibilities of each.l

(A dash between two notes indicates a three-Sruti

interval,)

Suddha

Acyuta
o-n (o] © - - [»)
_B,‘o _e_‘o
Cyuta
Y
7" s () 1 n_O
{4 o O QYIOHO -

1We are making Sa and Pa immutable, that is, no sharpen-
ing or flattening of either, in order to relate to
present-day precept,.




The arrangement of tones and possible semitones
of each system allows the following relation between

mode and tuning system:

Mode Tuning System @ggggﬁim;gge
Sa Suddha and Acyuta D

Ri Cyuta E

Ga Suddha and Cyuta i)

Ma Suddha and Acyuta G

Pa Acyuta A

Dha ? B

Ni Suddha, Acyuta and Cyuta C

This relation presupposes an integrated murcchanad
system which makes Sa the tonic of all the modes, With
regard to the Dha mode no transposition seems to be
possible if the arrangement of tones and semitones
of each tuning system is strictly observed. The modes
obtainable in each tuning system are:

Suddha - Sa, Ga, Ma and Ni

Acyuta - Sa, Ma, Pa and Ni

Cyuta -~ Ri, Ga and Ni

180
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Besides acting as leading notes to the Ma and Sa
tonal centers, antara Ga and kakali Ni serve to introduce
a mode's two plagal versions, These plagals which when
untransposed are a successive fourth above the tonic,
are derived by using, first, antara Ga, and then k3kali
Ni, and not vice-versa., Ga and Ni appear as different
degrees in the seven modes, Thus, the Pa mode will
produce the Sa plagal when its sixth degree, Ga, is
raised, and the Ma plagal when its third degree, Ni, is
raised as well, The Dha mode which finds Ga and Ni on
the fifth and second degrees respectively, will produce
the Ri plagal when its fifth degree is raised, and the
Pa plagal when its second degree is raised as well, 1In
like manner the Ma mode will produce the Ni and Ga plagals
when its seventh and fourth degrees are raised successive-
ly., Theoretically, all the modes should be derivable in
this manner but since this method of deriving a mode's
plagals by means of antara Ga and kakali Ni is a ‘transposed
one, it becomes unworkable when Ga and Ni themselves are
the tonic. MNotwithstanding this, we venture to submit
this explanation of how the vikrta svaras, antara Ga

and kakali Ni, bring about the so-called sa&dharana of
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jEbis,T a s3dhAraga which allows a jati to "share" two
other jatis with itself through the media of antara Ga

and kakali Ni,

lNS,28, prose following §1.36, The BD calls it sa@dh3rapa

of mUrcchands (prose following §1.117), while the SR
describes 1t as a class of j8tis with common features
(SR,I1,5:10).




183

In the 13th century we find S&rngadeva's rigas
still bound to the mlircchand, although the introduction
in the SR of more vikrta svaras might be interpreted to
mean an attempt at synthesizing the seven murcchanas
into a single series System.l

The ragas mentioned in the SR might be put into
two lists: List I, consisting of the ragas attributed
to Y8gtika, Matafdiga and K&syapa, such as the Uparagas,
R3gas, and Bhagajanaka ragas, and the Pirvaprasiddha
(formerly popular) ragas; List II, consisting of the
Adhundprasiddha (currently popular) ragas, their Grama
or parent rdgas, and the Adhuna@prasiddhadesI (currently
popular regional) rﬁgas.g None of the r3gas in List I
is described in the text, Fifty-four of these ragas,
however, are also found in List II which consists of

ragas that are described in the SR.

lThe practice of composing kUfjatanas (elaborate permuta-
tions of note progressions numbering tens of thousands),
a favourite activity of the early musician, Jjudging
from the detailed discussion of the kitatanas in both
the BP and the SR, might have led to the application
of transposition itself toward modal synthesis.
2Gangoly's appendices of ra@gas list only four groups of
ragas in the SR. As a result he attributes to later
writers the inclusion of early ragas such as Madhya=-
madi and Sankarabharana which are mentioned in the SR.
Op. cit., appendix 9, pp.l85-7 and p.306.
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As an aid to the student of the SR, who might find
its arrangement of ragas rather confusing and frustrating,
we give below a resumé of the SR ragas grouped according
to class into List I and List II. This is followed by
an enumeration of the ragas themselves, The resumé will
show that there are indeed 264 ragas in the SR as Sarfga-
deva c1aims,1 a fact which had not been easy to ascertain,
In addition we have arranged the current ragas in List II
according to the grama raga assigned to them. This
should make for easy reference and comparison with the
ragas of later Sanskrit theorists regarding their

corresponding scales and lakgana.

lsarvegém apl ragdn&m militandp Satadvayam /

catuligagty adhikap brlite s8rfigI Srikarapagranih // 19

SR,II,2




185

Resumé of Ragas in the SR

List T

(r3gas not described in the SR)
Less those

Group Number found in List II Balance
Upardgas® 8 2 (1) 7
REgas® 20 12 8
Bhagajanaka rﬁgas3 15 15 -

Bhaga ragas 96 22 74
Vibhagd " 20 il 16
Antarabhaga " 4 - 4

Pirvaprasiddha ragas:

Ragangas 8 - 8
Bhagangas 11 - 11
Kriyangas 12 - 12
Upaigas _ 5. . D
Total 197 54 143

1One of the Uparagas, Paficamagadava, appears also among

the Bhagajanaka ragas; it is, however, counted once
only.

2Ka111natha calls these ragas, Nirupapada ragas (SR 11,2,
Do 144) which could mean either non-subordinate rigas
or ragas without category.

5As bhaga-bearing ragas, these are, therefore, parent
ragas.
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Resumé of Ragas in the SR

List IT

(r8gas described in the SR)

Group Number
Grama ragasl 32
Adhun8prasiddha ragas:

Ragangas 13
Bhagahgas 9
KrIyangas 5
Upahgas 27
Bhaga and Vibhaga régasg 11
Adhunaprasiddhades rEgasg 26
Total 121
Net total of List I _143
Grand total 264

lThe grama ragas number only 30 in the SR listing at the

beginning of the volume (II,1:8-14) but two more are
added, Paficamagagava and Revagupta, in the main body
of the text (II,2:86~8; 100-1) .

gThese ragas are not given any listing as are the others.




Uparagas
Sakatilaka
Takkasaindhava
Kokilapaiicama
Revagupta§ 1
Paficamagadava
Nagagandhara
Bhavanapaficama
Nagapaficama

§

Bhagajanaka ragas

Sauvira

Kakubha

Takka

Paficama (Suddha)
Bhinnapaficama
Takkakaisika
Hindola

Botta
Malavakaisika
Gandharapaincama
Bhinnagadja

Vesaragadava
MZlavapaficama
Tana

§1

Paficamagadava

List I

Ragas
Sriréga§

Natbtad

Bahgala (1)§
Bafgila (2)°
Bhasa
Madhyamagﬁ@ava§
Raktahamsa
Kolhahasa
Prasava

Bhairava§

§
gl
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Dhvani
Megharﬁga§
Somaraga
Kamoda (l)§
K@moda (2)§
Emrapaiicama
Kandarpa
Deéﬁkhyag
Kaisikakakubha
Natf{anardyana

Ragas found in Tist IT.

This rdga appears twice

in thig list but it is
counted once only,

- Cont'd -




List I (cont'd)

Bhaga, vibhag® and antarabhasa ragas are listed under

their parent raga. Only those with similar parentage

as in List ITI are marked §.

Sauvira: 4 bhagas

§

- vy N eym
@Egsas. Sauviry

Sadharita

Vegamadhyam& Gandharl

Kakubha: 6 bhagas, 3 vibhiagids, 1 antarabhisa

Bhagas: BhinnapaticamI Raganti§
KambhoJI Madhuri
Madhyamagrama Sakamibrd
Vibhagas: BhogavardhanIé _
EbhIrika Antarabhasa:
MadhukarT Salavahanika
Takka: 21 bhagas, 4 vibhagas
Bhagas: Travag§§ Paficaml
Travapodbhava Vegaraﬁji§
Vairainjd GandharapaficamI
Madhyamagramadehd Malavi
Malavavesari Tanavalita
Chevatl Lalit§§
Saindhav:"[§ Ravicandrikad
Kol1Zhalio Tans
Paficamalakgita Ambaherika
Sauragtrl Dohya
Vesarl
Vibhagsds: Devaravardhani GUrjarT
Endhri Bhavani

- Cont'd -
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List I (cont'd)

Paficama: 10 bhagas, 2 vibhagas

Bhigis: KaibikI® Saindhavi®
Travanl Dﬁk@ipatyag
Tanodbhava Endhr
Abhiry Mangall
Gurjari Bhavanl

Vibh&gas: Bhammanl
IndhE1ika>

Bhinnapaficama: 4 bhagds, 1 vibhaga

Bhégas: Dhaivatabhigita Varati
Suddhabhinnd Vigals
Vibhdga: Kausall

Takkakaisika: 2 bhEgas, 1 vibhEga
§

Bhinnavalita

§

Bhagas: Malava Vibhaga: Dravigl

Prefikhaka (Hindola): 9O bhigas

Bhagas: Vesari Bhinnapaurall
CUtamaiijarI GaugdT
Sadjamadhyama Malavavesari
MadhurI Chevapi§

Piﬁjari§

Botta: 1 bhaga

Bhigd: Mahgall

- Cont'd -




Tist I (cont'd)

Malavakaisika: 13 bhagas, 2 vibhigds

Bhasas: Bangalil
Mangall
Hargapuri§ 1
Malavavesari
Khafijan
Gurjari
fbhirika
Vibhagas: KambhoJjl
Devaravardhanl

Gandharapaficama: 1 bhagd
Bhasd: Gandhari
Bhinnagadja: 17 bhagas, 4 vibhagds

Bhagds: Gandharavalll
Kacchelll
Svaravalll
Nigadini
Travana
Madhyama
Suddhafbhinnagadjal
Dakgsinatya

Saindhav'i’§

Vibh&gas: Paurall

Malava
K&lindl

DevaravardhanT

1
S Appears as MalavaSrI in List IT.

Gau@i§

Paurall

Ardhavesarl
Suddha[milavakaisika]
Malavaripa

§

Saindhavi

Pulindaks
Tumbura
Sadjabhaga
Kalindi
Lalit§§
Srikanthikad
Bangall
Gandharl

- Cont'd -
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List I (cont'd)

Vesaragadava: 2 bhagas, 2 vibhagas
Bhagas: Nadya
Bahyagadava
Vibhagas: Parvati

-

Srikanthi

Ma&lavapaficama: 3% bhagas
Bhagds: Vedavati
Bhavani
Vibhavani
Tana: 1 bhasa

Bhéga: Tanodbhava

Paficamagadava: 1 bhaga

Bhiga: Pota

Revagupta: 1 bh&@ga, 1 vibhagd, % antarabhagias

Bhagd: Saka

Vibhaga: Pallavi

Antarabhagds: Bha@savalita
KiranavalXl
Sakavalita

- Cont'd -
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Iist T (cont’'d)

PUrvaprasiddha r3gas

Ragangas :

Bhigangas:

KrIyangas:

Upangas :

Sahkardbharana
Ghanf{arava
Hamsaka
Dipaka

GambhIri
Veharl
Svasitd
Utpall
Gaull

Vairahji

BhavakrI
Svabhavakri
Sivakriya
MakarakrI
Trinetrakrl
Kumudakrl

Parpatl
Devala
Guruijika

RIti
Karpatika
Lati
Paficall

Nadantarl
NIilotpall
Chaya

Tarangini

Gandharagatikd

Danukriya
Ojakri
Indrakriya
Nagakrti
Dhanyakrti
VijayakrI
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Grama régasl

Suddhas:

Bhinnas:

Gaudas:

Vesaras:

Sadharanas :

List IT

Sa-grama

Kaisikamadhyama
Sadharita

Sadjagrama

Kaisikamadhyama
Bhinnagadja

Kaisikamadhyama
Paficama

Takka
Vesarasadava
Sauvira

Duo-grama

Takkakaisika
Hindola
Ripasa&dharita
Saka
Bhammanapaficama
Revagupta2
Duo~grama
Kakubha
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Ma—grama
Paticama
Madhyamagrama
Sadava
Kaisika
Tana
Kaigika
Paficama

Kaisika

Botta
Malavakaiéika
Malavapaficama

Narta
Gandharapaficama
sadjakaibika

oo - 2
Pancamagadava

- Cont'd -

I1lustrated in the SR by either an El&pa or Sksipbtiki.

2

Not in the list given in SR,II,1:8-14 but found in the

main body of the text, II1,2:86~8; 100-1.




Iist IT (cont'd)

Adhung&prasiddha ragas

Ragangas:

Bhagangas:

Kriyangas:

Upahgas:
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Madhyamadi Gurjari
MalavaSrI Gauda
TodI KolZhala
Bangala Vasanta
Bhairava Dhanyasi
Varatl DesI
Desakhya
Dombakri Edikamodika
SavarI Nagadhvani
Velavall SuddhavardtT
Prathamamafijarl Natta
Karnatabahgala
Ramakrti Gaudakyti
Devakpti
KauntalIvaratI StambatIrthika
Dravidivaratl Chayavelavall
Saindhavivaratl Pratapavelavall
Upasthanavaratl Bhairavi
Hatasvaravaratl SiphalTkamoda
Pratapavarati Chayanatta
Chayatodl Ramakyti
Turugkatodi Bhallatika
Mahardgiragurjari MalharT
Sauradgtragurjari Malhara
Dakginagurjarl Karnatagauda
Dravidagurjarl DeSavalagauda
Bhufijika Turugkagauda
Dravidagauda

- Cont'd -
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Tist II (cont'd)

Bhisis and Vibhigas!

Travana

Raganti

Bhogavardhani

Bangall

Vegaraiijl
Endh81ika

Adhun@prasiddhadesy régasg

Sriraga
Prathamabangala
DvitIyabangala
Madhyamagsadava
Suddhabhairava
Megharaga
Somaraga
Prathamakamoda
Dvitiyakamoda
Amrapaiicama
KaisikT
Prathamasauragirl
DvitiyasauragtrI

Sauvirl
PifijarT
Kolghala
Chevatl

Dakginatya

Prathamalalitd
DvitIyalalitsd
Prathamasaindhavi
DvitIyasaindhavi
Trtiyasaindhavi
Caturthasaindhav
Prathamagaudil
DvitIyagaudl
Travani

Hargapuri
Bhammani

Malava

Dravidi

lThese ragas do not appear in a separate listing as do
the above but are interspersed among the current

ragas.
2

With no separate listing either; their description

follows that of the Upanga ragas in sequence,
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Adhunaprasiddha and DeST Ragas

Arranged according to their Grama régal

Madhyamagrama raga Bhinnagsadja
Madhyamadi Bhairava
Travana
_ o, Dombakrti
Malavakaisika BEAELT
Ma8lavasSri Edikamoda
Hargapurl Bhairavi
DvitIyagaudi Dvitiyalalita
Trtiyasaindhavi Caturthasaindhavi
Sadava Bhinnapaficama
TodX Varatl
Chay&atogdl KauntalIvara{l
Turugkatogl Dravigl "
Bangala Saindhavi
Apasthi@na "
Hatasvara "
Pratapa "
-~ Cont'd -~
1

Only fifteen grama rigas have derivative ragas. The
parentage of the Kriyangas, four Upangas, and three
DesI ragas is not given. Seven DesT ragas are said
to derive from the Jjatis.




Panicamagadava

Gurjarl

Maharagtragurjari

Sauragfra "
Dakgina "
Dravida "

Takka

Gauda
Karpatagauda
Desavala "
Turugka "
Draviga "

Kolahala
Kolahala

VegaraiijT

Nagadhvani

Karpatabangila

DvitIyasaurdgirl

Prathamalalita

Prathamasaindhavl

Hindola

Vasanta
Pifijar®
Natta
Chayanatta
Chevat{i
Vallata
Prathamagaudl

1

Suddhakaisikamadhyama

DhanyasI

Revagupta

DesT

Gandharapaficama

Desakhyd

Kakubha

s r———rre) w——

Raganti

Savari

Bhogavardhan

Velavall
Chayavelavall
Pratapa "

Prathamamaiijari

Sagvira

Sauviri
Suddhavaratl

TakkakaiSika

Malava
D — » -
ravidi ~ Cont'd —

lAppears as Bhallatika in
the list, SR,IT,2:17.
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Suddhapaficama
Dakgindtya KaisikT
Indhalika Prathamasauragtrl
Malhari DvitIyasaindhavl
Malh&8ra Travanl

Bhammanl

Jati-based ragas

sadjx Sadjamadhyama
Sriraga Prathamabahigfla
Somariga Prathamakamoda
Dvitiyakamoda

DhaivatI Kaibiki
Megharaga Dvitiyabangédla

Derivation Unknown

Kriyangas: Upangas:
REmakrti BhiicchIt
Gaudakrti _ Khambh3iti®
Devakrti SigphalTkamoda

Ramakrti

DeST ragas:

Madhyamagadava
Suddhabhairava
Enrapaficama
Lippears as Bhufijikd in the list, SR,II,2:16.

2pppears as StambatIrthikd in the list, Ibid.
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It might be possible to determine S8rhgadeva's
scale-types by transposing to the Sa progression the
murcchand on which hig parent ragas are based., With
the svara system extended to admit of twelve vikrta
svaras, the SR raga system may have even by the 13th
century been reduced to the Sa scale progression, a
system which took a further three hundred years to be
codified in writing. By using this method in analyzing
Sarngadeva‘'s main rigas we might arrive at scales
comparable to those of later centuries where particular
ragas are concerned, In line, then, with subsequent
practice in Indian music, and, to facilitate comparison
here and in succeeding discussions, we are reducing the
réga's scale to Sa, here arbitrarily notated as C. This
analysis will include only Sarfigadeva's ragangas., Com-
parisons will be made with ragas of the same name in
the Svaramelakald@nidhi (SMK), the Ragavibodha (RV), the
Caturdandiprakdsika (CDP), the SangItaparijita (SP), and
the Sapgrahacld@manI (SC). Reference will also be made
to the Sangitadarpana (SD), the R3gamdla, to Tydgaraja's

kritis, and to the Kramikapustakam3lika (KPM).
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Madhyamadi, the first raganga in the SR list of

current ragas, has what appears to be the equivalent

of an authentic scale to that of its plagal parent, the
Ma—mﬁrcchanﬁlbased Madhyamagrama raga, Both ragas end
on the tonic? Ma, but the parent rdga begins on Sa, 2

fourth bglow.l

Although Madhyam8di heads the list of
ragangas, 1ts description in the SR is less than
cursory; it appears as a mere sequel to the Slokas
describing Madhyamagrama raga from "which Madhyamddi is
derived, with Ma as graha and améa."g If we compare
this Madhyamadi to the raga of the same name in the SMK
and the CDP we find that the raga of the latter sources

is a pentatonic one but that its scale coincides with

the SR's Madhyam3di, (G: Graha; N: Ny&@sa)
 SR,IT,2:70 SMK,4:19;5:55 CDP,5:86
2 o o I Vehg——ﬂ T H
“? o‘:‘cc’e i Yo -
G G
° ! TR TR
Madhyamadi

Iha nyaso mandragadjamSagrahah sauviramirchanalh / 68

SR,II,2

2, . . tad udbhavi /

madhyamadir ma grahamss . « « // 70 Thid.
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The use of kakali Ni is prescribed in Madhyamadi's
parent raga but if we go by the later Madhyamadi as it
appears in the SMK and the CDP, then it would seem that
the application of a parent's vikpta svara to a deriva-
tive raga need not necessarily follow. The same could
be said of Malavasri.

Malavasrl, a derivative of MdlavakaiSika which is

based on the Sa murcchana, has its parent's graha and
nyasa, Sa.l It is a hexatonic raga in the SMK and the
CDP with Ri omitted, but in the RV it is described as
heptatonic with little use of Ri and Dha., It is also
found in the 18th century texts, Sangiltasaramyta and
SamgrahacidamanI which assign to MalavaSrI the parent
mela of the same scale with Ri omitted.2 It would seem,
therefore, that the raga has retained its relationship
to the original heptatonic scale since mediaeval times.5

Again our scale for the SR MalavasrI seems to agree.

Lsamasvars taramandragadjapsanyasagadjabhdk // 73

Ibid.
2
S8,p.76; B5C,3,p.109:2,

5Tn the earlier text, BD, a réga named Malavesarl appears
to have this same scale but it is Pa (note its relation-
ship to Ri) that is said to be weak (BD,p.109),
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SR,IT,2:73

1]
A

an Q PN
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ijK,4:16~9;5:55 RV,3:48-9;4:30 CDP,5:67
)

e 52 o2
L_-)L—Ve"eo .%00“. ';0030
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(N v».o{"awen) N
M&lavaérl

TodI and Bangala derive from the same parent raga,
$§@ava,l which is based on Ma mircchand, The vikrta
svaras, kakali Ni and antara Ga are prescribed in the
parent raga., An interesting coincidence occurs with
regard to these ragas, In the SMK and the RV there are

two ragas with the names, Turugkato@ieand Suddhabaﬁgﬁla,5

léukrapriyah pUrvayame todika sydt tad udbhava // 76

* L] L L] [ ] * * L] * - * - - L]

sBdavad eva bahgdlo grahdmSanydsamadhyamal / (78)

SR, TT,2
°A TodT subbype in the SR (Ibid.:134).

5Suddha, besides meaning pure or basic, also connotes
a primitive or early form,
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that also derive from a common parent scale, DMoreover,
Ma is the final of these ragas, according to the RV,
Their scale has its second degree sharpened, however,

as compared to that of TodI and Bangala. If Turugkatodl
and Suddhabangdla have any link at all with the SR Todi
and Baingala, our guess would be that in the older SR
ragas, suddha Ga and antara Ga might have both been
applied on the third degree of the ridgas' transposed
scale, Later, in assigning melas to existing ragas,
this suddha Ga became the sharpened Ri of the SMK and
the RV, Then there is the fact that Ma is also the
nyfsa of TurugkatodI and Suddhabafigdla as it is of TodI
and Bangala, Tonic Ma transposed would be Sa in the
scale but it almost seems possible that the ragas'
traditionally prescribed lakgana remained unrevised or
unadjusted even after the transposition of the murcchanas
into the integrated Sa progression had taken place,

~ SR,IIL,2:77

i [+)
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TurugkatodI and Suddhabaigila




Bhairava is mentioned in at least eight other
treatises after the SR and before the advent of the

18th century.l Four sources available to us show that
the raga bears some resemblance to the SR one where
Bhairava is a fourth degree version of the Dha mUrcchana
scale of its parent raga, Bhinnag;aq’[,ja.2 The raga thus
surmounts the possibility of a false fifth under this
form. Moreover, it follows its parent's pentatonic
structure, with Ri1 and Pa dropped. Antara Ga and kakali
Ni are prescribed in the parent raga, The guestion
again arises as to whether these are fixed pitches or
accidentals., Until some kind of evidence proving then
one way or the other can be unearthed we are inclined

to believe that the early antara Ga and kakali Ni are
accidentals, but their use in ascent or descent is

fixed depending upon conventional practice, much as the

raga is learned today.

The SD also gives Bhairava's mode as the Dha

lSee Gangoly's appendices of ragas. Op. cit.,p.l73-224,

2$a@jodi0yavatij§to bhinnagadjo ripojjhital /
dhapsagraho madhyamanta uttarayatayd yutal // 79

L] * - - . * L] L] * »

s&rvabhaumotsave geyo bhairavas tat samudbhavah // 81
SR, IT,2

204
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mircchang@ with Ri and Pa dropped. PundarIka Viftthala
puts Bhairava at the head of his list of principal

ragas in his R3gamala, His Ga and Ni for the raga are
described as "ekagati!", indicating a sharpening of

these svaras by one éruti.l The RV of the 17th century
makes Bhairava's Ga an antara Ga and in this form the
raga is only one step removed from the present North
Tndian Bhairava® in what one might call its evolutionary
process, Finally, in the SP, the North Indian Bhairava
type emerges. It is these subsequent variations in the
pitch of Ga and Ni that make us surmise that the antara
Ga and kd@kali Ni of the SR Bhairava are accidental rabther
than fixed.

Ri and Pa in the untransposed Dha mircchan@ would
be the mode!s fourth and seventh degrees. As it is
guite unlikely that the fourth degree or Ri tonal center
of the Dha mode would be dropped, there is some reason
to believe that the Ri and Pa to be omitted in Bhairava

are degrees in the Sa progression rather than the fourth

1From Bhatkapde, V,N. A comparative study of some of the

leading music systems ol the 1bhth, loth, 1'/th and 18th
centuries, p.>>.

2Bhairava is essentially a North Indian raga. The South
Indian treatises, SMK and CDP do not mention the raga
and in the RV Bhairava is a samplrpna raga.
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and seventh degrees of the ancestral mode. Thisgs thesis
is corroborated by the fact that even after the svara
and modal system was finally codified in the 16th
century, Ri and Pa remained the omitted notes of
Bhairava, This in turn gives weight to our hypothesis
earlier that the lakgapa as prescribed to the ragas in
the SR are applicable to their Sa-transposed mode, not

to their untransposed parent mircchani,

SR,1I1,2:81 SD:197

g il | 3

N S—r L e ~Ehod

% _e,"'[ons" N g-Lyel

N
. Rggamalal RV,3:37; 4:;}“m ~“§3;§?8
A— ) PN N o)
L u\+ — e =0 ve 7o "‘6'[’-9:1"”}"9"'"“'
N
N .
Bhairava

lLoc. cit.

®Note that, Iike the SR, Ma is the r3ga's final. Yet

the prastara example given in the text for Bhairava
ends on Sa (following the Hindi commentary).




VardtI is a sampurna raga in all our sources. As
e e e rmemrern s * e
a derivative of another Dha mode-based parent raga,

Bhinnapaﬁcama,l its peculiar feature is the diminished
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fifth, The raga,> if it continues in the same tradition,

assumes a modified scalar form in later texts, perhaps
after the drone had established itself as an indispen-—
sable adjunct to Indian classical music. We suggest
that Varati's diminished fifth is nore other than the
augmented fourth in the scales of later texts. The
singular character of this raga and others like it is
preserved when the diminished fifth appears in later
texts in the guise of the augmented fourth.5 The

consequent addition of a proper fifth maintains balance

lgri§me prakprahare geyo varatl syat tad udbhava /

dhamsa gadjagrahanyasd mamandrd t&radhaivatd // 85
SR,II,2

2P§révadeva, a 1l4th century North Indian writer, in his
treatise, SalgItasamayasara (Trivandrum Sanskrit
Series no,/8, 1925), considers Varati as derived
from Suddha, not Bhinna, Paficama (3:23-4),., This
makes the raga's mode a Pa, not a Dha mode, Other-
wise, his description of Vara}l and its variant
types agrees for the most part with the SR (3:49-55),

5There may have been a period of "musica ficta'" where
the flattened Pa is concerned,
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between drone and melody. As to the original Ma, some
North Indian ragas with the augmented fourth today also
use the perfect 1‘?01,11'1:}1:L (sometimes the two fourths are
used in succession) even if, in theory, their {ha{ or
scale admits of only one kind of Ma.2
The name of the raga appears as Varatl or Vardli
and even Barari depending on the regional translation
of the retroflex., Often it is qualified by 'Suddha',
In the SP Ahobala differentiates between Vara{I and
Suddhavariti (both given below). We find three types
of Ga and two of Ni, which is kakali in the SR Varati's
parent rdga, in the Varati scaies below. Curiously,

today's South Indian scale of Varall is that of the
16th century SMK SuddhavarflI.”

lThus suggesting that the augmented fourth was once a
flattened f£ifth.

21n his forthcoming book, Ra3g and scale in North Indian

classical music, N,A, Jalrazbhoy suggests that the
Ma-sharp in the rigas, Lalit and AhIrlalit, is a
diminished fifth, "which would, perhaps, have been
Pa-flat were it not that Pa is considered an immov-
able note" (ThE{ chapter).

3See Tyagaraja's kriti, Marakatamani (I,170).
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SR,II,2:85 SP:390
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Suddhavaratl

§The Sloka line beginning with "ga tIvrataro" should read
"ma tIvrataro", Ga having already been described in the

previous line as being of the plrva kind.

Gurjari's parent raga, Paficamagidava which is based

on the Ri mlircchand@, is characterized by a "gleaming

kﬁkali"l, that is to say, a conspicuous kakali Ni. As

the parent raga occasionally takes Ma for an ending,l
Ma being Gurjari's final, this raising of the seventh
degree creates a tritone with Ma. This could well be

Gurjari's distinguishing feature, When the Ri mode is

1madhyamagr§masa@bandho dhaivaty argabhikodbhavah // 86
ri ny8s@mSagrahal) kvapi mantal paficamagidavah /
vilasat k8kalIko 'pi kalopanatayanvitah // 87

SR,II,2
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transposed to the Sa progression, the former Ni becomes
Dha and it is this Dha that should be raised to conform
to the pattern of the parent scale. But a scrutiny of
the Gurjari raga in other btexts reveals that the minor
sixth is very much a part of its scale as is the tritone,
Ma to Kakali Ni., Here again is evidence for our hypo-
thesis that the raga descriptions in the SR are premised
on the Sa transposed scale,

Gurjarl is hexatonic with Pa dropped in the SMK and
RV and Dha omitted in descent in the CDP, The SP names
two kinds of GurjarI: dakgipdtyd (southern) and auttarad
(northern). It is the auttard variety that is closest
to the SR Gurjari. As to the Ga variant of the other
Gurjarl scales, it is quite possible that, in the course
of time, Ga was also raised to bring about some consonancy
with the raised Ni, In present-day North Indian Gurjari
it is the sharpened version of Ma that acts as a balance

to the raised or tIvra Ni.l

‘See GurjaritodT (KPM,VI,451). Because it is Pa that is

omitted in this similarly hexatonic raga, the original
tritone characteristic of the SR GurjarI is preserved
in Gurjaritodi's own tritone of Sa to Ma-sgharp.



211

, SR,II,2:89 SMK,4:11-4;5:34-5 RV,3:40-2;4:23
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Gurjari

Gauda and Kol&hala are derivatives of the Sa
1

murcchana-based parent raga, Takka,” Gauda, a hexa-

tonic, with Pa, its parent's weak note, omitted, takes
a final of Ni, however, This Ni final indicates a
subtonal shift from the parent's tonic, Sa. Kolahala,

on the other hand, is said to be "like Takka".' Takka

lgau@as tad (?akka) angan ninyasagrahapsal paficamoj-
jhitah // 92

takkShgap tekkavat tiraih svaraibh kolShalo 'khilail /

SR,II,2
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has Ga and Ni raisedl which makes this parent scale
akin to the C major scale, while Gauda's subtonal shift
produces a scale that bears affinity to the B-~flat major
scale, In scalar structure, therefore, Gauga and Kold-
hala are apparently similar. The moods they would
evoke may differ, however, Moreover, Koldhala continues
to observe its parent's high tessiture.2
In later texts the only rdga that bears any resem-
blance to the SR Gauda is the RV Plrvagauda (early Gauda).
As its name suggests, there might well be some modal
connection between them., As for KolZhala, the SC has a
riaga of that name in a similar scale (mela 29). The SC

Koldhala omits Ri in ascent and approaches Ma obliquely

(vakra); in descent the raga is heptatonic.5

lga@jamadhyamaya srsfo dhaivatya cilpapaficamall /
takkah s3pSagrahanydsah kdkaly antara r&jitah // 90
Ibid.

2Loc. cit,

Spi varjyavakra marohe 'py avarohe samagrakam /

8C,I,3:29/5
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. SR,IL,2:92 RV,3:52-%; 4:35
v L hY
o) —
g? T - 8 g o
N (subtonal shift) N
Gauda Plirvagauda
n SR,II,2:(93) SC,I,%:29/5
'
" 0) []
=
_e,c ~ NS ® »-
N (given) N
Kolzhala

Vasanta is the de&I name for Hindola, its parent

raga, whose features it is said to have.,l Since Vasanta

has no further description in the SR we shall have to

refer to its parent, Hindola, for details concerning its

scale and lakgana, Based on the Sa murcchan&, Hindola

is pentatonic by omitting Ri and Dha. Its seventh

lpﬁr@as tal lakgano desThindolo 'py esa kathyate // 96

iti vasantah /

SR,II,2
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1 In later texts Hindola's

degree is raised to kakali Ni,
Ni is described as kaiSika in the.SMK and tisra in the
CDP. Both kaisika Ni and tisra Ni are of the three-
Sruti type. This type is sharper than suddha Ni but
flatter than the kakali Ni prescribed for the SR Hindola.,
The sixth degree is also flat in the SMK and CDP Hindola
scale but as this note is omitted in the raga's penta-
tonic structure, the resulting scale may compare fairly
well with the SR Hindola, assuming that its kakali Ni
is only an accidental.

The second volume of TyZgardja's kritis includes a
Hindolavasanta r3ga of the 22nd mela (roughly, D mode)
as well as a Hindola per ge in the same mela. The
difference between the two lies in the notes omitted:
Ri and Pa in Hindola,~ Ri and Ni in ascent, only Ri in
descent in Hindolavasanta. One might say then that with
regard to scale the SR Hindola and therefore Vasanta, too,

find similitude with Tyagaraja's ragas of the same names,

nindolako ridhatyaktah sadjanydsagrahfipbakal /

rohini prasannddye SuddhamadhydkhyamUrchanal // 94
kakalikalito geyo . . .
Ibid.

2Hingola in the RV also omits these same notes but the
raga appears to have a different scale altogether,



while in pentatonic shape they agree with the Hindola

raga in the SMK and the CDP.
SMK,4:25-6,;5:37

SR, 11,2:93-5 CDP,5:60
7 QCTD-“?GO S \900 GC‘WO
S e e Ty R P
N L ] 1 \ N 1 ] 1 ]
Hindola and Vasanta Hindola
h Tyagaraja's kritis, IT,47 Tbid, 45
/ e P02 gV
b e et
(o] i
. T Y (given) N
Hindola Hindolavasanta

Dhanyasl appears to have undergone little change
in scale up to and including the l?ﬂcentury. In the SR
the rﬁga,l like its parent, Suddhakaisikamadhyama, is
in the D mode with its tonic or nyasa on the fourth

degree, Ma, It is hexatonic, with Ri dropped. Ga and

IThe name a pears as DhanyasI in the SR riga listing
(II,2:11§ but as DhannasI in its description (loc.
cit, infra).
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Pa are said to be weak.l Later, Dhanyasi is declared
pentatonic in the SMK and CDP with Ri and Dha dropped.
The RV samplrpna DhanyasI makes Ri and Dha merely tran-
sitory, however, In his commentary Somanatha states
that another name for the raga is Dhanaéri.g Under this
name the raga is found in North Indian texts. As Dhand-
sr1 the raga has three types of descending scale in the
SP: heptatonic, hexatonic (minus Dha), and pentatonic
(minus Dha and Ri) to its pentatonic ascending pattern
(minus Ri and Dha).5 Tike the SR DhanydsT the SP Dhana-
srT ends on Ma., The modern day Dhanasri drops either

Ri or Dha in ascent and it is Ma that is weak now that
the tonic is Sa.4 The South Indian variety of DhanyasI

at present is still pentatonic in ascent but its Ri and

Dha are now flat.5 In addition to the South Indian type

ltajja dhann8sika gadjagrahfpsanyfsamadhyama // 99
ri varjita gapdlpa ca vire dhirailh prayujyate /

SR,II,2

2RV,LI‘,Seq. :51-

25rohe ridhahInd sydt pUrpa suddhasvarair yutd /
gandhirasvarapirva syad dhandsrir madhyamdntakd // 358
dhanZ8rI§ ca dhahina si ridhahInfpi sammatd // 359

4. oP
KPM, VI, 144,

55¢,1,%:8/9 and Tyagarija's kritis, I,139 and IT,18.
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the 18th century text, SC, includes a SuddhadhanySsT
raga which is in the D mode and which also omits Ri and
Dha in ascent and descent. This suddha or early type

of Dhanyasi is apparently a duplicate of the r&ga in the

SMK and CDP.
and CDP SMK, 4 :16-835: 39

. SR,I1,2:99 CDP,5:58 RV ,3:48-9;:4:31
A ]]
A o O wao O \4}00
Yot B E———- == T
& N . o o
N
Dhany&8sT
ySC,T,3:22/9
o SuddhadhanyasT

wV MCDV )
o

N

S5P:%58 : KPM,VI,l145
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(third variety) ve

..-
(uphﬁflgiven) N

Dhandsry

lOpening phrase

DeST represents the E mode as a derivative of the
Ri murcchana-based parent raga, Revagupta. It is hexa-
tonic with the fifth degree dropped. Ma, Ni and Sa are
salid to be in abundance (bahutva)., A similar description
of De$T is found in the SD. The SR DeT is evidently a

North Indian r&ga because it is not mentioned in the
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SMK nor the CDP, Where the raga of this name appears

in the RV its-scale differs considerably. The only text
of the later period that includes De§I of the SR type

is the 8P. The SP DeSI omits Ga and Ni in ascent, how=
ever, Today, DeST (also spelled DesI) in North India

is in the A mode, that is, its second degree is no
longer flat, But Bhatkhande speaks of an Utari DesT,
meaning flattened DesI, which uses the Ri-flat as well

as the Ri—natural.l

0 SR,II,2:102 SD:241 SP:429
Y k]
L —— oA yo$o-2 P Ak 10
|'? o Q H L :\S [8) Q> > v:\
:l L) -0 o-/0 V0 o
N N N
DeST

n LOC. Cit.

/A —
s e > ® :'h._m_v
U . Y LTS
N

(given)

Utari Desl

lBh§tkhaQ@e, V.N, gSafngitasastra ((HindusthanI sangIta

paddhati; 24 ed., Sangita Karyalaya) IV,504,
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Des@khya as a derivative of the Ga mircchand-based
parent raga, Gandharapaficama, represents the F mode,

It is hexatonic by omitfing Ri., The parent riga raises
Ni to k8kali, On the untransposed mircchanz Ni is Ga's
fifth, When Ni is raised the interval between them
becomes an augmented fifth, On the Sa transposed scale
Ni is already of the kiékali type. In this instance,

the application of an accidental from a parent murcchana
to its Sa transposed scale presents difficulties, The
lack of a Des&@khyd raga in the later texts does not
improve matters either,

Parsvadeva mentions a Deb@khya among his principal
riagas., J1ts scale is similar to that of the SR raga.l
The SD also describes its DeS3khya along similar lines.
As noted above, DeS8khy&d does not appear in the later

texts of South Indian music theory. The SP has a raga

by this name but it is in the C mode apparently., The

lgéndhérapaﬁcaméj jata psabhena vivarjita /
grah8psanyasasambandhagindhdrd ca samasvard // 31
nig8damandrad gandhirasphuritena virajita /

s8davd yadi ragdngap vapse pUrne ca drsyate // 32

deéakhyah . . .
Op. cit.,3
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prastara example of DeSakhyd in the SP shows that Ma
does not ascend, that is, no note immediately proceeds
from Ma in ascent., Since it appears that no note may
follow Ma in ascent, it cannot resolve itself., Scholars
of mediaeval music have established the musical fact
that a chromatic note usually assumes a flattened
version when used in a descending pattern. This applies
very much so in Indian music. It is just possible that
in the course of several centuries Des3khyd's original
tritone, Sa to Ma-sharp, may have undergone a develop-

ment analogous to that surrounding the Tritus authenticus

of the Church modes.

Parsvadeva, loc. cit,

~ SR,II,2:105 SD:228-9
o2 o O
1 e O O G
NV P2 e
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N N
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Debakhya
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Some conclusions may be drawn from our attempt
to correlate the SR ragéngas with similarly named ragas
of later texts,

As early as the 13th century it would seem that,
in practice if not in theory, the mircchanas were being
replaced by the Sa transposed scale, This is shown by
the increase of the vikrta svaras from two to twelve.
That the SR svara system, as it is, proves inadequate to
render total transposition of the mircchands to the Sa
integrated system possible does not detract from the
contribution it has made toward modal synthesis. We have
tried to show by our raga comparisons that the application
of the raga's lakgana seems to have been leveled not so
much at the murcchana of the parent raga as at the riga’'s
Sa transposed mode, At this early stage of modal integra-
tion, however, certain inconsistencies in correhting the
derivative raga with the properties and features of its
parent raga are bound to arise.

Sarfgadeva attempts to establish a genus~species
classification for his ragas which, he says, can be

traced to the jatis "by those who know".t All but two

1dééyante janyaragansss taj jllair Jjanakajatisu / (113)

SR,I,7
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of the seven murcchanas are represented by his ragahgas,

1

the exceptions being the Pa and Ni mircchan8s,” It is

perhaps in the SR that the last link between the murcchand-
based grama ragas and the "modern" raga can be seen.

Other writers after Sarfgadeva merely duplicate the SR
theory before the mela system of Karnatic music is

introduced,

lphese mircchanZs find indirect representation as a

result of structural modifications in the parent modes,
The Pa murcchana can be seen in the pentatonic raganga,
Bhairava, which omits the flat second and flat fifth

of its parent mode. The Ni murcchan@ becomes represent-
ed when Gauda shifts from its parent Sa tonic down by

a tone to its own tonic, Ni, and when Kol&hala's use of
its parent's vikrta svaras, antara Ga and kakali Ni,
(see our discussion supra) allows Kolahala thus to fit
into the Ni miircchanad intervallic framework.




Scales of the SR Ragangas

Based on the Sa murcchani:

MZlavasrl 1
0

DhanyasI Vasanta
1 —o o= P A =
yo- U — o= P
7 9-° 9 Q-
Gauda Kolahala
g 4
Fa \
A P O A M g ¥
o9 — oo —
Based on the Ri murcchanid:
DesI GurjarI
I §
Fd [P T W) u b:‘?eg II
[, Y O 7V ~
Ny 1 hea O ey O Y
J g0 _ejo'v

*Prescribed in parent raga.
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Based on the Ga murcchansa:

De §3khy&
0 #
A
(,l““ noco
AT A
Based on the Ma murcchan3d:
Madhyamadi TodI Bangali
N # # b 4 §
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Based on the Dha murcchana:
Varatl Bhairava
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Svara System in the SMK, RV, and CDP

The change from the murcchand system in which every
first degree might be thought of as a movable Sa, to the
Sa transposed system, hereafter to be called the fixed
Sa—-Pa system, necessitated the codification of a svara
system that would include all the step relations within
the murcchana@s. In the process all the svaras, except
S5a and Pa, acquired variant pitches in relation to the
svara above or below them, To what extent the variant
scale degrees might have affected the riga's lakgana in
the 16th and 17th centuries might be determined by an

investigation of the svara system in the SMK, RV and CDP,

In the SMK the vikrta svaras number seven, five less
than in the SR because svaras that do not move from their
original &ruti level are not considered vikrtas. The
latter refer to acyuta Sa, acyuta Ma, and the four-sruti
svaras, Ri, Dha, and Pa that result from cyuta Sa, the
lowering of Pa to three Srutis, and cyuta Ma respectively.:L
Since the lakgapa-bound desI r8gas are said in the SMK to

have come from the Sa—grﬁma,2 the method of tuning a vipa

lSee our discussion on the SR theory of vikrta svaras.
2deéIr§g§é ca sakaldh sadjagramasamudbhaval /
grahapsanyasamandradigddavauduvapurpakah // 17
SMK, 5
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in which six frets establish twelve pitch levels on

two stringsl

attempts to reproduce a scale series
which would fit into the ancient Sa-grama Sruti-series.,
Of the fourteen svaras in the SMK (seven &uddha and
seven vikrta), therefore, two do not have frets set
for themn,

The twelve pitch levels are obtained in the SMK
Suddhamela vInd in the following manner:

On the low Sa string, six frets produce Suddha Ri,
suddha Ga, s@dhdraga Ga, cyutamadhyama Ga, Suddha Ma,
and cyutapaificama Ma, On the Pa string of the same
register, the six frets produce Suddha Dha, &uddha Ni,
xaifika Ni, cyutasadja Ni, Suddha Sa, and fuddha Ri,2

Enharmonic notes are the five-Sruti Ri and the six-
Sruti Ri which are said to identify themselves with
Suddha Ga and sadharana Ga, respectively. Similarly,

the five-5ruti Dha and the six-Sruti Dha identify with

Suddha Ni and kaisika N:’L.5

lThe first two strings, from.left to right, of the SMK

four-string suddhamela vInd are tuned Sa and Pa, and
the two other strings, Sa and Ma an octave higher,
SMK,3:21~3,

2Thid. 127-34.

21bid, ,2:53-7.
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The two svaras with no assigned frets are antara Ga

and kakali Ni which, if provided with frets, would give

rise to a "mixed quality in sound", according to the SMK,

(This probably refers to "beats".) In their place, the

sharper cyutamadhyama Ga [and cyutagadja Ni are] to be

sounded instead.l

Thus the SMK svara system gives three variants each
of Ga and Ni and one of Ma, Ri and Dha attain variance

by enharmony,

Somanatha in the RV fifty years later, adds four
other vikrta svaras to Ramamatya's system. Ri and Dha
now each have a four-Sruti variety, Ga reaches a six-
Sruti level as Ma's enharmonic, and Ma is sharpened a

further two srutis to become a six-Sruti svara from

suddha Ga.2 At their maximum pitch level Ga, Ma and

Lutpatty arthap kathap nokte sdrike dve tad ucyate /

‘kakaly antarayor vyaktyau sthapite sarike yadi // 66
tada sankIrpabhavena vadane nanukulata /

tasman nokte prthak saryau tad utpattis tu kathyate //
cyutamadhyamag@ndh@rasaryam eva srutir yathid /
kakalyah sydt tathotpattir iti g@navidap matam // 68

SMK, 3

2RV,1:29

6%/
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Ni are now more realistically labelled mpdu Ma, mrdu
Pa and mrdu Sa, respectively. But Somanatha is careful
to point out that they are called these because they
take the third sruti of Ma, Pa and Sa,l the implication
being that mrdu Pa and mrdu Sa are not variants of the
immutable svaras, Pa and Sa,

The RV suddhamela viInd is tuned and fretted in like
manner as its counterpart in the SMK. The four-Sruti
Ri and Dha, the six-Sruti Ma, antara Ga and k8kali Ni
are sounded by deflecting the wire at the fret preceding
them, While in the SMK it is the succeeding fret that
substitutes for the unfretted antara Ga and kakali Ni,
in the RV, it is quite clearly stated that "when the
wire is deflected at sa@dharana Ga and at the other frets
(i.e., the frets of sSuddha Ma, suddha Dha, kaibika Ni
and Suddha Ri), then the other five svaras (antara Ga,
the six~&ruti Ma, the four-sruti Dha, kakali Ni, and the
four-sruti Ri) can be obtained. Therefore, no separate

mention is made of them."2

Lrv,1:24

2s8dhSranddi sarIgv apakargdd adhikitd yadd &rutayah /
pafica tadantaramukhya iha syur iti t&h prthan noktdh // 39

RV,2
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Thus far we have traced the svara system from the
SR system of seven Suddha and twelve vikprta svaras to
the SMK system of seven Suddha and seven vikrta svaras
including four enharmonic ones, to the RV system of
seven Suddha and ten vikrta svaras including five en-
harmonic ones,

In the CDP the svara system is finally stabilized.
This system consists of seven Suddha and five vikrta
svaras and include among them four enharmonic notes,
Ga's variants are now only sadharana Ga and antara Ga
but the latter is not the former unfretted one. Antara
Ga now occupies the same sruti level and fret position
as the SMK's cyutamadhyama Ga and the RV's mrdu Ma,
Parallel to this, kakali Ni is now the fretted former
cyutagadja Ni and mpdu Sa., Ma's variant, now called
varali Ma, is on the same fret as that occupied by the
SMK's cyutapaficama Ma and the RV's mrdu Pa.l The vipa's
frets have remained unaltered in their positions. Only
the names of the tones sounded by the fourth and sixth
frets have been changed.

The three systems from which the present Karnatic

scale system directly stems may be tabulated as follows:

LeDP,1:21-5 (fret positions); 2:4-16 (bruti levels).



Svara Systems

BMK RV
Sruti Svara Svara
4 8a,5uddha Sa,uddha
5 - -
6 - -
7  Ri,buddha Ri,buddha
8 - Ri,4-5ruti
9 Ga, Suddha Ga, Suddha
TRY, B-Fruti) TRE, 5-8ruti)
10 Ga,sadharana Ga,sadhdrana
(RK1,6~sruti) (R1i,6-sruti)
11 Ga,antara Ga,antara
12 Ga,cyutamadhyama Ma,mrdu
13 Ma, suddha Ma, uddha
a,b-sruti)
14 - -
15 - Ma,6-5ruti
16 Ma,cyutapaficama Pa,mrdu
17 Pa, Suddha Pa, 5uddha
18 - -
19 - -
20 Dha,buddha Dha, fuddha
21 - Dha ,4-&ruti
2 i SR
1 Ni,kaiSika Ni,kaibika
Pha,6-5ruti) TDha,6-5ruti)
2 Ni,kSkali Ni,k3kali
3

Ni,cyutasadja

Sa,mpdu

Enharmonic notes are bracketed.
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CDP

svara
Sa,Suddha
Ri,5uddna

Ga, suddha

{R1,5-5Tuti)
Ga, sadharana
(R1,b~srutl)

gglantara

Ma, Suddha

Ma,varali
Pa, Suddha

Dha, Suddha

Ni,Suddha
(Dha,5=sruti)

Ni,kaisika
(Dha,6-sruti)

Ni,kakali

Svaras underlined correspond to tuning of either open

strings or stopped frets of vinpa,
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The three svara series may be notated as follows:

n SMK
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A half-step larger or smaller,than two frutis is
indicated by its number of srutis.

Black notes have no open strings or frets provided for
them in the vIpa.,
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That an attempt is made to relate the svara system
to the ancient Sa-grima sSruti-series in terms of the
vIind is seen in the Sruti distribution of the SMK and
RV svarasg, which retains the old antara Ga and kakali
Ni despite the usurpation of their role as leading notes
by their fretted neighbour., Aspects of the SR cyuta
tuning can also be seen in the fret position of sadha-
ranga Ga and kaisika Ni as well as in the SMK cyuta-
madhyama Ga, cyutapaficama Ma, and cyutagagja Ni later
renamed mrdu Ma, mrdu Pa and mprdu Sa in the RV., In
fact, the SMK svara system is a combination of the
Sa-grama serieg and the SR cyuta tuning., It is interest-
ing to note how close the earlier SMK svara system is to
present-day theory.

The CDP reduces the several Ga and Ni variants to
only two of each and ignores the RV four-Sruti Ri and
Dha and its six-Sruti Ma, svaras for which no frets
have been assigned. It is perhaps this wide variance
among the Ga and Ni types in the SMK and RV that partly
explains the scale differences and the resulting lakgana
divergences among the ré@gas of this era.

The one-Sruti interval between leading note and
tonic makes the 16th century leading note sharper, in

theory at least, than the ancient two-Sruti antara Ga
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and k8kali Ni. The symmetry of a one-sSruti leading
note is also found within the tetrachord itself and
divides it into two parts, as it were, Thus we find
tonal nuclei at s8dharapa Ga and kaiSika Ni, as well

as at the tonal centres, Sa, Ma and Pa. The other
svaras that might act as resting points would more
likely attract a descending rather than an ascending
note. Although it is conceivable that the six-Sruti

Ri may lead to antara Ga and the six-8ruti Dha to
-k8kali Ni, at best their power is subsidiary. Venkata-
makhin recognizes the old function of antara Ga and
kakali Ni when he rescues these svaras from their
previous role of unfretted, and therefore ambiguous
notes, and restores them to that of their ancient
birthright as leading notes., It is perhaps Somanatha's
distinction between the six-Sruti Ma and mprdu Pa that
formally establishes the scalar status of the sharp Ma.
As the connecting svara between the disjunct tetrachords
in the theoretical chromatic gamut, Ma-sharp fits into
the movement in either tetrachord as leading note to Pa,
diminished third to suddha Dha, augmented third to Suddha
Ri, or tritone to Sa, melodic intervals that contribute
to the age-old essence of symmetry and asymmetry in a

raga,
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The explanation above may be illustrated in

notation as follows:
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RAGALAKSANA in the SMK, RV and CDP

The SMK melas (scale prototypes) show scales
comparable to the D, A, and C modes, and other scales
that have no Western equivalents, but none that might
correspond to the E, ¥, and G modes, The RV, too, has
no melas of the F and G modes as well as of the A mode.
In the CDP, however, all the old muUrcchand scales appear,l
as do the other more sophisticated melas of the SMK and RV.
Whether the exclusion of the F and G modes from the
latter can be explained by apparent difficulties in
accurate svara identification of ragas due, for instance,
to the profusion of Ga and Ni variants in their svara
system, or, whether the F and G modes went out of fashion
in the 16th century,2 can only be surmised. However,
there seems to be enough evidence to show that the use of
several variant types of Ga and Ni and of Ri and Dha
coupled with the tendency to correlate contemporary
‘ragas with their likely counterpart in the past, provide
the authors of the SMK and the RV reason to "duplicate"
some ragas in their texts.

lThe Dha miUrcchand appears, however, in a modified form

on account of Pa's immutability.

2We recall that in the 13th century the A mode is not

represented in the main ragas of the SR.
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The SMK names twenty melas, the last five of which
consist of scales that make use of antara Ga and/or
kakali Ni, The text differentiates between antara Ga
and cyutamadhyama Ga and between kakali Ni and cyutagadja
Ni in scales that are otherwise similar in every respect.
In practice cyutamadhyama Ga and cyutagadja Ni can be
substituted for the unfretted antara Ga and kakali Ni,

1 yet Ramamatya makes certain pairs

according to the SMK,
of otherwise duplicate melas, such as Malavagaula and
Hejujgji, Suddhana}{I and S@manta, SZrafngandta and Kambhoji
(the latter raga of each pair being the rdga that makes
use of antara Ga and kakali Ni), appear as separate
scales, He Justifies the substitution by declaring that
S8rhgadeva has said that "everywhere antara Ga and kakali
Ni are used SParingly."2 It seems then that Ram8matya
hesitates to drop antara Ga and kakali Ni from his system

because orthodox theory very likely assoclates certain

ragas with these svaras.

Tsmx, 3:70

Cetad evabhisapmdhdya kathitap s&8rhgasliripd // 71
alpaprayogah sarvatra kakalI cantarah svarah /
Ibid,
The conbtext of S3rhgadeva's statement differs, however,

from that of Rama3matya since the former speaks in con-
nection with sa&dharana, not with vipa frets,SR,I,5:5-6.
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The same differentiation between the two types of
Ga and Ni above is made in the RV on the same three
pairs of scales, The corresponding pairs of duplicate
melas in the RV are, Malavagauda and Vasanta, Suddhandfa
and Samanta, Malldri and Ka&mbhodi. To these Somandtha
adds Vasantabhairavi and Bhairava. Since in the RV the
unfretted antara Ga and kakali Ni may be sounded by
deflecting the vipna string at the preceding fret,1 this
distinction between the ragas above might be Jjustified.
While the SMK gives to the Indian musical world its
first mela system, the RV begins to put some order in
this system by introducing its twenty-~three melas of
current ragas to an increasing number of vikrta svaras
in the scales;> finally, in the CDP the idea of melas
constructed on six permutations of the svara constituency
in each tetrachord in accordance with the now synthesized
svara sygstem and their respective Ma alternative is intro-

duced, Venkatamakhin arranges nineteen melas out of a

LRv,2:39

2From the fifteen varieties of Ri, Ga, Ma, Dha and Ni

in the RV svara system, Somanatha arrives at a total
of 960 possible melas (3:1-12).




possible 72, which he says are current in his dayl

according to this scheme, With the exception of one,
the last five of these nineteen melas are the sharpened
Ma version of their corresponding Ma (natural) types.,
Although Venkatamakhin is severely critical of the
svara constituency of the SMK melas,2 he manages to
integrate his mela system with those of his immediate
predecessors, Ramamatya and Soman':itha.5 Faced as he
must have been with the problem of classifying ragas
hitherto associated with antara Ga and kakali Ni at
their ancient sruti levels, Vehkajamakhin solves this
by retaining as many of the names in the SMK and the RV
either as melas or as ragas in his system and relating
them to scales which resemble their earlier form in one

or the other tetrachord., Thus, despite the weaknesses

Lopp,4:100-1.

2
mélas number 20 when two of them, Sa&ranganata and
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Venkatamakhln criticizes Ramamatya for stating that his

Keda@ragaula are identical; for what Venkatamakhin con-
giders are wrong svara constltuency of melas, such as
Kannadagauvla and Nadaramakriya; for classifying ragas

under the wrong melas, etc.,(4 174-209) .,

5Venkatamakhln seems to have been unaware of the existence

of the Ragayibodha, however,
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inherent in the SMK and RV svara systems, the concordance
of the ragas in the three texts shows a fairly high

degree of agreement,

For the sake of consistency in our notation of the

SMK, RV and CDP scales, their various svaras are notated

as follows:



240

oMK, RV and CDP Svaras Notated
Ga,cyutamadhyama
i Ma,mpdu
o Sa,suddha Ga,antara(CDP) Dha,4-5ruti
"4
%) — =
J . ©
g Ri,5Suddha Ga,6-8ruti Dha,5-sruti
) e Q
3 Yo #0
y Ri,4=5ruti Ma , suddha Dha,6-5ruti
'\}J q. - il O
Ma,6-5ruti Ni, suddha
Weo——

1 Ri,5-8ruti

|
J 0
o Ri,6-8ruti Ni,kaisika
I‘L b
14} i VW
3 =0 =
Ma,cyutapaicama
Pa,mpdu Ni,kakali
¢ Ga,buddha Ma,varali {SMK and RV)
{ — e
Y — Vo O ‘
Ga, sadhdrana . Pa,Suddha
{{ x FaY
3 ?c A
Ni,cyutagadja
Ga, antara ) Sa,mpdu
p (BMK and RV) Dha,Suddha Ni,kakali(CDP)
( L o
Y ——xe =
Blackened notes have no corresponding frets in the vigpa,







Melas of the SMK
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Melas of the RV

- Mukhari Revagupti Samavarali
{ (Dahﬁﬁcq oehn¥¥%° — Dﬁboﬁ*a
_e_o O .e_v—q'.o ;‘00"\'

a Todl NadaramakrI Bhairava
r 4 hlVAD r\}D _D_VC\J
Yoo a—— Voo e

o- 10 S Vi

o Vasanta Vasantabhairavi Malavagauda
X \ e O \ O\ \ OO
{ ovo e ~ro¥e pooul 4 o

- PRI P & M I \ o &~ e W

T o %Y o'a P

p Ritigaula AbhIranata HammIra

¥ 1}
iy oo o—— 5o " ‘r A
LJV \ WQD ~ ‘i’(} Q VGV

y Suddhavaratl Suddhar@makrT = SrIiriga

o
(__\} N ] QVQV !% nbn‘&g—“ qu! AT

'y faN

LA 276" o’

o Kalyana Kambhodi Mallari

) d
Vi 1 Pl &) ‘5_._9 o O
{ |! V- VA & B P M | ol & et
\‘ E ~r OU 1] Abu

N _e.g\o& _Q_‘Qt‘_. _quv

, S&manta Karpatagauda DesakgI
{ "D_bi‘k' > o{].—VGD roo

W hf 1] 070 \ N P O
J o191 910 -7 O
u anata arang

,» Suddh Saranga

’ 0
rA H ey O I (&)
U O Y (=) cuo *cwo

S @-O%

RV,3%:52-60

242






243
Melas of the CDP
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1

Dha is said to be a four-sruti note (4:133) but the
CDP has no such Dha in its system. Cf. RV Sriraga.







SMK

MukharI
Malavagaula
Sriraga
Sarangandta
Kedaragaula
Hindola
Suddhar@makriya
DesakgI
Kannadagaula
Suddhand{T
ATharl
Nadaramakriya
SuddhavarglI
Ritigaula
Vasantabhairavi
Hejujgdi
Samavarall
Revagupti
Samanta
KambhoJi

—

Mela Concordance

RV

——

Mukharl
Malavagauda
Sriraga
Mallari

1"

Suddharimakriya
DesakgT
Karpatagauda
Suddhanda
AbhTranata
Nadaramakri
Ritigaula
Vasantabhairavi
Vasanta
Samavarall
Revagupti
Samanta
Kambhodi

TodI

Bhairava
Suddhavarati
HammTra
Kalyana

Saranga
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CDP

e ———

Mukhari

Gaula

Sriraga

Sankar8bharana
T

Bhairavi

Suddharamakri

Des8kgT

Nata

Eharl

—

SuddhavarglT
Vasantabhairavi

(Cf. Gaula)
Samavarall

Hejjugjgi

(Cf. NE}a)

(Cf. Sankar&bharana)
Bhupala

(Cf, Vasantabhairavi)

Pantuvarall

KambhojI
Samanta
Simharava
Kalyani
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The idea of reconciling traditional theory with
current practice emanates from S&rfigadeva who contends
that whenever practice and theory do not come to terms
in desT r@gas, then theory must be reconciled with
practice.l With this precedent Ramam&tya in the SMK
sets forth his principle that the lakgana of ragas are
determined by lakgya (practice), not by theory. "Where-
ever there is a lapse in [theoretical] features is not
seen as an offense, since what is important is practice,
not theory."2

"DesT rdgas," he continues, "originate from the
Sa-grama and are endowed with graha, amSa, ny3sa, mandra,
and so forth, and are either gddava, audava or samplrnpa,
Whether or not [these lakganal] are in all the ragas in
accordance to de§I-hood, they (ragas) are nonetheless
[de&T], having had recourse to practice and having

conformed to singing technique."5

LoR,I11,6:3%5; 341-2.

2yatra lakgmaparityage pratyavayo na vidyate /

tasmal lakgsyapradhanam tan na tu lakgmapradhanakam // 10
SMK, 2
JdepIragds ca sakaldh gadjagrima samudbhavah /
grah@pSa nyfsa mandrddi gddavauduva plrpakdh // 17
desTtvat sarvar@gegu bhavanti na bhavanti vE /
tath8pi lakgyam &sritya ga@nalakgmdnusytya ca // 18 8BMKG5




Since these lakgapa can be found in any of the
sastras, according to Rﬁmémitya}“he makes no attempt

to define them.,

In the RV eleven of the traditional ragalaksana
are mentioned, not, however, under one heading.

First, mandra and tara are mentioned in connection
with alank&ras (ornamentation), mandra being a low note
and tara a note with double pitch value.2 Then terse
definitions of graha, amsa and ny&@sa which add nothing
new to past definitions appear almost at the conclusion
of the chapter on the Sruti and svara.> Somandtha
comments on this verse, however, by saying that under
the same category as graha, améa and nyasa are the
cadence endings, apanyasa, sapnyasa and vinydsa, Apa-

nyasa is said to be somewhere in the vidariI, a gita
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division, A more specific definition than this, he says,

is not possible.4 Finally, in the raga chapter, Somanatha

classifies his ragas into three categories, the third of

which divides his r8@gas according to their scale sizes,

= - 5
sampurna, gsadava and audava,

1 2

SMK,2:14 RV,1:58 5Tbid. :82

*Ibid., prose. DTbid. ,4:5
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Thus, it would appear, that the authors of the
SMK and RV either take their ragalakgana for granted
or agsume thalt their reader already understands the
subject, or, much more likely, leave the definitive

treatment of ragalakgana to the earlier texts.

In the CDP, however, Venkatamakhin is more formal
about the topic of ragalakgana and undertakes to define
ten laksapa which he says have been set down by Matanga
and others. These are: graha, apsa, mandra, t&ra,
nyasa, apanyasa, sapnyasa, vinyasa, bahubtva and alpatva.l
As groups of Venkatamakhin's lakgana are defined we shall

compare the three texts in relation to these laksana.

rafijayanti manfpsIti r8gds te dasalakgandh /
bhavanti te matangddyail prapitds ta&ni ca kramidt // 2
lakgandni dasoktdni lakgyante t3vad #ditah /
grah8@méau mandrat@rau ca nyasfpanyasakau tathd // 3
atha samnyasavinyasau bahubtvamp calpatd tatha /

CDP,5

Although not in the list, the scale size of the
raga is included in its description., Like the jatis
and ragas of earlier days, a mela-raga in the SMK, RV
and CDP may be either sampurpa, gs8dava or audava. In
more modern times, it becomes the practice in South
Indian music to expect a r8ga that is named after its
mela to have all seven svaras of its scale used,
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"That svara which is sung in the beginning of a
song is the graha, |

"AmSa is said to be that svara which is sung
repeatedly. Such an apSa-svara is thought of as the
jIva (living) svara.

"The nyasa-svara is said to be that by which a
song is concluded."l

Because Venkatamakhin is more conventional about
the topic of ra@galakgana, we may assume that his rather
short description of the apSa indicates that the améa's
role as the determinant of tara, mandra, the cadential
endings, etc., is now no longer significant (unless by
some stretch of the imagination can the amSa's old
power be said to be implied in the term, "jiva svara").
The continuing development of instrumental music which
tends to be less restrictive in range and less inhibited

in experimentation may have contributed to the impoverish-

ment of the améa's authority. But for all that, the améa

lyen§dau gIiyate gitam svarepa sa bhaved grahah // 5
bahuso giyate yena svaregﬁméab sa kathyate /
amSasvaras tv asgv eva jIvasyara iti smrtah // 6
nyasasvaral sa kathito yena gIitam sam3pyate /

CDP,5
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is still a powerful note as we shall see, The appellation,
"jIva svara', focuses attention to the am$a's more important
function as the centrifugal force toward which the melody
evolves,

The graha, amSa and nyasa are all ascribed to the
same note in the SMK and CDP ragas. In the RV, the ragas
fall into two groups according to their graha, amsa and
nyasa., One group, like the two other texts, makes one
note sewrve as graha, améa and nyasa. The other group of
ragas has various svaras assigned bte graha and agsa but
their nyasa is always Sa.

A majority of the rf@gas have Sa as their graha, amsa
and nyasa., Ragas of this nature and derived from a common
mela are differentiated by being either heptatonic, hexa-
tonic or pentatonic, Where a few ragas have similar scale
and size, style and other internal subtleties may possibly
constitute some means toward identification, Ragas that
have their graha, anfa and nyasa on svaras other than Sa,
are seen to be closely related nominally if not modally
to the SR ra@gas. For instance, Gurjarl and Revagupti
which are Ri graha-amSa-ny@sa ragas in the SR% are

similarly endowed in the BMK, RV and CDP, The SR has a

1R, T1,2:89 ana 100.




250

Karndtabangdla whose apSa is Ga (but whose nydsa is Sa,

no graha is given)1 and, correspondingly, there is a
Kannadabangg@la in the SMK and a Karpatabangdla in the

CDP whose graha, amsSa and nydsa are Ga., Madhyamadi,

the traditional Ma graha-apmSa-ny&sa r8ga appears also

as such in our three texts. As to the Pa-based ragas,
IndolY in the SMK and AndhalT in the CDP (the RV corres-—
ponding raga is named after its ancient parent, Paficama)
recall the SR AndhElikE.~ Of the Dha-based ragas, MalharI
in the SMK, Mallari in the RV and MallaharI in the CDP, as
well as Velavall in all three, can also be seen to have
Dha for their graha, améa and ny@sa in the SR,5 while
SaverI of the SMK and RV (the CDP S&verY is based on Pa)
might be traced to the SR S&verI whose graha and apsa are
Ma but whose nyasa is Dha.4 Ni as the setting of the
"gaula" ragas characterizes Malavagaula, RItigaula,
Kannadagaula and Kedaragaula in the SMK and RV (the suffix,
-gaula, is sometimes deleted in the RV), as well as the
seven "gaula" ragas in the CDP., The SR Gauda, we might

recall, has Ni as its graha, amSa and nyasa.5

2

lsr,11,2:126 Tbid. :152 51bid, :155 and 114

*Tpid, :111 2Tbid. :92
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These findings seem to point to a definite desire
on the part of the SMK's author, and subsequently of
his successors, to link ra@gas of his century with those
of the past., Although only a few of the ragas above
agree in scale with their SR counterpart or even among
themselves, yet by adhering to the rigas' graha-apsa-
nyasa svaras associated to their names, a semblance of
continuity through the centuries is preserved.l

The position of graha, améa and nyasa in a note
other than Sa, gives rise to the question as to whether
this shift of emphasis to various degrees of the scale
may be considered a continuation of the practice of
svarabhinna found in the BD.® This practice of shifting
the pivotal tone from one degree to another produces as
many modal permutations of one basic scale-run as there
are degrees., In the SMK, if we take the mela, Malava-

gaula, we find it includes the following raga-scales:

lIn A comparative approach to the classification of r&gas,

a paper read at the 1966 International symposium of
Asian musics in Manila, Dr. Harold Powers compares
North and South Indian r8gas that are nominally related
and whose patterns seem to point, by virtue of their
similarity, to a genetic and historical relationship

as well,

2See D. et seq.
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n Malavagaula mela 4:11-2 Lalita 5:36
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(GAN: graha, apSa, nyasa)

Lvery scale degree except Pa which is omitted in
all but two of the rd@gas functions as graha, améa and
nyasa. Ignoring these three lakgsapa momentarily, we
find that Lalitad, GhirjarI and Bauli have the same
hexatonic scale, Without the distinguishing features
of graha, am$a and nydsa, therefore, some difficulty
in differentiating these ragas apart might arise,

The same is true of S&verI and AndolI. Both are
pentatonic ragas in the SMK with Ga and Ni omitted.
SaverI belongs to the Baraiggnata mela, AndolT to the
Srir3ga mela., When Ga and Ni which are flat (s3dh3rana

and kaiSika) in the Srir8@iga scale are dropped, the
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resulting pentatonic scale coincides with that of SaverI
whose parental Ga and Ni, here omitted, are antara and

k3kali, It is only when Dha is prescribed as graha, amba
and nyasa for Saverl, and Pa for AndolI, that the differ-

ence between the two becomes evident.

n S8ranganata mela 4:20-2 Saveri 5:64
s o> o m—
iV 5 o (] © 5 (&) \d
n Srir3ga mela 4:16~7 EndolT 5:65
£ Wwoolo) (@)
) o QO v Y o \)
> oo 5

<~ ©- GAN

We might conclude from this discussion that, as in
the time of Matanga, a single svara-series may produce
as many raga-scales as variation in scale size and in
degree emphasis will allow. The principle of svarabhinna
was very much alive in the 17/th century and aspects of

it are still evident today.

Somandtha's group of régas whose graha and amba are
other than Sa but whose nyasa is always Sa might be said
in this respect to anticipate the modern-day raga. Even
in his Malavagauda whose graha, apSa and nyasa are Ni,

Somanatha declares that the raga may also take Sa as its
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final.l This group of r8gas in the RV either have
their graha and amSa on one and the same svara (except
Sa), or start and end on Sa but use different améas, or
have their graha, ap$Sa and ny@sa differing from each
other, nyasa always being Sa, however.2

Examples of the first type would be Travani and
SrIraga whose graha and ap$a are on Ri; TodI, Maraviki,
and Keddra,” on Ga; Hijeja and Zsivari (cf. the SR
S&varI mentioned above), on Ma; none uses Pa in this

grouping; Bhairava, on Dha, which recalls the SR Bhairava;

and Vihangada, on Ni,

lmﬁlavagau@ab purpah pradogagobho 'tha va rahitah // 15
gandhAradhaivat@bhydm ni nyfsdpsSagraho 'thava s&ntal /
RV, 4

2Regardlng these relationships between various graha and
apsa svaras with ny3sa Sa in these ra3gas, the reader
mlght also see N.A. Jalrazbhoy s forthcoming book,
(op. cit., but title is provisional). The author draws
distinction between the inherent dynamic function of
svaras and the djnamlc function induced by melodic con-
text., The former is the acoustic property of the note
in relation to the tonic (consonants and dlssonants)
the latter may be brought about by the demands of
symmetry, (in the chapter, "Symmetry, movement and
intonation"),

5There are two Kedara ragas ln the RV: the Kedara mentioned
previously whose graha, amsa and nyasa are Ni, and this
Ked8ra whose other difference is that its Dha is suddha.
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The second type whose graha and nyasa are Sa but
whose amsSas differ may be found in Chaitigauda with Ri
as its apba; in PurvI, Jait@srI, Kalyapa, Bhipall, etc.,
with Ga as their amsa; Hindola, with Ma; Suddhagauda,
with Pa; and Lalit&, with Dha, the same agpSa that the
SR second Lalit& uses;l no raga uses Ni here,

The r8gas whose graha, amSa and nydsa are three
different notes are: Devagandhara, with Ri, Pa, and Sa
in that orderg Hammira, with Ga, Pa, and Sa; Pivaka,
with Ga, Dha and Sa; and Addana, with Pa, Dha and Sa.
Finally, to complete the picture, we must include Suddha-
varatl whose Ri1 graha to its am&a and nyf8sa of Sa is a
supertonal approach to the tonic,

Ga is seen to be the most desirable svara for apsa
(representing twelve r3gas), which in the light of the
tuning of the vipa's drone strings is a significant
consideration since the vipna's drone strings are tuned
Sa, Pa and Sa an octave above in the RV.2

A number of ragas in this group are not mentioned

in either the SMK or CDP and there is reason to believe

ler, 11,2:176

2RV,E:EO. The drone strings are tuned in a descending

pitch in the SMK (%:24-5) and in the CDP (1:18-9).
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they may have come from the north., In some instances,
their scales relate rather closely to thelr present-day

North Indian counterpart. We refer to Maraviks, PUrvi,

Paragja, Kedﬁra,l HammIra, Lalita,2 Jait@srI, and Vi-

hangada (Bihagra).

In the CDP a single note, as in the SMK, represents
the raga's graha, amsa and ny?a"sa.5 In addition to these
mode determinants, Venkajamakhin prescribes vadl, samvadil,
anuvadl and vivadl svaras to ten of his r3gas., In the

majority of them the prescription is the same: Sa is vadI;

lThlS is a raga of the mela, HammIra in the RV, In the

KPM Bharkhande describes the North Indian Kedar as
being like HamIr (North Indian) but great care, he
says, must be taken in the use of Ga lest the raga be
mistaken for HamIr (III,117 et seq.). The RV Ked&ra
and the XPM Kedar dlffer considerably in scale, how=-
ever,

aLalita and Suddhalalitd are two different r&gas in the

RV, It is the latter that is the counterpart of the
SMK and CDP Lalita,

5Two ragas in the CDP are not 3831gned any graha, amsa
or nyasa svara., They are KalyanpI and Pantuvarall,
named after their respective mela, Kalyani is said
to be suitable for gita and prabandha, while Pantu-
varall suits the gita, thaya and prabandha (5:107-8).
Cf, the North Indian Todl which lends itself best to
the al&pa and whose scale is also that of PantuvardlT.
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Pa is sapvadl and in three of the ragas,l Ma is a
second sapvadi; Ga and Ni are vivadiI; Ri and Dha are
anuvadI, The exception is Saur8gtra in which Ri and
Dha are vivadl and Ni is anuvadi.
The relation between Sa and Pa, a perfect fifth,
is clear since no variant forms of Sa and Pa are permis-—
sible, The Anuvadi or assonant intervals cover several
intervallic sizes and do not present too much of a
problem, In the case of the vivadl or dissonant
intervals, however, the question arises as to what
constitutes a dissonant interval in the CDP, The btext
does not elucidate on the matter. Is it a two-Sruti
interval as is found in the NS and other works, and does
it lie between Ri and Ga and between Dha and Ni? If so,
would a one~sruti interval not be considered even more
dissonant?2
The ten ragas are: AharI, Bhairavi, Gaula, Mukharl,
N&ta, S@manta, SErahgandja, Saurdgira, Suddharimakriyd

and SuddhavaralI and their scales are given below.

185raﬁgan§ta, Sauragira and Suddhavardli,

See our table of svara systems supra.
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Sa is the vadi of all but one of these CDP ragas
and the apSa of all but two, BhairavI takes a Dha anpba
while Gaula whose amp$a is Ni has its v&dT on Ri. The
intervallic relationship between amsSa and vadI in Bhai-
ravi and Gaula are a major third in the former and a
diminished third in the latter. Gaula's sapvadi is
said to be Ga [sic] which is most peculiar., If this is
not a printing error, then Ri-Ga constitutes a strange

sapvadi relationship indeed., If, on the other hand, we
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dismigs this as being a scribe's error, then to what
other note can Gaula's Ri vAdI be sapvadl since its
consonant, Dha, is omitted in this hexatonic raga? Pa,
another possibility, is, however, not a perfect fourth
to Ri.in this raga.

In Suddhacvardli both Ma and Pa are said to be
sapvadl to its vadl, Sa. But the fourth degree of its
scale is raised, If Suddha Ma is meant, could this
mean that the two varieties of Ma are used in this raga?

Ga and Ni in Bhairavi are said to be the raga's
viv8dI svaras but in terms of one or two-sruti intervals,
only Ga forms a two-Sruti interval with neighbouring note,
Ri. As an interval Ga and Ni make a perfect fifth; more-
over, Ga to Dha and Ni to Ma are also perfect consonants
in this r@ga, so that, except for Ga's two-&ruti interval
with Ri, it is not clear why Ga and Ni act as vivadil
svaras in Bhairavi.

In EharI, MukhariI, Nata, Saranganata, Samanta,
Suddharamakri and Suddhavardli, Ga and Ni make one- or
two-sruti intervals with their neighbour notes. They
also form false fourths or fifths with other svaras.

We might at this point consider the possibility of this
latter aspect as constituting another area of dissonancy.,.

Not since the BD have the rédgas been specifically assigned
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vadI-svaras. Hence, this reference to the vadi-svaras
in certain ragas in the CDP might indicate a further
attempt to distinguish ragas whose lakgapa of Sa graha-
amSa-nyasa does not suffice to differentiate them from
other ragas of similar scales and lakgana.

A good example of this is found in Sarangan&fa and
Saur@gtra. Both have the same heptatonic scale and both
ragas have Sa as graha, ampSa and nyd3sa. VivadI svaras
are Ga and Ni in Saranganata and Ri and Dha in Saurd@gtra.
Areas which relate to Ga and Ni might then be considered
vivadl in the former, and those relating to Ri and bha
as vivadl in the latter. These are the tritone, Ni-Ma
and the false fourth, Ga-Dha, in Saranganata and the
false fourths, Ri-Pa and Dha-Ga in Sauragtra. Now, Ri
and Dha are anuvadl svaras in Saranganata while Ga and
Ni are given as anuvadl in Sauragtra. The interval,
Ri-Pa, which is vivadI in the latter would then now be
acceptable in Saranganafa; similarly, Saranganata's
vivadiI tritone, Ni-Ma, would be acceptable in Sauragtra.
Thus, although the two ragas come from a common mela,
we might expect their svara movements to differ according
to their vivadi areas.

It is possible then that in the CDP the concept of

vivadl encompasses a meaning beyond the scope expounded
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in the NS and the BD. That vivadl no longer solely
applies to two-sruti intervals is perhaps proved in

the réga, Sauragira, whose vivadI svaras, Ri and Dha,

do not form any one- or two-sruti interval in the raga's
scale whatsoever. Instead, we might say that vivadI

also includes a reference to areas of imbalance in a
raga's scale, such as false fourths and fifths, including
tritones}'which may be be deemed undesirable in the faith-
ful delineation of a particular raga. Being a relative
concept, however, vivadl is not necessarily a thing to

be avoided but rather a phenomenon that serves to mark
one raga off from another, This recalls the old SR
lakgana of antaram@rga. In the 17th century the vivadl

may well have replaced the antaramarga as a more under-

standable raga feature.

lIn his forthcoming book, N,A, Jairazbhoy explains how

imbalance within a scale tends to create new scales in
the effort to correct the imbalance; that it is this
constant flux of balance and imbalance which provides
new ideas to a tradition seemingly unchanging.

(Op. cit.; see chapters, "Effect of drones", "Evolu-
tion of the thays", "Symmetry, movement and intonation™)
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Soman8tha illustrates fifty-one of his r3gas with
short vina pieces for the purpose of demonstrating by
means of graphic signs or symbols (sapketas) various
types of ornamentation-technique on the vipd (vadana-
bhedas). The pieces consist of unmeasured rows of raga-
rupas which aim, as the name suggests, to reveal the
character of the raga. The end of a r8ga-rupa is indicated
by the padma (lotus) sign in the notation. Only eight of
these i1llustrated ragas take a nyasa svara other than Sa.
The vipa pieces, however, show that the end of the raga-
rupas in all instances falls on Sa.

One of Somandtha's vipa sapketas, the Sama, has been
likened to the fermata of Western music.' At times a
svara in the ra@ga-ripas is given two of these Samas,
denoting, presumably, a longer hold, Following this
interpretation of the Sama, we have notated the end

phrases of the eight ragas which do not take a Sa nyasa.

lSimon, R. "Die Notationen des Somanatha," Sitzungs-
berichte der philosophisch-philologischen und der
historischen Klasse der Koniglichen Bayerischen
ﬁgademie der Wissenschafter zu Minchen, 111 (1903),
9.
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The evidence above shows that most of the rEga-
rupas' final cadences include the raga's prescribed
nyasa and that they invariably gravitate to the tonic,
5a.,

The effect of the Sa~Pa-sa or sa-Pa-Sa drone on
the music of this era, coupled with its developing Sa-
system of modality, may have resulted in a kind of
"supra" Sa-nyasa that was tacitly recognized to be
inevitable, Iike the drone which is never discussed
in any of the texts,l the irresistible pull of Sa may
have been recognized as such without further elaboration.
Theoretically, in the mela scheme of things, the incor-
poration of well-known ragas of the past inbto the new
order of mela-janya ragas would have necessitated the
inclusion of laksana associated with these r&@gas. Thus,
the traditional description of many ragas in music treat-
ises persists and any incongruity between theory and

practice may be put down as evidence of a riga's con-

Lapart from the statement that the three side-strings

in the vIpd are called srutl (SMK,3:26; RV,2:20;
CDP,1:19), nothing more is said about the drone.
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tinuing growth. Hence, as late as the 19th century,
music theorists continue to prescribe a nyasa svara
other than the empirical nydsa of Sa to ragas whose
long history ostensibly warrants some degree of

attention with regard to their Sastraic lakgana.
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"Mandra svara is said to be singing by means of
a low note.

"TEra svara is said to be singing by means of a
high note."l
The arbitrary nature of their definitions seems

to indicate that in the CDP mandra and tara act not so
much to delimit a raga's range but to denote its level
of tessitura. This is perhaps the inevitable consequence
of a modality that has been systematized to a single
svara series, the Sa series. In the past, when the first
degree of a scale may be any one of the seven svara posi-
tions in an arbitrary middle register, the Jjati's ambitus
also helped to identify its mode., Similarly, the modal
ambiguity of some Gregorian chants necessitates their
classification in terms of ambitus or maneria rather than
as authentic or plagal divisions of the four gggggggg.g
In the SMK mandra is mentioned only in the raga,

Soma, The rd@ga is described as sung with a great deal

Lo -
nicail svarena yad ganap sa mandrasvara ucyate /

uccail svarena yad ganap sa tarasvara ucyate // 7
CDP,5

2This is specially true of chants with limited or exces-

sive range., See Apel, op. cit., 144-=52,
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of mandra Ma.® In the CDP, "the sampurpya raga, Sama,
adorned with mandra Ma, is sung with a stringed instru-
ment."2 Tara is nowhere mentioned in the description
of the individual ragas in the SMK, RV, and CDP., This
absence of mandra and tara criteria in the treatises of
the time tends to draw the conelusion that by the 17th
century a raga's range was limited only by the physical
properties and inherent potentialities of varying vocal
and instrumental media. Somanatha's statement that his

raga "rupas which are given in the middle register may

lSMK,5:60. A Jacobite church-song with a similar scale

as the Soma appears to have a low tessitura, also.
See, Idelsohn, A.Z. Jewish music (New York, 1944),32,
no.5.

Qéaﬁkarﬁbharagén melat sapbhutal samaragakalh // 74
sappurnpal satatap geyo mandramadhyamabhUgitah /

CDP,5

The phrase, "satatam geyo", may perhaps also be trans-
lated, "played on a stringed instrument", implying that
a stringed instrument might have greater mandra capabil-
ities than the human voice.

The CDP Sama's mandra Ma is not evident in the 19th
century S&ma kriti of Tydgardja, Santamuleka (I,61),
whose scale is also that of the CDP Sama.
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be rendered in the mandra and tara [ranges]"l seems
to confirm our impression. After the SR, mandra and
tara no longer act as the lower and upper limits of a
raga's ambitus as influenced by the position of its

7 . . . b —
amsa within a given murcchana,

lrﬁpﬁgy evap madhyapradhf@nyad darsit@ni yany egém /
mandre tare ca yatha sambhavam iti v&8dani yani // 167

RV,5
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"The apanyasa is reached at the intermediate
pause of the raga, while the nyasa is at the utmost
end [of it]. Such is the difference between the two,
the nyasa and apanyasa svaras."l

"The samnyasa is called [that whiéh] ends a part
of the first section of the gita.

"The vinydsa is the note which stands at the end
of the first part of a gita section.

"These sapnyasa and vinyasa are said by Bharata
and otherg to be implied by the apanyasa svara."2

While the above definitions of the three ancillary
types of nyasa seem to follow the ancient theory of
apanyasa, sapnyasa and vinyasa, there is an ambiguity

about them that cannot escape notice., Taken literally,

lavantarasamﬁtim yo r8gasyapi tanoti sah // 8
apanyasalh smrto ny&sas tv atyantikasamaptikrt /
iti bhedo bhaven nyasapanyasasvarayor dvayolh // 9

CDP,5
2samny§so nama gitadyakhandabhagasamaptikrt /
gitakhandadyavayavasyante tigthati sa svarah // 10

vinyasa etau sapnyasavinyasau bharatadibhilh /
antarbhutav apanyasasvara eveti kIrtitau // 11

Ibid,
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the definitions might present a pattern such as the
following: |

Given a gita with three sections (khapda) of two
parts (bh3ga) each., The apanyasa as an intermediate
pause may either be found at any end point of the gita
except at the very end, or, only at the end of the
second khanda, the midway point. The sapnyasa, on the
other hand, is that note which ends a bhaga of the first
khanda. In this instance our khanda has two bhagas.,
Let our samny@sa end the second bhaga of the first
khanda. The vinyasa, in turn, is that note which ends
a khanda's first bhaga, called in the text, avayava,

presumably to differentiate it from the other bhagas.

e GITA -
. Khanda One Khanda Two Khanda Three
Avayava! Bhaga ! Avayava! Bhaga ! Avayava! Bhaga !
aN alN alN alN alN N
or
vN sN vN aN vN N

The ambiguity lies in what constitutes a khanga,
bhaga, or avayava. Furthermore, all these pauses being

inner pauses (avantarasamf@ptilh), they may easily fall
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into the category of apanyasa. Venkatamakhin perhaps
realizes this when he says that the sannyasa and vinyasa
are implied by the apanyasa but he takes care to put the
burden of proof on "Bharata and others",

Although the ancillary endings are identified as
gita endings in both the BD and the CDP, there is no
mention of a text with regard to the vinyasa in the
latter, And unlike the BD, the CDP does not discuss
the vidarI in connection with the apanyasa, sapnyasa
or vinyasa, Instead, the vidarI is found in the chapter
dealing with the alapa,l an aspect that is distinct from
the gita in the CDP "four-column" approach to the study
of clagsical music.2

Briefly, the &l&pa which may be described as a
prelude to the gkgiptikd (measured composition with text),
consists of sections known as ragavardhanI (akin, perhaps,
to the raga-ripa), viddrI and sth8yI. The &l&pa begins
with three pairs of alternate ragavardhanl and vidari.
This is followed by the stha3yI section. After the sthayl

is completed a fourth ragavardhanl and its vidarI bring

Leop,6:1-32

2The four columns being gita, &ldpa, thaya and prabandha.
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the &lapa to a close. In a sense then, it is the vidarl
that Tterminates an alapa section before another section
can begin and finally terminates the alapa itself., One
might say that the vidarI's 17th century structure is
but an extension of its BD cadential one, The vidari's
function has, however, remained essentially the same.l
From this vantage point, it is apparent that the
function of the apanyasa, sapnyasa and vinyasa as musical
pauses bound to the demands of the classical theatre
begins to lose significance when seen in the context of
purely vocal or instrumental music. As classical music
acquires an independent and ever-widening horizon, the
traditional ragalakgana appear to drop their former
application, We have seen this happen to t&ra and
mandra and we see it happening also to the subordinate
nyasa-types when no specific apanyasa svara or svaras
are prescribed in any one raga in the SMK, RV and CDP,
or, in lieu of this, when no statement is made regarding
the consonant or assonant relationship that the apanyasa,

sapnyasa or vinydsa might have with the r3ga's apsa.

Lone vidarI, also called mukta&yI in the CDP, may perhaps

be likened in function to the Da capo ending or to the
17th century ritornello of Western music although it
is not clear whether the vidarI repeats the same

tonal pattern everytime it is played.
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"Bahutva is thought to be of two kinds: alahghana
(non-leaping over) and abhyasa (repetition). Wherever
there is no contact, that is described as langhana (leap~
ing over or avoidance)., Alahghana is considered to be
complete contact with a svara. [Contact] with a single
note uninterruptedly, or else [its] enunciation again and
again with an intervening [note] is said to be abhyasa,
that is, repetition., In this way is bahutva two-fold."

"Alpatva 1s [also] said to be two-fold: by anabhyasa
(non-repetion) and by lafighana (leaping over), As said
previously, anabhyfsa is described as being free from
abhy&sa (repetition). And as previously stated, lafhghana
is described as the absence of alanghana,

"These then are the ten lakgana as differentiated by

me Clearly."2

lalaﬁghanam tatha@ 'bhydso bahutvap dvividhap matam /
svarasya@sparsanam yatra langhanap tatra kIrtitam // 12
sakalyena svarasparsas tv alafighanam iti smrtam /
yad ekasya svarasyaiva nairantaryena va 'tha va // 13
vyavadhanena va bhiiyo bhiyo 'py uccaranapm hi tat /

abhy@sa iti Ssansanti bahutvap dvividhapm tatah // 14
CDP,5.
2

alpatvap dvidh@ proktam anabhyasac ca lahghandt /
plrvokt&bhyasarahityam anabhyasah prakiIrtital // 15
purvoktdlaighanabhidvo langhanap parikirtitam /

lakganani dasapy evap lakgit@ni mayad sphutam // 16 Tbid
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The concept of bahutva and alpatva in the CDP thus
follows that of the SR quite closely. There is actually
only one mention of alpatva, none of bahutva, in the
CDP ragas in spite of the elaborate explanation in the
text of these lakgana, And in the SMK ragas, no alpatva
or bahutva is prescribed at all. This lack of prescrip-
tion in the r&gas does not necessarily imply that little
bahutva or alpatva characterizes the ra3gas of this era.
It could mean that the application or non-application of
these laksana to current ragas was left in the hands of
practicing musicians,

In theory therefaays to determine the alpatva in
ragas. The SMK arranges its ragas according as they are
heptatonic, hexatonic or pentatonic, Notes omitted in
ascent or in descent may be considered transitory or alpa
notes, Of the SMK heptatonic ragas, Kambhoji omits Ma
and Ni in ascent,l NarayanI drops Ri in descent occasion-
ally,2 and VeldvalI omits Ri and Pa in descent at times,”
Ghurjari, classified as hexatonic, is only partly that

since the omitted note, Pa, is retained in desoent.4

1 2

SMK,5:45 Tbid. :49

31bid. :50 *Tbid, :35




VasantabhairavI, a heptatonic, is the only riga
described in the CDP as having an alpa note, the weak
note being Pa presumably in both ascent and descent.l
Another heptatonic raga, Suddhavasanta, omits Pa in
ascent.2 These two ragas seem to exemplify the two ways
of arriving at alpatva. Alpatva in Vasantabhairavi
implies the non-repetitive (anabhy8sa) use of Pa in
ascent and descent while alpatva in Suddhavasanta means
the leaping over (langhana) of Pa in the ascending
melodic line, In terms of equal use of all seven svaras
in the scale, Pa may be said to be weak in both these
ragas but in terms of directional emphasis, the absence
of Pa in Suddhavasanta's ascending melodic line may go
unheeded if the raga's emphasis lies in its descending
melodic line.,

Other heptatonic ragas in the CDP that omit a note
or notes from their scale are Gurjari which omits Dha in
descent,? SEverT which omits Ga and Ni in ascent,
Kannadagaula which omits Ma in ascent,5 and Kalyani

which excludes Ma and Ni in ascent.6 We might expect

2Tbid, 149 S Tbid, 177

Tbid. :90 2Tbid, :103 ©1pid. 107

leop,5:66
4
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to find more of the langhana type of alpatva featured

in heptatonic and hexatonic ragas; alpatva in pentatonic
ragas, if any, would perhaps be confined to the anabhydsa
kind.

About a dozen ragas in the RV are described as
having alpa notes. Two of these rgas, MilavasrT and
Dhany8si, are also in the SMK and CDP, M&lavasrI, a
heptatonic r&iga, has Ri and Dha as transitory notes.l
The raga is, however, hexatonic wiﬁh Ri omitted in the
SMK and CDP.° Similarly, Dhanyisi (or DhanZ5rI) is
heptatonic in the RV with Ri and Dha weak;5 the raga is
pentatonic in the SMK and CDP with these same notes
omitted.LL This disagreement between the RV on the one
hand and the SMK and CDP on the other regarding the scale-
size of M3lavaSrI and Dhany3si demonstrates the close
imvolvement that alpatva has in the size of a raga's
scale, The influence of alpatva may lead one author to
regard a raga as pentatonic despite, perhaps, occasional
use of notes not in its scale; on the other hand, the

slightest use of any note in the full scale may be enough

RV, 4 :30 28MK,5:33; CDP,5:67

i

SRy, n:%1 SMK,5:39; CDP,5:58
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to make another author regard the raga as heptatonic.
Ag in the past, the frame of reference here is the full
or sampurna scale, Bubt unlike the early texts, the SMK
and RV make the scale-sizes, sampurpa, sadava and audava,
categories of the ragas, not their official lakgana.
Tacitly recognized, however, as a necessary feature of
the raga, sampurpa, sadava and audava appear to be held
self-evident by the authors of the SMK, RV and CDP.

Since MilavasrI and Dhan3srI both belong to the
same mela and have the same weak notes, Ri and Dha, it
might be interesting to see how the two differ, Below
are the RV raga-rupas illustrating these ragas, A study
of these vIpd pieces reveals that Dhan8srI actually makes
no use of Ri and Dha despite the rdga's description in

the text.l

lThe raga is described in the RV as deficient in Ri and

Dha, ridhona, but the author in his commentary explains
ridhonad as ri-dha-durbald, thereby suggesting the
presence of Ri and Dha, albeit slight (4:31 com.).
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For the most part alpa notes appear as passing
notes in Somanatha's raga-ripas for the vipa, Excep-
tions in MalavasrI above are a shake (dolanal) on Dha
in the first rlpa and a lengthened Ri (sama) in the
fourth ripa. Other discrepancies between theory and
musical example concerning alpatva also arise in the
ragas, HammIra, Pauravika and Vihafhgada. HammIra's
alpa note, Ni, is repeated thrice in succession in the
raga's fifth rupa and the note is given a long trill
(kampa) besides in the last rﬁpa.2 Pauravika's alpa
notes, Ri and Pa, are also given Sama values as well as
ornamented by a dolana: Ri in the first rupa and Pa
twice in the last rﬁpa.3 Vihangada's alpa note, Dha,
has Sama value in the final ripa of this rﬁga.l’L On the
other hand, Saindhavi is said to be "without Ga and Ni
always",5 but its musical example shows these two notes

in three out of four rﬁga—rﬁpas.6 It is noted, however,

lDolana i1s perhaps comparable to a slow Pralltriller.
See, Donington R. The interpretation of early music
(Faber and Faber, 1063), €x.109, D.l86,

2 4

RV,5:136-9 5Tbid. :59~61
6

Tbid, :141-3

DRV, 433 RV,5:155-6
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that no note proceeds from Ga or from Ni in ascent in
Saindhavi. A later description of the raga in Sangita-
parijata is more accurate when it states that Ga and Ni

are omitted only in ascent.l

Concerning bahutva, there is no r3@ga in the SMK,
RV or CDP that is said to be characterized by the
plentiful use of a specific note or notes, Presumably,
the amsa svara, the riga's principal note, is also its
most outstanding note. Certain rdgas in the RV are
described as being amenable to gamaka (ornamentation),
It is possible that the use of ornamentation may enhance
the power of a note and make it more conspicuous., For
instance, DesIkara (or DeSakit) whose apSa is Sa, is
characterized by long trills (kampra) of Ma and of Ni;2
in Paraja, the shaken note, Ga, is also the raga's améa;5
while in Bhairavi and Phavald@ (amsa: Sa), the ornamenta-

tion Somandtha calls mudrd is featured on Ri and Pa in

the former and on Pa in the latber.” Saindhavi (apsa: Sa)

tsp:357

2RV,4:27. Kampra and kampa are sSynonymous, according to
Somanatha (commentary on the sloka).

31pid, :23 ¥Ibid. :32
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and TurugkatodI (apsa: Ga) are also said to be highly
ornamented’ and their vind pieces show the use of a
great deal of shakes (dolana and kampa).2 We have
chosen to notate DesIkara and Turugkatodi,

Bmphasis is apparently laid not so much on De&I-
k&ra's amsa, Sa, as on the ornamented Ma and Ni of its
scale, The stressed notes make a perfect fourth in this
highly symmetrical raga of three perfect fifths. Turugka-
todI appears to have its stress on Pa., Enharmonically, Pa
is a perfect fourth to the ri@ga's amba, Ga. These rigas'
ornamented and oft repeated notes could well be their
notes of bahutva, That they are not so prescribed in the
RV perhaps proves our contention that this detail may have
been left to the professional musician to observe and pass
on orally to their pupils. Until such detailed books as

S. Dikgitulu's Prathamabhydsapustakamu and his Sangita-

sampradfyapraddrsinI and Bhatkhande's SahgItasi@stra and

Kramikapustakamalikd appear on the scene, the music

treatises up to the 18th century may be said to be at
best an aid to the memory where the ragas are concerned

rather than a complete record of their lakgana.

1 2

RV,4:33% and 8, RV,5:155-6 and 63-5,
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RAGALAKSANA in the SP, SS and SC

We shall now consider the treatises SangItaparijita

(SP), Saigitasgramrta (8SS) and Sapgrahactdd@mani (SC) with

regard to their ragas' lakgana as these compare with
corresponding ragas in the earlier texts. Of these three,
only the 85 includes a section on the lakgapna., The SS
names and defines thirteen jatilakgana and ten rigalakgana
but the pertinent verses are direct quotes from the SR and
the CDP.2
The SP ragas are based on a scale which Ahobala calls
the &uddhamela,” Roughly, this is the D mode, and any
alteration (vikrta) of one or more of the svaras of this
basic scale results in the formation of other scales.,
Although there is no formal mela system in the SP compara-
ble to that in the SMK or the CDP, the term, mela, is used
in the SP as a suffix to the name of a riga when once its
scale has been established and from which other ragas

derive., Twenty-eight scale types emerge from the SP ragas

but only eight of these are designated as melas, viz.,

lss,p.36-8; 67-8. (The &lokas in the Madras edition,

Music Academy Series 5, of the S8 are not numbered,)

°cf., SR,I,7:29-58 and CDP,5:3-16, 55P:328-9
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Gaurimela, Bhairavimela, Sriragamela, KalyZpamela,
Mukharimela, AbhIrTmela, Natyamela, and the Suddhamela,
although other scale types also produce several ragas,
such as Sahkar8bharana and Hindola, Tor the most part,
the scales of the SP ragas are easily debtermined in spite
of the lack of a formal mela system., A few hexatonic or
pentatonic ré@gas, however, present some difficulty when
their unidentified omitted notes are found to be used in

. . 1
the musical example given,

lFor instance, the riga, Gupakriya, is said to have Ri

and Dha flattened and Ga and Ni omitted (SP:404), Its
musical example, however, contains the note, Ga., It is
not clear whether this is the basic Ga or whether it is
the raised Ga of the preceding raga, Malava, which has
its Ri and Dha flattened and Ga and Ni raised, It is
possible that Gupakriyd is a pentatonic variant of
Malava., A defined mela system dispels ambiguity in

the raga scale,




Ragas in the 8P

1. Suddhamela (14)

Saindhava Madhyamadi
DhandsrI Ritigaula
Meghamallara Maru
NIlambarl Manohara
M&lavasrT ME&navi
Raktahamsa Laitanga
Prasabha BhImapalasT
2. GaurImela (24)
Gaurl Malavagaula
Mallari Esavarl
Bhairava Pah&rT
Vasantabhairava PUrvT
M3lava Mahgalakaisika
Dipaka Nadaramakriya
Lalita Devagandhdrl
Bahula Trivanl
Gurjarl (SI) Hamsa
Kaumari Sur@laya
Reva Arjuna
Gaula Sarvari
%. Bhairavimela (11)
Bhairavi MargatodT
Bhupall Gunakriya
Kollahasa DesT
TodT Dhakka
Chayatodl Simharava
Inandabhairavi

- Cont'd -~
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SP ragas (cont'd)

4, Srir8gamela (14)

6.

7

8.

MukharIimela (2)

Mukh3rT
Sivaballabh’

IbhIrimela (2)

AbhIrT
EbhIrinata

N&tyamela (3)

Nata
Kumuda
Cakradhara

- Cont'd -

Srirdga Kamodanata
Paficama saverI
Kanadl Nardyangaula
Kakubha Kugai
Kambodhl Gaunda
GopikambodhI SorathI
Kedaragaula Mafjughogd
Kaly3namela (7)
Kalyana Devagiri
Kalyanavarall Kokila
Kalyanandta Airavata
RajadhanI

9, Sahkardbharana (14)

Sahkar@bharana

Vasanta
DefakarT
Narayanl
Vadahamsa
Velavall
KedarI
Natan8rayana
Salankanata
Chayan&ta
Ked8ranafa
Vih&gada
Kankana
Safikar@nanda

289
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SP ragas (cont'd)

10, Hindola (5)

Hindola
Ghanta
KhambavatI
Margahindola
Suddhakaisika

11, BangalI (2)
Bangall
Praté@pavarajl

12, RamakarI (4)

Ramakarl
Vibhasa
Purvisgranga
Jayasry

13, VaratI (2)
Varati
Vard{Inata

14, Xarndtagaula (3)

Karpatagaula
Samanta
Kalpataru

15, S&rahga (2)
Saranga

Sarangagaula

16, SuddhavarstI

17. VarabItodlI

18, NagavaratT

19, Punn3gavardtl

20. SokavaratT

21, Desakhya
22, Meghanada

2%, Salanga
24, GurjarI (NI)

25. Kuranga

26, SaudaminT

27. VaijayantI

28, Ratnavall

Total: 122 ragas
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The ra8gas in the S8 and SC are arranged according to
the mela system but it is the SC that fully presents the
system of seventy-two melas as envisaged by Veﬁkatamakhin.l
The SS ragas which number 1122 derive from twenty-one
melas, Tulaja illustrates them with musical nobtations
of their ascending and descending note-patterns, their
opening phrases and the prayogas (characteristic motifs
or formulae) suitable for various musical types, such as,
the gita, alé@pa, suladikhanda, thaya, and others. Govin-
da, the 8C author, demonstrates the workability of the
seventy-two melas by illustrating his %66 rdgas (72 mela-
ragas and 294 janyarfgas) with short vocal pieces aptly

called laksanagitas.

In general the ragas' lakgapa as prescribed in the
SP, S8 and SC relate to the rigas' graha, apsa and nyZsa;
to their scale-size and to the note or notes omitted;
and, occasionally, to their ornamented notes. These then
are the essential features of the ragas in the theory

books of the 18th and early 19th centuries. But it is the

Lopp,4:67 and 74 et seq.

®The description of TodTI, KalyanI and Mahgalakaisika, the
latter a janyaraga listed under Ma8lavagaula mela
(88,p.79), is missing.
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notation of set phrases or patterns of a raga's opening
"bars", of its prayogas and other characteristic internal
movements that signifies a new development in the theory
of lakgana., For instance, whereas the earlier texts
indicate only the graha note where the réga's beginning
is concerned, the SP and SS include the udgraha or open-
ing note-patterns of their ragas in notation. As its
prefix, 'ud', connotes, udgraha refers to the pattern
that follows the graha note, usually in an ascending

movement.l

This development perhaps indicates an aware-
ness on the part of the 18th century music theorist of
the inadequacy of theoretical lakgapa and the need to
present a raga's feabures in a more practical manner,

On the other hand, it might also mean the imposition to

a much greater degree of the use of fixed initial
formulae as against the possibly more arbitrary opening
patterns of earlier times which, nevertheless, observed
the prescribed graha. Moreover, the responsibility of
remembering countless set phrases may have proved onerous

so that the solution lay in the written note if the raga's

true traditional characteristics were to be preserved.

lAlthough udgraha as a formal or technical term is not

used in the earlier texts, the opening phrases of the

musical illustrations in the BD, SR and RV may perhaps
be considered their rdgas' udgraha,
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The eventual publication of Dikshitulu's and Bhat-

khande's Sammelwerke in the following centuries seems

to bear out our suppositions,

To determine the differences in the features of
the ragas in the SP, SS and SC, we are making a survey
of eighteen ragas that are, in most instances, similar
to one another in name and in scale, and further com-
paring them with corresponding ragas in the RV wherever
these are illustrated in that text. The comparison
will be based on the theory and musical examples given
in these four texts, The eighteen ragas represent
twelve melas or scale-types, Our concordance, which
follows, will show that we have used the older "Kana-
kEmbarI" names of the SC melas.® This will make nominal
comparison more relevant, and the accompanying mela
number will help the reader to determine the mela's

modern name,

1SC,I,3:under melalakganam
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Mela Concordance

58 SP
Sriraga Suddhamela
Nata Nata
Malavagaula Gaury
Velavall -
Varaly Suddhavaratl
SuddharamakrI R&makarI
Sankara- Satikars-
bharana bharana
KambhoJjI Sriraga
Bhairavi Hindola
Mukharl MukharI
Vegavahini Salanga
SindhuramakrI VaijayantI
Hedijjx -

Samavarali -

Vasantabhairavi -
Bhinnagadja GurjarI (NI)
DesdksT Desakhya
Chayanata Karpatagaula

8¢ RY

Srird3ga(22) Srirdga

NE&ta(36) Suddhanata

Malava- Malavagauda
gaula(l5)

VelavalT(23) -

VaralT(39) -

Ramakriyd(51) Suddharimakriyi

Sankara- MallZri
bharapa(29)

K§mbh0ji(28) -

Bhairavi(20) -

Kanakam— Mukh3rT
barT(l)

VegavBhinT(16) -

Pantuvari- Suddhavarati
1T(45)

HejjujdI(1l3) Revagupti

Sﬁman_ SamavaralT
varali(3)

Vasanta- Vasantabhairavi
bhairavI(14)

Bhinna- Nadaramakr
sadja(9)

Des8kgI(35)  DebdksT

ChEy&nEa(34) Karpdtagauda
- Cont'd -




S5

Saranga
TodT
Kalyanl
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Mela Concordance (Cont'd)

SP

Saranga
Bhairavi
Kalyana
Punna@gavaratl
Bangali
Varatl
VaratItogl
Nagavaratl
Sokavard{T
Meghanada
Kuranga
Saudamini
Ratnavall

8¢ RY
- Saranga

TodI(8) TogI

Kalyani(e5) -

STmantinI(57) Kaly3na
Dhaumyardga(59) -~

Narmada(50) -
BhavanT(44) -
Trimirti(56) -

Jaganmohana(38) =~
Naf@bharaga(l0) -~
BhiigavalI(64) -
BhanumatI(4) Ritigaula
Surasena(27) HammIra

Kirap8vali(2l) AbhIrandja
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A word about our notation of the examples in these
texts. The ornamentation indicated in the RV raga-rtpas
and the text of the S8 gitaprayogas and the SC lakgana-
gitas have been left out., The exclusion of ornamentation
has been done for reason of consistency and equality as
the SP, SS and SC examples only give the bare outline of
the melodic line of the form or phrase they illustrate.
Phrasings mark the syllabic divisions of the text of the

1 The SC author has written

gItaprayogas and lakganagitas.
his lakganagitas in Triputa time; this is equivalent %o
seven quavers apportioned into three~two-two quavers,

The circular pattern of these vocal pieces can be seen

when the gIta's first note at the Da capo sign (more often
a crochet, at times two quavers) serves to complete the
final set of seven quavers as well as introduce the song.
0f the four texts, only the RV has a symbol for the octave
position of a note., The register indicated in our notation

of the examples in the three other texts is our own inter-

pretation of it.,

lTied notes do not necessarily mean one uninterrupted tone.

As Idelsohn remarks, "Repeated notes on one syllable, in
Oriental song, are not tied to make one prolonged tone,
as in modern Occidental songe. The Oriental musician or
the singer of the old Church song, holds the vowel or
consonant of the word sung, while producing a throbbing
repetition of the note in question.” (Op. cit.,[xiv])
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Srirdga in the RV theory is said to consist of
movements (gata), that is, note patterns, that either
include Ga and Dha or exclude these svaras.l The notated
raga-rupa clarifies this statement when it reveals that
Ga and Dha are used only in descent and not in ascent in
this r8ga. The SS which classifies Srir8ga as heptatonic

states that no tana may proceed from Ga ox Dha.2

Its thaya
example shows no Dha; Ga 1is used only in descent, that is,
no note proceeds from Ga upwards.5 The 88 furthermore
prohibits the progressions, Sa-Ri-Ga-Ma and its reverse;
Ma-Ga~Ri-Sa, It is this practical aspect of the theory
books of the 18th century that contributes to a better
understanding of a raga's features rather more than a

mere listing of its lakgana could do., The SC SriIriga

omits Dha altogether and uses Ga in descent almost always.

The opening pattern of both the S8 and SC SrirZga examples

progresses downwards in the scale rather than upwards in

Irv,4:30

2Documentation of statements, when not indicated as a
footnote, will be found in the notation,

31t is the direction following a note that determines
whether it is being used in ascent or in descent, not
the directional pattern which precedes it.

o
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the more conventional manner, The musical examples
reveal that the SS and SC Sririga features have more in
common with each other than with the 17th century RV Sri-
r@ga whose graha and apSa are Ri to the others' Sa, yet

regarding Ga and Dha they all appear to agree,

Saindhavi is said to have an innate lack of Ga and

Ni, according to the RV,l

but its raga-rlipas show the use
of these svaras, albeit in descent only. In this respeet
the SP offers more accurate information when it states
specifically that Ga and Ni are omitted in ascent in this
radga. The omission in ascent of Ga and Ni, however, does
not prevent the SP Saindhavi from being classified as
heptatonic, This seems to indicate that although the
role of Ga and Ni in descent is a minor one as it appears

to be in the RV and 8S examples, if not so much in the 8P,

these notes cannot be considered subordinate tonesg in the

same category that pién-tones are in a pentatonic scale,
The SS Saindhavi, also classed as heptatonic, also uses

Ga and Ni in descent only., In musical example, therefore,

lry,4:33
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the RV, SP and SS agree on this feature of Saindhavi,

On the other hand, although the SC Saindhavi is in the
same modal scale, its use of Ga and Ni in ascent makes
it entirely alien to the earlier Saindhavi examples,
Thus, while in theory the texts may seem to agree on a
raga's basic lakgapa, a look at their musical illustra-
tions can alter any preconceived notion aboubt a possible
musical concord among them.

The RV Saindhavi's initial and principal note is
said to be Sa, yet its raga-ripas begin on Ri., It is
this supertonal suspension, especially seen in the second
ripa at its close, that characterizes most of the music.
Dha, which we might note is Ri's consonant, is the SP
Saindhavi's initial note. Some similarity between the
RV and SP descending patterns may be seen. This descend-
ing pattern usually emanates from Ni ostensibly making
that note an appoggiatura to Dha in the SP prastara of
the raga.

The SC Saindhavi description provides one of the
rare instances when a r8ga's range is given. Here it is

said to be in the middle rangel and what this means can

1sc,1,3:22/8
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be seen in the musical example. The range of Saindhavi's
lakganagita is limited to exactly seven notes: from Dha

of the theoretical mandra register to Pa of the middle
register, In this aspect the SC seems to agree with the
58 but because the S8 gives no other musical illustration
of Saindhavi except the raga's arochavarohana pattern,

this evidence remains inconclusive, However, the evidence
in the S5C example does support our hypothesis that range
is a relative concept. In modern terms, and all things
being equal; the SC Saindhavi's middle range would be

described as a low tessitura,

Suddhan3ta's six-&ruti svaras, Ri and Dha, give this
raga's scale two symmetrical clusters of notes with Pa at
the fulcrum yet symmetry is not this raga's distinguish-
ing feature. The omission of Ga and Dha in descent,
which all four texts observe, leads to an imbalance
created by the loss of Ri's consonant partner. Such an
imbalance would, therefore, be concentrated more likely
on the lower tetrachord of the raga., ILeaps of fourths
and fifths on Sa, Ma and Pa, which abound in most of the
examples, lessen the occurrence of chromaticism between

Ri-Ga and Dha-Ni. Ga, when present, acts as a passing
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note between Ri and Ma in the RV rupa and the 3C lakgana-
gita of Nata, The RV raga furthermore omits Ni in ascent
and thus avoids the Dha-Ni chromaticism found in the &SP
and SS Nata examples, In the SC Nata, Dha appears as

the bottom note of what might pass for a melodic (as

against an ornamental) Doppelschlag and an inverted turn

on Ni in the second and fourth line, respectively, of the
lakganagita, The reiteration of seconds on Sa-Ni and on
Pa-Ma provides a touch of symmetry to the shape of the

RV and SP Nata illustrations. On the whole, the features

of Nata in all four texbts appear remarkably consistentb.,

Ma&lavagaula is a melaraga in all the texts being
reviewed except the SP., In the RV the raga is said to
be either heptatonic or without the use of Ga and Dha.,
The omission of these notes, however, is applied in the
descending line mostly as the RV raga-rupa shows, Ni
is the RV Malavagauda's graha, amsa and ny&@sa but Sa may
be an alternative ending.l Without Ga and Dha, the raga's
scalar structure consists of two consecutive major thirds,

Ri~Ma and Pa-Ni, approached by a minor second from either

RV ,4:15
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end of the scale at Sa., Alternate thirds or a progres-—
gsion of thirds, especially seen in the SP example, seem
to characterize this raga., The SP Malavagaula is hexa-
tonic, Dha being dropped., It has a choice of initial as
well as of final notes. When Ri is the initial note,
then Ga may not follow, Ahobala says., If Ga is to be
used, then Pa is the opening note, and if Pa is graha
then the riga ends on Ma, The SP raga has apparently
two forms: authentic and plagal, so to speak, Ni leading
to Sa in the former and Ga to Ma in the latter, The SP
illustration begins on Ri and ends on Sa; no prastira
illustrates the plagal form, however, A feature which
ties the later SS and SC Malavagaula to the RV corresponding
riaga is the leap found in these three'examples between
Ni and Ma, an augmented fourth that the RV raga-rupa
softens by leading Ma to Pa which resolves to Sa, thus
making Ma appear as an appoggiatura to Pa., Another trace
of the past is seen in the reiteration of Sa-Ri or Ri-Sa
in the SS Byittaprayoga of Malavagaula which can be found
in the RV r&ga-ripa, too,

It might be noted that among the raga's lakgana
it is to the graha or mircchana as he usually calls the
initial note of a raga, that Ahobala almost invariably
draws our attention., This leaves the impression that

in the SP the graha is of prime importance in the iden-




tification of a raga, When one considers that several
ragas can and do have the same scale and that their
endings have by now been reduced to the Sa drone, then
the r&ga's opening phrase begins to assume greater
significance indeed., As the final becomes a common
denominator to ragas of any given scale, it ceases to
act as a criterion for identification. This recalls
the 9th century monks, Aurelian of Réomé and Regino
who considered the beginning rather than the ending of
a Gregorian antiphon the final criterion of its modal
classification.l
It is interesting to discover that while the SS

and SC Malavagaula begins on Sa, the earlier graha

prescription of the RV and SP raga finds a following

in two of Tydgaraja's kritis. In one Ri is the opening

note while in the other the more traditional Ni is used:

510
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Asavarl in the RV belongs to the Malavagaula mela,
The later SS and SC texts call the raga SaverI, When the
SP qualifies its As@varI as adya, meaning, early, it
perhaps points to some affiliation between its riga and
the RV EsavarI, since, among its ragas, the SP also
includes a SaverI which is however of a different mela,

The omission of Ga and Ni in ascent is a common
feature in the illustrations of this raga in all four
texts. Ma is said to be the RV Asidvari's graha and améa.l
Its first raga-ripa here finds Ma being introduced by Ri,
however, What is remarkable is the opening phrase of the
second RV raga-ripa, which now begins on Ma., This phrase
is duplicated in the SP prasta@ra initial run and it can
also be found in the 88 Saverl #Zlapa and in the third line
of the SC S&verI lakgapnagIta. The RV apsa of Ma is more=-
over well substantiated in the raga-rupas' melodic line,
The SP prefers to make Dha its Xsdvari's principal note,
The SP raga is saild to end on Pa but like most of the
other ragas illustrated in the text, it ends on Sa, It
is quite possible that Ahobala's nyasa refers to a medial

pause rather than to the authentic final., The RV Asavarl

RV,4:21
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ripas end on a plagal cadence from low Ma to middle Sa.
The SP and SC examples likewise end in the same manner
but from above. Speaking of cadences, we might call the
final cadence of the S8 Saverl &lapa a Landini cadence
on the minor sixth, The alapa's most outstanding note
is Dha (S&veri's official apsa: Sa) and the &lapa more-
over beginsg on Dha (official graha: Sa); finally, its
Landini cadence on the flattened sixth only accentuates
this note all the more.

Another agpect of the ra@ga is the leap between Ri
and Dha or their inversion, In all but the SS which
offers only one SaverI illustration, the leap can be seen
to be one of the raga's more easily discernible features,
Proof that the leap is indeed the Saveril's and early Ksi-
vari's mark is given in the Tyagaraja SaverI kriti,
"Darid8puleka®™, which opens directly into a leap from
Dha to Ri upwards.l Although the four texts do not
entirely agree on the riga's lakgana, the amazing simil-
itude of their musical illustrations might be taken as
evidence of the high degree of constancy which the
character of AsavarI or SaverI managed to preserve within

the span of three hundred years.

TK,I,98.
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Purvi, like Saverl, belongs to the Malavagaula
mela, The raga's dominant note in the RV, SP and S8
illustrations of Purvi appears to be Ga, a note thatb
is omitted in ascent in SaverI. Thus, améa and alpatva
combine to distinguish this raga from another of the
same mela, The RV prescribes Sa as Purvi's initial
note and uses this in its first raga-ripa but it is Ga
that begins the following two riipas. The SP makes Ga
the raga's nydsa as well as its apSa and we find the
note acting as points of rest between stretches of
ascending and descending melodic lines in the prastara

which ends as usual on the inevitable Sa, This confirms

316

our hypothesis on Ahobala's concept of the nyasa referred

to in his raga, As8vari, which is, that his prescribed
nyasa applies not to the final of the ra&ga but to pauses
within a given piece.1

Besides the emphasis on Ga, the RV, SP and SS illus

lPauses here refer to notes of longer values, that is,

to breaks in the even flow of the melodic line, not
to the state of silence in the Western musical sense.,
Unlike other types of Eastern music in which the rest
or intervals of silence are an integral feature of
their character (Arab music, for instance), Indian
classical music, assisted by the drone, contains no
gaps of silence.




trations reveal other fealbures common to almost all
three, There is the tendency to omit Ri and Ni in
ascent; the illustrations use the phrase involving Ga
with Pa and resolves downwards to Sa; the SP and S8
use the leap of a fifth between Pa and Sa in their
Purvi cadences.

The SC PUrvi, on the other hand, is quite another
specimen, judging from its lakganagita., Here Ga is not
the predominant note. It is Sa as the text prescribes.
Although Ni is also omitted in ascent, R1 is very much
in evidence and it is Pa that is occasionally skipped
in descent, It is apparent, therefore, that unlike the
more steadfast SaverI, Purvi underwent an appreciable
degree of modification during the period separating the
88 and the 8C., That the change may have already begun
in the 18t%h century is shown when the 85 prescribes Sa

as the riga's graha, apa and nyZsa,

517
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Gaula, our last raga of the Malavagaula species
(which species consists of the most number of ragas),
has features that could mistake it for any of the three
previous ragas of this mela. There are, for instance,
the leaps of fourths and fifths, the omission of Ga and
Dha, and the reiteration of seconds in the illustrations
of Gaula in our four texts., Yet, the r8ga remains dis-
tinguishable from the others., The four texts, however,
disagree on Gaula's lakgana perhaps even more so than on
the other three. The RV makes Pa Gaula's graha and apsa;
the SP concentrates on Sa as the raga's main functionary;
the 85 gives no data butbt begins and ends its illustration
on Ni; and Ni is, in fact, the 8C Gaula's graha, amSa and
nyasa. Yet Ni is said to be weak in the RV Gaulal and
Somanatha uses the note only as a kind of appoggiatura to
Ri in his first raga-rupa; the SP raga, on the other hand,
is pentatonic, with Ga and Dha omitted; the SS Gaula omits
Dha only in ascent and the author points out that Ga is
only to be used in the ascending krama (note series) that
ends on Ma, not in the krama that resolves on Sa, nor may

Ga be found in the series that begins on Ri or on Sa. In

RV, 4: 24
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spite of these apparent discrepancies, the character of
the r8ga in all four illustrations emerges as one. All
show leaps of a greater variety than found in the three
previous régas, Gaula displaying more augmented fourths,
such as, Ri-Pa and Ma-Ni, and there are leaps on the
restricted Ga-Dha as well., All omit Dha in ascent and

all four illustrations restrict the use of Ga. The leaps
combined with the oblique use of Ga in relation to Ri and
Ma give Gaula its singular character. The melodic phrases
or formulae that characterize our four Malavagaula ragas

might be said to be the following:

Malavagaula Saveri

[}
1 ai 1
S LT N S S

In modern times, the North Indian GaurI appears to
have all the marks of the 18th century South Indian Gaula.
In Gaurl Ga and Dha are also omitted in ascent, there are
the usual leaps on Ri-Pa and Sa-Pa, and Ga's movement is
restricted in the same oblique manner, The one difference

between GaurI and Gaula is the occasional use in the former
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of the sharpened Ma, Bhatkhande's sthaylI and antara of

Gauri, however, show no Ma-sharp:
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VaralI's cluster of chromatic notes in the first
tetrachord is matched in the upper tetrachord an augmented
fourth away, The raga's movement in our three illustra-
tions consists mainly of semitonal steps around Ri-Sa or
Ri~Ga, Ma-Pa or Dha-Pa, and Ni-Sa, The distance between
Ga and Ma in the r&ga (enharmonically a major third) puts
Ri in the position of a passing note to or a turn for Sa
or a turn for Ga. For all that, Ri is not an insignificant
note in this raga; it is the directional pattern of the
melody that decides the role of a note in this heptatonic
raga.

The SP Suddhavar@ti's graha of Dha will be seen
again in that role in subsequent ragas of more or less
related scales, As Ma's consonant (resolving to Pa) and
as Sa's leading note, Ni is justifiably regarded as the

SP rdga's nyésa (more accurately, its subfinalis).

Balance is thus achieved by this relation of Ni to the

two chromatic clusters of this sophisticated mode.

Ahobala makes Ma, Ni's consonant, Suddhavara}i's anméa

but the SP prastara hardly shows Ma in that important
capacity. Instead the prastara shows Ma in a leap to

Sa which interval of a diminished fifth can also be seen
in the Dha-Ga leaps in the SC lakganagita of (Jhala)vardlI.

The 5C leaps may, however, prove to be something more than
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false fifths if Ga can be interpreted in the first leap
(second line of the gita) as a passing note to Ri thus
suggesting the perfect fifth, Ri-~-Dha, or, if Dha in the
second leap (third line) is put in the role of an appog-

giatura to Pa, Pa being Ga's enharmonic fourth.l

RamakrI's scale is the augmented fourth version of
the scale of Malavagaula., The nominally related RV Rima-~
krT belongs to the latter mela and is being included
here to show its similarities with the SP RamakarI, The
RV r8ga has two choices of graha/amsa, namely, Sa or Ga.g
Its illustrated ra@ga-rupas begin on Ga. The rilpas'
omission of Ma in ascent causes the Ga-Pa major third to
become the raga's most conspicuous notes, especially
when Ma is also skipped in descent as it often is in the

fourth rlUpa. While Ga is the RV R8makrT's official amsa,

Pa might be said to be the raga's bahu svara. The

lTyagarﬁja's Varali kriti, "Marakatamani'" which begins on
Pa makes Dha either its appoggiatura or its turn. In
ascent, however, Dha assumes its own role in relation
to Sa.

2RV, 4:20.
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omission of Ma in this raga is significant in view of
the consequent clagssification of RamakrI's scale.,

The SP Ramakarl begins on Dha. However, the opening
phrase in the SP prastara of Dha-Sa-Ri introduces the
Ga-Pa interval as prevalent in the prastara as it is in
the RV Ra&makrI's riga-rupas. The SP raga also omits Ma
and Ni in ascent! and makes Pa, the RV raga's strong
note, its améa. Despite the discrepangy in scale, there-
fore, theory and illustration show a close correlation
in the two texts because Pa plays a prominent part in
both., (It is possible that the descending Ma in the SP
raga might have been flattened.)

This apparent tie to the Malavagaula scale disappears
in the S8 and SC Ramakri raga. Their illustrations show
a definite use of the sharpened Ma, Dha is seen to be
the strong note in the SC lakganagita of Ramakriysa,

Thus, the use of the Ma-sharp seems to have caused the
shift of emphasis from the previously limited conjunction
of Pa with Ga to another comprising the broader intervals

of Pa-5a and Ma-Ni, Dha, the medial note of the two

lBut for the omission of Ni in the initial phrase of its

prastara, the SP RamakarI may temporarily be mistaken

ior a Varaji-type réga, many of which begin on Dha in
he SP.
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intervals serves to "modulate" the melody from one
interval to the other.

Ramakrl then seems to illustrate the evolubtion of
a raga whose reiteration of the powerful early apsa, Pa,
led to the inevitable inclusion of the previously omitted
Ma, now taking the role of a leading note, which in turn
necessitated the appearance of the previously omitted and
non-congsonant Ni, now in consonant agreement with the
sharpened Ma. If the development of the features of each
and every raga could be traced, it might be discovered
that it is not only inventiveness but also a subconscious
desire on the part of the musician to correct the imbalance
inherent in the diatonic modal systeml that lead to the
supplantation of a rdga's early lakgsana by other lakgana,
Ultimately, it would seem, the newer lakgana pass the

test of time and thus become part of a raga's tradition.

loee W.A. Jairazbhoy's R3g and scale in North Tndian

clagsical music (title is tentative), due to be
published sometime this year by Faber and Faber.
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Sankara@bharana is among the rigas listed in the
SR "purvaprasiddha" rﬁgas.l Whether its 13th century
scalar composition bears any resemblance to that of the
Sankar@bharana of the 17th and subsequent centuries
might be difficult if not futile to determine. Sankara-
bharaga is in the category of so-called inferior hepta-
tonic rédgas in the SMK and its mela is that of the
SrIrdga (D mode).2 It is said to have a likeness to

3

the raga, Samanta,~” whose Ri-sharp and Dha-sharp might
apparently be taken for the minor third and minor seventh
of the Sriraga mode.

The C-mode Sankar8bharana appears in the 17th century
RV as a raga of the Mallari mela, In this and subsequent
texts, the raga is described as heptatonic, with its
graha, ampsa and nydsa on Sa, except in the SP where
Sankarabharapa is given an apSa of Ma and a nydsa of Ga,
The SP musical illustration, however, consists only of
the ascending and descending movement of its scale, the
range of the rdga being two octaves., There is no way to

prove or disprove from the illustration the raga's Ma

amsa or its Ga nyfsa. We have shown the SP nyfsa to

lsp,I1,2:4 SMK,5:61 3Tbid.
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apply to inner pauses and not to the final of the raga.
The Ga pause is well marked in the RV raga-riupa of
Sahkar@bharana so that there appears to be some justifica-
tion for the Ga nydsa of the SP SahkarZbharana.

Both the RV and SC illustrations of Sahkar&bharana
are characterized by leaps of fourths. The initial
phrase of the RV ridga-ripa is somewhat duplicated in the
opening note-pattern of Tydgardja's Sankar@bharana kriti,
"Manasusvadhina" and of the caranam section of his kriti,

"Emineramu":

" TK,T,21 TX,T,2
}'d

whoge pallavi andlanupallavi sections open with a Pa-Sa
or Sa-Pa slide. As for Sahkarfbharana's range which the
SP illustration gives as two octaves from low Pa to high
Pa, most of the eight kritis created by Tydgaradja in this
model have an upper limit of Ma-octave; one kriti briefly

touches high Pa.2

11x,1,1-9;18;21;23; II,5C.

°Tn the carana section of "Edutanilicite", TK,I,18,




KambhojI and NatandrdyanI are rdgas that bear
nominal or scalar relationship with their respective
counterparts in our four texts but their musical
illustrations show unexpected differences as well as
similarities.

K8mbodI and Natanadrayana in the RV are in the C
mode, The SP KambodhI is in the G mode, a mode that is
not represented in the RV, we recall, The SP Natanara-
yvana is, however, in the C mode as are other earlier
types of the raga, in the SMK and CDP, for instance.
The later KambhojI and NatanfrayanI of the SS and SC
are in the G mode; only their KambhojI musical illus-
trations show some parallel features.,

The RV KambodI is said to be heptatonic but its
riga-rupas show no use of Ni, and Ga is omitted in
ascent., The SP KambodhiI, on the other hand, omits
Ma and Ni in ascenbt., Despite their theoretical
differences in mode and lakgana, their musical illus-
trations show as much kinship as the modally related
88 and SC XKambhojI. The SP KambodhI begins on Ga.

The raga may also begin in the upper tetrachord on Dha,
one of its two amSas, the other being Ma. When the

raga begins in Dha, the SP prescribes the omission of

335

Ga (yada gandharahind syan mircchand cottardyatd // 410).
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It is this alternate initial phrase in the SP prastira
that begins the RV KambodiI raga-ripa and, except for
the descending Ni in the SP raga prasti@ra, the RV and
SP K&mbodhI illustrations have many related passages.

Ma, omitted in ascent, is nevertheless the SP
Kambodhi's amsa. The riga's prastira clearly proves
this. Because the ascending movement of the prastara
terminates on Ma, attention is fixed on it. It is the
note-plateau among the ups and downs of a raga's svara
pattern that catches the ear. Here then is an instance
in which the omission of a note leads to no diminution
of that note's power., There is apparently no hard and
fast rule that relates the omission of notes to alpatva.
Generally speaking, however, the restricted use of a
note is apt to weaken it, not enhance it.

The 88 KambhoJjI also omits Ma and Ni in ascent and
its author claims that "there are ways of achieving
rakti (charm) when Ma occasionally appears." Our SS
illustrations of the raga do not, however, suffice to
establish this claim. One apparent similarity between
the SP and 88 K&mbhoJjI rigas is the opening phrase in

both their illustrations. The later SC Ka&mbhoji omits

357

only Ni in ascent and its lakganagita features many leaps.,

The RV and SP Natpanarayana rigas are related in scale
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and in name but their svara patterns do not seem to

have much in common. While the RV raga-rupas include
leaps of fifths, the SP prastira takes a step by step
course., Furthermore, the RV raga's apsa is Ga while

the SP has its amSa on Ma. Thus, although the two texts
assign different modes to KambodhI, their KambodhI raga
illustrations at least reveal some common note-patterns
while their modally related Natanardyana illustrations
show no kindred features.

The S8 and 3C NatanarayapnI agree not only in name
and mode but also in lakgana; yet their note-patterns
diverge., Theoretical lakgana between nominally and
modally related ragas, while seeming to coincide, may
therefore prove misleading., The differences between
modally related rdgas of the same name may stem from
lack of a strong tradition or may signify continuous
development, Whatever the reason, the importance of
notated music to illustrate a raga's features becomes
plain if the r8ga is to preserve its conventional
character or if its historical growth is to be more
faithfully recorded., In this respect the 20th century
is better equipped than the past. It has seen the compila-
tion of the compositions of such famous South Indian

musicians as Tyagar8ja, Dikshitar, Sy@ma S&strI, Kshe-



340

SP:434

e

na -

andraya

- Nat

——
a

A

A

e |

{

Prastara

-}

n

55,p.99-100

P

.

-

— -

- Natanarayanl -

—
§

Udgraha

GItaprayoga

T —

| P 2

e

Hd o

ALY
J

187

8C,II

| M ™. vt W |

" TY

anagita ~

Laks

Y —
+

{

1

|

F e

1

| O

GAN

Gt

FATETN







341

trajfia and others, and the anthologies of 5. DIkshitulu
and Bhﬁtkham@e, and has encouraged the holding of annual
music conferences that include the discussion of lakgana.
The published reports of these lakgana discussions do
~much to develop the analytical approach to the study of

a raga's features.

Hindola has consistently been a pentatonic raga
since the time of the BD, our first extant source of the
raga., In the BD Hindola is described as a Vesara-type

parent raga which omits Ri and Dha.! The same descrip-

tion is given in the SR2 and in the 17th century we find
the same notes omitted in the CDP Hindola,” It is the

RV, the CDP's predecessor, that changes the gaps of the
raga's scale to Ri and Pa.4 Hindeola's gaps have remained
so today. In the matter of scale, however, Hindola has
undergone somewhat more change. We have shown the Hindola

scale to be that of the D mode in the BD and SR. In the

SMK Hindola appears as a raga of the A mode5 and, except

lBD:544 in which the raga's name appears as Bhindola; it

is Hindola in BD:3%14,

2 4

SR,II,2:94  2CDP,5:60 RV, 4:14 P8NK, 41 26
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for the RV which puts Hindola in the Vasanta mela (a
duplicate of the Malavagaula mela), the raga remains

in the A mode until the middle of the 19th century when
it reverts to its original D mode.l Thus, while the
modern Hindola is again in the D mode, its Ri-Pa gaps
distinguish it from the Hindola of the 10th century.

The omission of the consonant pair, Ri-Pa, from
Hindola produces a raga of tasteful symmetry, whose
melodic themes center around the ancient tetrachordal
boundaries of Sa and Ma. Tike most ragas that omitb Pa,e
Hindola's drone-tones would be Sa and Ma, And to the
Western ear the Sa-drone in Hindola would seem to take
the role of dominant to the f-minor chord, All three
illustrations of Hindola here show much consistency in
playing Sa-Ni-Sa against Ma~Ga-~Ma. The interesting thing
about Hindola's development is the retention of its 18th
century svara-patterns in spite of the raga's change of
mode. The effect of the major sixth in the D mode as

against the A mode's minor sixth is to create a less

lTy§gar§ja's Hindola kritis are in the 22nd mela (D mode).
See next page,

20f the non--Ma-sharp variety.
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TodI and Bhipala represent the E mode in our
selective survey of 17th and 18th century ragas. The
mode is not among those in the 16th century SMK class
of ragas although it has been shown to be in the earlier
BD and SR radga systems., Fifty years after the SMK the
mode appears in the RV,

The RV TgdI concentrates its initial, principal
and pausal note on the svara, Ga.t Its réaga~ripa covers
a range of a little over an octave., This ambitus is
confirmed in the SP and SC TodI illustrations. The RV
TodI raga-rtpa's display of leaps is also seen in the
SC TodI lakganagita, yet the two are incompatible because
Pa is omitted in the hexatonic SC TodI.

The SP description of its TodI includes a procedure
that presages the more detailed kind of descriptive
analysis that characterizes the S5P, KPM, and even the

more modest Dakginaragaratnakaram of K. Ramachandran, @

This is the reference to the use of accidentals in a
raga, i.e., to the occasional change in the pitch of a
note or notes of the raga's basic scale. There is no

mention of accidentals in the SMK, RV, CDP, SS or SC.

Irv,4:10 ®Madras, 1949,
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The SP TodI description ends with, "When Ma is used in
ascent, then Pa is ny@sa (that is, then Ma should resolve
to Pa), and [that Ma is equivalent to] the second Pa, "t
This second Pa is the vikrta variety of Pa which Ahobala
says is like tIvratama Ma.e This sharpening of Ma in
ascent might indicate some influence on the SP raga of
the North Indian TodI whose fourth and seventh degrees
are raised., Additional proof that Ahobala's nyasa
refers to intermediate pauses, not to the raga's final,
is furnished by the SP TodI's prastara. Dha, the raga's
nyasa, appears twice as pauses within the prastara and

Dha makes an effective pause in relation to the raga's

’,
ampsa,

BhiipdlT in the 8P, like its parent raga above,
takes Ga as its amSa bubt the derivative BhiipdlI omits

Ma and Ni. The SS Bhup&la belongs to another mela but

1mené'rohe tu panyasa paficamenobhayor api // 386 SP

2SP:76. The quality of sharpness in the term, tIvratama,
may be likened to the sharpness of a leading note that
resolves to a modulatory tonic key as compared to that
note's less sharp pitch level when used as the major
third of the tonic triad.
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ig included here as a nominally related r3ga that could
well have been classified in the E mode Jjudging from its
pentatonic scalar structureg' The 85, however, places
Bhiipdla among the ra@gas of its Bhinnagadja mela, a scale
that lacks the flattened seventh of TodI. Despite this
mela difference, all three of our Bhupala illustrations
agree in svara patterns as well as in gapped scale,

The SC Bhupala lakgapnagita provides further evidence
of the discrepancy between theory and illustration that
occasionally occurs in our four texts. Ga introduces
and ends the SC Bhiupala lakganagita but Sa is said to be
the raga's official graha and nyésa.2

There is a strong affinity in scale and lakgana
between our South Indian Bhupala illustrations and the
KPM's sthayI and antari of the North Indian BhUpalatodi.

In the latter, the omitted notes, Ma and Ni, appear as

decorative pieén tones that fill the gaps of its penta-—

tonic scale. Perhaps the same could be true of the South

lrne RV Bhiipall, although nominally related, is in the

¢ mode; yet it, too, omits Ma and Ni (RV,4:36). Cf.
this with the North Indian Bhapall in the F mode,
whose similar omission of Ma and Ni results in the
same gapped scale as the RV BhUpalI (XPM,III,23).

25¢,I,3:8/2.
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Indian examples had their ornamentations been notated.
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Des8khyd or Des@ksI appears to have been in vogue
for at least two hundred years. The mode is found in
the SMK which classifies the raga as "superior heptatonic™,
the RV and CDP as well as in our last three texts, the
SP, SS and SC. The raga's svara patterns in our illus-
trations disclose an adept handling of the Ri-sharp which

results in the formation of

JEPRP

T D)
& ¥#° o
a pseudo~pentatonic structure whose gaps apparently

indicate a pairing of Ri with Ni in ascent and Dha with
Ga in descent. The gapped interval, Ri-Ni, although a
minor sixth and not the usual fifth or fourth, neverthe-
less brings about symmetry in the raga when Ri and Ni
are seen as leading notes to Ga and Sa, respectively.
Their omission results in a minor third final cadence
instead, Dha-Sa from below or Ri-sharp (the enharmonic
' Ga-flat)~-Sa from above., The two pentatonic scales, as
it were, create a contrast in moods in this raéga, which
might be described as optimistic in ascent and cautious
in descent.

The SP and SS illustrations of Des8kgI here show
remarkable resemblance., The SC r&@ga, on the other hand,

is a mela-raga and, as such, must be heptatonic in ascent
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and descent, The resulting svara pattern in the SC
Des8kgT 1ak§agégita includes the chromatic Ri-Ga-Ma
sequence which the older SP and SS raga neatly avoids.

Our surmise would be that with the 8S the original

Des8ksI tradition ceases.™

Saranga's odd scale is not accommodated in the

2

present scheme of seventy-two melas, The mode is among

those in the RV, SP and 8S raga systems. The peculiarity
of its scale does not inhibit the possibility of balance
within the r3ga's tetrachords. Like other r8gas with
chromatic svara tendencies, Saranga consists of two
consonant chromatic clusters around Ga-Ma-~Pa and Dha-Ni-

Sa, In modern notation, the Saranga scale would be:

lthe modern-day Des8kgI is in the C mode that includes

the accidental Ni-flat.

SOther 18th century modes not reckoned by the mela system
today are the SP Kuraniga and Saudamini, Xurahga might
be classified under the 59th mela (Dharm8vatI, with a
minor third and augmented fourth) if Kurahga's Ga-sharp
is treated as an accidental., SaudaminI could pass for
the North Indian Purvi, a raga that uses the perfect

and augnmented fourths as well as the flattened second
and sixth, '
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The 88 points out the enharmonic relationship of Ga-sharp
with M&'and it is this note that holds the ear in the RV
SEranga raga-rupas. Ma-sharp and Ni which usually act
as leading notes to Pa and Sa do not function as such
in our Saraiga illustrations. Instead, these svaras
act as chromatic passing notes for Pa and Ga on the one
hand and for Sa and Dha on the other, the raga itself
ending in a "tenor cadence".

The use of accidentals in the North Indian Suddha
Saranga conceals the frame of the RV and SP Saranga.
The omission of Ga in the North Indian raga of the G
mode, which uses both the perfect and augmented fourths
as well as the minor and major sevenths, puts into a new
format what is actually the old Sa&ranga scale (Dha in

the modern scale being only slightly usedg). Thus, by

1ss,p.111

2KPM, VI, 173



the use of accidentals are the more exobtic modes of the

past absorbed by the ri#gas of the present mela or {hat

system,

KalyanI in its present F-mode constitution appears
in the CDP raga system. The F mode is not represented
in the SMK or the RV although the latter includes a
Kalyagpa raga (but with a minor third and sixth to its
augmented fourth), The CDP states that Kalyani is
unsuitable for continuous singing and that it is a

favourite of the Turks.l

Like the CDP raga, the SP
Kalyana omits Ma and Ni in ascent, Its svara prastara
here takes the descending movement much more than the
ascending one. Our SC example of the r3ga is Yamun3-
kalyadnI as being closest in character to the CDP and
SP raga., The SC ra@ga is hexatonic, omitting Ni, Butb

it, too, moves more conspicuously in descent. Its

358

tessitura, moreover, is low., Both these characteristics

are seen in the KPM sthayI of Yamankalya@n, the North

Indian variety of the SC raga. A more recent example

L6DP,5:106-7
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of the South Indian Yamunakalyapi is Tydgaraja's kriti,
"BtEvunara" which also tends to the downward movement.
The kriti occupies the more usual range of mandra Dha-
tara Ga but both the SC lakganagita and Tyagardja's

kriti cover a range of twelve notes. Ma in the SC raga
does not proceed directly in ascent but first resolves

to Pa and in descent is omitted. This is not quite the
pattern in the other Yamun8@kalyanI illustrations here.
However, in none of them do Ma and Ni play a particularly
important part. This restraint on Ma and Ni is apparently
a continuance of the tradition attached to the early

Kalyanl raga.

To end the survey, we are including further evidence
of discrepancy between musical theory and illustrations.,
Following is a table giving the ascending and descending

pattern of a raga in the sct

and the opening phrase of
its lakganagita., The theoretical graha note is marked
by the letter G below it in the first column. It will be

noted that in some instances the two svara patterns agree.

lAfter the description of the r&ga in Part I of the text.
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Our short survey shows a change of svara patterns
in some ragas and a close adherence to their likely
tradition in others., Musical treatises are the source
of many a raga's historical background and discrepancies
between theory and illustration in our survey might mean
the ugual difficulty of making theory catch up with
practice and/or the author's reluctance to deviate from
past descriptions of some ragas., The practice of making
Sa the raga's all-purpose note quite often found in the
5SS and SC appears to be one cause for the disagreement
between the author's theory and his illustrations., Com-
pared to past texts, the SP, S5 and SC, however, take
more care to indicate the omission of a note or notes in
a raga's ascent or descent, in paying particular attention
to a raga's opening note or phrase, and in making known
what a choice in a raga's initial and final note may
entail,

Generally, the illustrations from our four texts
give a fair picture of the change over the years that
apparently develops in a raga's svara patterns or show
traces of the past in the later examples of the raga,
and determine to some extent what phrases might possibly
distinguish one raga from another among ra8gas of the same

mela and scale-size. The later texts contain practical
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information and useful directions which authors and
scholars of the 20th centuries are to adopt in subsequent
theories and collections of nobtated music of the ragas.
For instance, the SP is perhaps one of the first, if not
the first, after the codification of the svara system,
to denote the use of accidentals in at least two of its
ragas; the SS says which t&nas are or are not permissable
in a réga; and the SC gives in notation the ascending
and descending pattern of 294 r8gas (i.e., excluding the
seventy-two heptatonic mela-ragas whose svara patterns
move more or less in a straightforward manner).

The use of illustrations in musical treatises is
not new, The early BD and SR illustrate their jatis and
riagas with 8kgIptikas or prastaras. Bubt musical illus-
trations are only useful when the scale of a riga can be
determined with some degree of accuracy. This is the
drawback the researcher faces when notating the BD and
SR ragas. At best our notation of their illustrations
is speculative. The SMK and CDP, on the other hand,
of fer no illustration of their ragas although their raga
scales may be identified in Western notation with some
measure of certainty. Hence, as far as our resources are
concerned, it is only the RV, SP, SS and SC that depict

the raga's characteristics in true musical terms, even if
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their illustrations are limited in scope.

The musical illustrations clarify ambiguous
statements that appear in a raga's description, prove
a raga's theoretical tessitura, or, confirm a raga's
range, They also show how chromaticism is handled in
such modes as Suddhandta, VaralI and S8rahga. And it
is the ragas' illustrations that lend credence to our
hypothesis that the nyasa in the 18th century, and
perhaps earlier, refers to a pause within the music, not
to the ra@ga's final, Sa having become the ragas' common
denominator of the final, Features not mentioned in
theory but revealed by the illustrations are: the presence
of leaps in such ra@gas as As8varI, Sahkar8bharapna and
TodI, the tendency to omit a note or notes in ascent in
an otherwise heptatonic raga such as Purvi, or, the shape
of a raga when different sets of notes are omitted in
ascent and in descent, as in De88kgT., The illustrations
further show that the concept of alpatva is not necessarily
related to the restricted movements of a note in a raga
but that the note can, in fact, be the raga's amsa, as
in the SP K&mbodhI.

While the NS, BD and SR explain the structure and
nature of their jatis or ragas by means of ten or thirteen

lakgana, the progressive development of stringed and other



367

musical instruments brings about the dissolution of
their raga's classic structure and renders obsolete
some lakgana., The subsequent preoccupation of the SMK,
RV and CDP with the codification of the svara system
and with the establishment of a mela system to replace
the former grima-desI method of r@ga classification,
limits their attention on the raga's lakgana to its
graha, ap$a, ny8sa and scale size. Finally, the inclu-
sion in the SP, SS and SC of other guidelines, such as,
aédidentals in a raga's scale, tanas, prayogas and
prastadras typical of a raga as well as its ascending
and descending svara pattern in notation, points to the
development of other critebia for riaga identification
and marks the beginning of a new concept of ragalakgana.
The importance of notated music is made clear by the
discrepancies that arise among our four texts concerning
a raga's scale or lakgana, whose illustrations of the
raga's svara patterns nevertheless coincide, or, whose
illustrations disagree despite agreement on the raga's
scale and lakgapa., While the guru remains the means to
the assimilation and transference of ragas, notated music
generates in the musician a critical sense of analysis
that includes the assessment of a r3ga's svara patterns

in all their ascending, descending and oblique movements.



Critical analysis invites discrimination that leads to
the conservation of only the best that is traditional
in a rdga and allows scope for further creativity and
fancy., Above all, critical analysis of a raga's svara
patterns may open the way to the development of lakgapa
or criteria that ought to make the ever-continuing
identification of rZgas a source of stimulation for the

intellectual and music aficionado alike,
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