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PREFACE

In this volume, an humble, though a pioneer attempt
has been made to trace the beginnings and the later evolu-
tion of the riga-system of Indian Music—from authoritative
sources, rany of which are still buried in unpublished and
rdre manuscripts. Orthodox music practitioners, opposing
any manner of new developments and innovations—on
the belief that Indian Music is a stercotyped system hide-
bound by strict rules and conventions prescribed by ancient
nusical Sages, to depart from which is to assail the indi-
viduality of Indian Musical thought—and, therefore, a
musical crime, may find in this Volume much material
which will contradict such a belief. Indeed, the history of
the rigas, of which a bare outline, is, here presented de-
monstrates that in all periods of its development—Indian
Music has grown and progressed by assimilating new ideas
from non-Aryan and aboriginal musical practices—and that
the Classical Riga-System is firmly based on and is heavily
indebted to Primitive Folk-music, having never disdained
from borrowing and assimilating new data from alien or
foreign sources. Yet the Indian Riga-System—has a struc-
ture of peculiar form—having fundamental rules and con-
ventions of its own—which must be understood— in its
essential character—before any innovation or a new deve-
lopment can be initiated. In the coming new order of things,
Indian Music is destined to play a great part in vitalizing
national culture. It is hoped that the free liberalizing réle
of music should not be restricted and subordinated by being
harnessed to political propaganda. Both the necessity of
saving Indian Music from such slavery and of extending its
réle—in a larger expansion of national life—in forms of new
applications to newer needs—it is necessary for all kinds of
votaries,—the Practioners, the Connoisseurs, the Innovators,
the Reformers, and the Students—to have a thorough know-
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ledge of the basics of Indian Music, its grammer and conven-
tions, the secrets of its peculiar charm, and its power of
intense emotional expressiveness——both in its thematic and
abstract applications. It is believed that from this point of
view—this monograph may offer valuable educational data.
In many of the Indian Schools of Music— the syllabus in-
cludes not only a knowledge of the practice of the Ragas—
and their differentiations—but also of some rudiments of the
theories on which they are based. But very often
suthoritative data is not readily available to the average
teacher—who has no time to undertake independent, re-
searches to dig out the facts bearing on the history of Indian
Music-theories. It is humbly claimed-—the data put forward
in this Volume may go in some way to provide this essential
materials for the study of Indian Music. The Political Life
—and the {reedom to coin our new political destiny—may
be imitated in the sphere of Music. As the history of Indian
Music demonstrates—our musical authorities have never
opposed 1nnovations—bput have welcomed fresh ideas—and
have assimilated them according to the fundamental prin-
ciples of Indian Music. In this conception, 1t is useful to
recall the remark of Plato in his Republic: “The introduction
of a new kind of music must be shunned as imperilling the
whole State; since styles of music are never disturbed with-
out affecting the most important political institutions.”

This work has been respectfully dedicated to the great
musical Savant the late Pandit V. N. Bhatkhande—whose
services to Indian Music are invaluable Unfortunately, the
work could not be placed in his hands—until a short time
before his death, when he was laid up with paralysis. It is
1eported that when the book was placed in his hands he sat
up with great curiosity and enthusiasm and as he turned
over the pages—-in speechless silence—tears tracled down
his cheeks—mn affectionate appreciation of a tribute to the
study of a subject of which he was a lifelong devotee, and
an indefatigable exponent blessed with inexhaustible
erudition.

Owing to circumstances beyond the control of the Author
the work had to be published—in an extremely limited edi-
tion of only thirty-six copies which were subscribed for, two
years before the actual date of publication,-—so that the
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work was out of print and was un-available from the date of
its birth, not only to the general reader but to an everwiden-
ing circle of friends of Indian IMusic and Specialists. This
was a crime which has been crying for atonement ever since
1935—the original date of its publication. The Author 1s
therefore grateful to Nalanda Publication {or commg {orward
to rescue the work from practical oblivion

It is to be regretted that 1t has not been possible to re-
vise and improve the text, and 1t 1s sent out in 1its original
form with all its imperfections and blemishes—{or a wider
circulation which was not possible to secure in 1its first edi-
tion. This 1s not, therefore, a new edition, —but a cheap
re-issue. The only addition made--1s the Supplementary
Bibliography setting out a hist of publications and articles
which have appeared since the year 1935.

1st December, 1947. 0. C. GANGOLY.

2, Ashutosh Mukherjee Road,
Elgin Road Post Office,
Calcutta, India.
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INTRODUCTION

The conception of Rigas is one of the basic principles
of the system of Indian Music. A raga (Vulgo Rag) is gene-
rally mis-translated as a tune, ait, or key. It is, in fact, a
peculiar conception, having no exact parallel in any other
system of music. Literally, riga is something that colours,
or tinges the mind with some definite feeling,—a wave of
passion, or emotion.! In a special sense, a raga is a sonal
composition of musical notes (svaras) having a sequence,
form, or structure of a peculiar significance. Some of its
component notes stand in a significant relationship to one
another to give a character to the riga, e.g., the starting, or
initial note (graha svara), the predominant or expressive
note (amsa svara), and the terminating, or the final note
(nydasa svara), has each a peculiar significance in the com-
position of a riga.

The starting note (graha) and the terminating note
(nyasa) have now almost lost their significance. But the
ams$a (predominant note) is of great importance. It is also
called the vadi (lit. the speaker, or announcer) i.e. the note
which indicates, manifests, or expresses the peculiar charac-
ter of the riaga, and receives the greatest emphasis in the
structure of the raga. It is also called the jiva, or the soul
of the raga. Just as the vadi note determines the general
character of a raga, the viviadi, or the dissonant note, dis-
tinguishes and differentiates it from other forms of ragas,
by avoidance of the vividi note. For, this dissonant note
destroys the character of the melody. The vivadi note gives
the negative element, and, the other three, the positive
determining elements of a riga.” Every raga has its special

(1) ‘Ra#jayati iti ragak’="‘that which colours, is a riga.’
(2) In the Sanskrit text-books on music (conveniently sum-
marised by Sir S. M. Tagore in his Sasgitasangraha, p. 27), very
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types of a serial of notes for ascent (éroha) and descent
(avaroha) which determines its structure or that. The
degree of insistence or importance of particular notes lends
flesh, blood, colour, and life to the scale and creates a Raga.

Some definitions are given of the nature of riga by
ancient authorities. The earliest is that of Matanga (circa
5th century)—a fairly ancient authority, later than Bharata,
but much earlier than Sarngadeva. His definition is repeat-
ed by all later authors. According to Matanga, ‘A raga is
called by the learned, that kind of sound composition, which
is adorned with musical tiotes, in some peculiarly station-
ary, or ascending, or descending, or moving values (varpa),
which have the effect of colouring the hearts of men™. In
this definition a technical word wvarpa (value) is used.
Varpas (values) are of four kinds: ‘values of duration’

picturesque definitions and descriptions are given of the charac-
ieristic composing notes of a raga, vwiz. vadi, samvadi, anuvadi, and
vivadi (sonant, consonant, assonant, dissonant) notes: “sa wvadi
kathyate pracuro yah prayogesu vakti ragadiniscayam”="‘That note
is called a vadi, by the abundant use of which a riga is clearly
differentiated.’

“Samadrutiéca samvidi pasicamasya samab kvasit’=‘The
samvadi note has similar quarter-tones ($ruti) as the vidi note, or
according to some, is equal to the fifth note.” ‘Vivadi is a note
situated at a distance of two Srutis from the vadi note, e.g. gan-
dhara (c) and nikhada. (¢). The other notes are anuvadi.

The following verses summarise the relationship:

“Vadi raja svarastasya samvidi syad amatyavat|
Satrur vwads tasy syad anuvidi ca bhrtyavat| [Ibid.,
p., 28]

‘Of the notes, vadi is the king, samvadi is the minister,
vwad;i is the enemy, anuvadi is in the position of a vassal” The
vadi note is translated by some as the ‘regnal’ note.

(1) “Svara-varna-vifesena dhvani-bhedena va punah|
. .Rajyate yena yak kaicit sa rigah sammatah sataml| 290
Athava: Yo’sau dhvani-vife;astu svara-varnavibhasitah|
Ra#ijako jana-cittanam sa raga udshrtah||291
Ityevam ragi-iabdasya vyutpattir-abhidhiyate|
Rasijanajjayate rigo vyutpattih smudahets|] 293
Matanga-muni : ‘Brhaddesi’ (Trivandrum edition, p. 81)
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(sthayi); ‘values of ascent’ (drohana); ‘values of descent’
(avarohana); and ‘values of movement’ (sasicari). This
definition of raga may be paraphrased as a note-composition
having a peculiar musical significance, in their values of
duration, ascent, descent, or movement, capable of affecting
the human mind with peculiar feelings.

A secod definition ascribed to Bharata and quoted in
the Sangita Néarayana (circa 1750) is somewhat more sub-
jective and vague.

“Those are called rigas by Bharata and other sages by
which the hearts of all the beings in the three worlds are
coloured and pleased.” .

A third version is also a paraphrase of the last two.
‘By which all people are coloured, or elated as soon as they
hear it, and by reason of giving pleasure to all, that is
known as raga.”” In all the three definitions, the word raga
is derived from the root ‘raiija’, “to colour,” “to tinge.”

Ragas are usually said to have descended from a cer-
tain parent stock which is technically known as a that (lit.
an ‘array’, or a ‘setting’). These thats represent modes, or
types of some group of notes, from which distinct forms, or
modes of somewhat similar texture can be derived. The
difference between a that and a riga consists in the absence
of any aesthetic value in the former which is only the ascent
and the descent without the distinctive assonant, and con-
sonant notes (vadi, anuwvidi, or samvddi) and without the
capacity of conveying any emotion. Thdt is technically
used in the instrumental music system of Northern India to
denote the frets of string instruments (Sitar, Ving, Sur-
blghar) for the purpose of playing a given pattern of modes,
for, one setting will serve for several modes of the same
type,—e.g. Bhairavi that, Kafi thds. Thus thdt is used in a
classifying sense, the corresponding Southern or the Karna-
tic word is mela-karta—the ‘union-maker,’ that is to say,
the group-maker which groups together several allied
rigas.

(1) Yaistu cetamsi rajyante jagattritayavarttinim|
Te raga iti kathyante munibhir Bharatidibhih||

(2) Yasya éravana-matrena rajyante sakalih prajihi
Sarvanuradjanad dhetos tena riga iti smrtah||
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A riga may, therefore, be, more correctly, rendered as
a “melody-mould,” a “ melody-type,” or a “musical pat-
tern.” “Except for the primary condition that certain notes
are to come in a certain way, there is no other restriction
imposed on the singing of a particular raga” (R. Srinivasa).

As Fox Strangways observes: “A Raga gets its special
flavour not so much from its being just what it is, as from
its not being something else, closely allied to it, which is:
present all the time in the musician’s consciousness.”* [The
italics are ours.] It is, however, the distinct individuality
of the raga which makes for the consciousness of the differ-
ence and not the difference which creates the individuality
which seems to be suggested by the italicised expression.
And it sometimes requires long education and trained con-
noisseurship to distinguish between two apparently identi-
cal, but subtly distinguished, riagas, which the less trained
ears of the uneducated frequently confuse.

S. G. Kanhere® observes: “In the language of music
the arrangement of notes which colour or affect certain
emotion of the mind is called raga. The definition of raga
given in Sanskrit books is “that a particular combination
or relation of several notes which is pleasing to the ear is
called Raga.” Many conflicting explanations of riga given
by different scholars converge to the same centre, i.e., “the
pleasant effect of the arrangements of notes.”

Clements in his excellent study of the fundamentals of
type,—e.g. Bhairavi that,

Indian Music thus describes the riga:® “The name of the
Raga connotes a scale bearing a fixed relationship to the
drone, with its harmonic structure determined by a Viad:
and Samvadi, a chief note (“amséa svara”) occurring more
frequently than others, a lower limit described in terms of
the Mirchana, occasionally an upper limit also, certain
characteristic turns of melody, recurring with frequency,
certain rules regarding the employment of embellishments,

(1) Fox Strangways: The Music of Hindostan, p. 170.

(2) S. G. Kanhere: “Some remarks-on Indian Music,” Bulletin
of the School of Oriental Studies, vol. IV, pp. 105-120.

(3) E. Clements : ‘Introduction to the Sttudy of Indian Music’,
London 1913, pp. 3-4.



and a stated time of the day for its performance. It is a
common practice, after singing an air in a Raga, to impro-
vise a series of free fantasia passages each returning in due
course to a characteristic snatch of the melody, only to
wander off again in still more elaborate variations. The
whole performance must be “within the Raga,” that is,
without transgression of the elaborate rules governing its
structure.”

Philippe Stern (“La Musique Hindoue”, La Revue
Musicale, Mai 1923, p. 31, 55-6) thus defines a raga:—"It
is the deepening of the idea of mode ........ that which
gives not only the mode but also the choice of principal
notes, the degrees to be avoided, the difference of the des-
cending and ascending movements, the prescribed sequen-
ces, the movement, this ambient, this coloration, this pecu-
liar physiognomy, this personality constitutes the riga (lit.
the taint). A raga, when transcribed in notes, should in-
clude the rise, fall and often the prescribed sequences. It
can be taken for a melody. Often however an actual melody
is given as an example and we have there the appearance
of a skeleton on account of the fact that the Indian notation
does not generally indicate the ornaments. We are simply
told that—it is that raga. Indeed, but quite a different
melody might also be that raga and give that ambient. The
Indian musician is in a situation which is analogous to that
of the sculptor of the Middle Ages, who being a prisoner of
the canons of religious iconography, tried there to specialise
thoroughly in certain types, marked his personality with
details so very striking for the initiated that these types
remained enclosed within a limit, and he following the same
rules created either a mediocre work, or a masterpiece.”

In a recent article, the same author has made another
attempt to translate the idea of a ndga: “What is a raga? It
is an atmosphere, a musical colouring. This colouring is
associated with a mood of feeling, a sentiment. It is often,
also, associated with the time of the day, and it is quite ob-
vious that the musical colouring should differ for dawn or
dusk, for heat or for middle of the night ...... How is
this musical colouring attained? How is the riga to be
defined in musical terms? ...... The raga belongs to the
realm of modes and of different scales. In modes, Indian
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music is extremely rich, but the rdga is not only the scale.
The various explanations of the rdga have often been mis-
leading, because they stop short or go too far. It has been
sometimes said that the riga is a mode; but the rdga is far
more precise and much richer than a mode. On the same
mode there are several rigas. The rdga is therefore in that
direction, but goes further. The rdga has been also likened
to a skeleton of melody which is to be clothed with varied
ornaments. But this goes too far; the raga is much less
fixed and much richer than a musical outline given; several
melodies, all different, can be composed on the same raga;
so that the definition as regards melody is beyond the truth.
The riga is more fixed than the mode, and less fixed than
the melody, beyond the mode and short of the melody, and
richer both than a given mode or a given melody. It is a
mode with added multiple specialities.””

Mr. Fox Strangways defines rdga as “an arbitrary
series of notes characterized, as far as possible as indivi-
duals, by proximity to or remoteness from the note which
marks the tessitura (general level of the melody), by a spe-
cial order in which they are usually taken, by the frequency
or the reverse with which they occur, by grace or the
absence of it, and by relation to a tonic usually reinforced
by a drone.” Mr. Popley paraphrases this definition in a
simplified form: “Ragas are different series of notes within
the octave, which form the basis of all Indian melodies, and
are differentiated from each other by the prominence of
certain fixed notes and by the sequence of particular notes.
We may perhaps find in the term ‘melody-type’ the best way
to transcribe raga in English.”?

In rendering or interpreting a riga, it is not necessary
to reproduce, or repeat slavishly, or mechanically, its com-
ponent notes in a given sequence. If one keeps to the main
features, or outlines of the pattern, considerable latitude is
allowed by way of improvizations. Indeed no rendering of
the same riga, even by the same interpreter need be, iden-

(1) Philippe Stern: “The Music of India and the Theory of
the Raga” (Indian Art and Letters, New series, vol. VII, no. 1 1933,
p. 1-9).

(2) Herbert A. Popley : ‘The Music of India, 1921, p. 39.
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tically alike,—like ‘copies’ of a stereotype, or the repeti-
tions of a gramophone. The actual form varies, according
to the mood, or skill of the singer, or the response of the
audience, though adhering to the main outline of the types,
—s0 as not to call up the mental picture (tasbir) of any
other raga, however, closely related. In order to keep to
this identity of pattern, or mould, it is necessary to
avoid notes, which will alter the individuality of the ‘pic-
ture,’ the peculiarity of the physiognomy, or in other words,
will introduce dissonance, or a jarring feeling. This dis-
sonant note to be avoided, is, as we know, the viviidi (the
inimical note). Samwvddi is, on the other hand, the conson-
ant note. While the anuvadi (assonant, or subservient)
note stands for all other notes which are not vadi, samvadi,
or vivadi.

According to the number of notes composing them
ragas are classified as odava (pentatonic) using five notes,
dadava or khadava (hextatonic) using six notes, and sam-
pirana (heptatonic) using all the seven notes. With less
than five notes, no raga can be composed.”

According to Matanga, an ancient authority on Musie, .
‘no classical melody (mdrge) can be composed from four
notes and less; melodies with notes of less than five are used
by tribes such as Savaras, Pulindas, Kiambojas, Vangas,
Kiratas, Vilhikas, Andhras, Dravidas, and foresters® An
exception is made in the case of a class of stage songs known
as dhruvds, which though regarded as classical melodies,

(1) It is sometimes believed that a vividi note is to be
avoided, and is absent in a riga. This is not correct. A wvividi
note is occasionally introduced to demonstrate its dissonant cha-
racter in the scheme of a particular melody.

(2) According to some authorities, the Milava-éri rigini is a
melody of less than five notes.

(3) “Catuk-svarat prabhrti na margah favara-pulinda-kimboja-
vanga-kirata-valhikandhra-dravida-vanadisu  prayujyate)
Tathiciha Bharatah:—sat-svarasya prayogo’sti tatha

pascasvarasyaca)
catuh-svara-proyage’pi hyavakrista-dhruvasvapi”||
Brhadde$i by Matanga-Muni (Trivandram Sanskrit
Series, 1928, no. VI, p. 59).
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are found to be composed of four notes.

If the combinations, growing out of the component
members or elements (svaras) of a riga-composition, have
any significant qualities, or functions, the ensemble of the
riga-form must spell and express some particular states of
feelings and emotions. { Indeed, they are believed to repre-
sent particular moods, association, or atmosphere of the
human mind, or of nature,—and to be able to call up and
invoke a distinctive kind of feeling answering to the state
of the mind,—or its physical environment, for the time
being. Ragas have, therefore, the power of producing cer-
tain mental effects and each is supposed to have an emo-
tional value, or signification which may be called the ethos
of the raga. Ragas may be said to stand for the language
of the soul, expressing itself variously, under the stress of
sorrow, or the inspiration of joy, under the storm of Ppas-
sion, or the thrills of the expectation, under the throes of
love-longing, the pangs of separation, or the joys of union.’
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HISTORY OF THE RAGAS

By legend and tradition Indian musie is supposed to be
derived from, and have its roots in, the Vedas." Let us see
if the music of the Vedic age offer any materials for the
rigas. The Saman chants appear to be melodies of three
notes (tetrachord?) known as wudatta (raised), anuddtta
(not raised) and svarita (sounded, graced). This seems
to be borne out by the sitras of Panini (5th century B.C.)
who defines the svarita note as an adjustment or amalgama-
tion of the two notes udattea and anudatta.” If the Vedic
chants were music confined to three notes, they were not
melodies or ragas in our sense, for a rdgae must at least have
five notes (pentatonic). The $iksas (branches of the Prati-
$akhyas) seem to give a different interpretation to the three
Vedic notes. According to this later definition, udatta
stands for nisada and gandhara, anudatta for rsabha and
dhaivata, and svarita for sadja, madhyama and paicama.’
According to the tonic values of the notes, sadja and madh-
yama are made of 4 srutis which is made to equate with
the Vedic notes known as ‘svarita.’” The notes rsabha and
dhaivata are made of 3 srutis and answer to anudatta notes,
while nisada and gandhara, made of 2 $rutis, correspond to
uddtta. The seven notes therefore are implied in the three

(1) “Jagraha pathyam rgvedid simabhya gitam eva ca.|”
Naryasastra, Ch. I, Verse 17.
“Sama-vedad dam gitam samjagraha pitamahah |
Tadgitam Naradayaiva tena lokesu varpitam ||”
Sangitamakaranda, I, 18.
(2) Pinini, IV. 2, 29, 30, 31 & 32:
“Uccairudattah nicairanudattah samgharah svaritah. |}”
(3) “Udattau nisada-gandharau, anudsttau rsabha-dhaivatau |
Svarita-prabhavihy ete sadja-madhyama-paficahah ||”
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Bharata.

potes of the Vedic melodies.

There is a long standing tradition, still surviving in
current musical practices, that after Valmiki had composed
his Ramdyana, it was set to music by Bharata himself' and
sung by Lava and Kusa, who were fortunate in finding as
their auditor Rima himself. We have no means of knowing
the character of the melodies to which the Ramayana was
sung.

It may be remarked that a greater part of what now
passes under the name of classical music, at one time or
other, belonged to the world of desi, or folk music, and
which beng refined and affiliated to the rules and system
of the traditional classic music have contributed to its
growth and development. Materials are very scanty for
tracing the processes by which rigas evolved in their pre-
sent forms, characters and classifications. It is certainly
difficult to contend that the ragas as understood to-day, had
evolved and were recognized as such, at the time’ when the
Natyaiastra attributed to Bharata was compiled;® though
there would be nothing improbable in the supposition that

(1) Rimiyana: “Tam sa susriva kakutsthah parvacirya--vinirm-
mutam” which a commentator explams. ‘gathakinam gina?siddhaye
pirvvicaryyena Bharatena nirmmatam.’

(2) According to Keith: “The date of that text (Nityasistra) is
uncertamn, but we cannot with any certanty place it before the
third century AD.” (The Sanskrit Drama, Oxford, 1924, p. 13.)

(3) The remarks of J. Grosset (Contribution 4 Uétude La
Musique Hindoue, 1888, p. 88) are very pertinent in this connec-
tion: “We believe that the introduction of the theory of riga is
of relatively recent date, Bharata in his Naryafastra no-where gives
1t a definition. He does not devote any adhyaya to the exposition
of this musical element which had subsequently such an important
development. Therefore m spite of the definition of riga being
attributed to our authority by W. Jones, Mohun Tagore etc., in
spite of the quotations that they give as emanating from him
(Bharata) and some commentators of dramas, we are of opinion
that in the period of the composition of the Naryasistra, the rigas
did not constitute one of the elements of the musical theory but
that they were gradually substituted for the jatis which, however,
they resembled, and, it seems, permitted a double use.”
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they may have evolved, though not known and recognized
by definite names or associated with any cult, season, or
particular areas of culture. In the musical data of the
Nagyasastra (chapter 38) we have definite evidence of the
theory of the consonance of notes (samavaditya) in the
terminology used viz., wvadi, samvadi, anuvadi, vivadi,—
words which are indeed as old as the second century A.D.,
for, they occur in the Mahabharata (XIV, 14, 19), which
is believed to have taken their present form some time
between 400 B.C. and 200 A.D. In the Natyasastra (ch. 38,
§loka 23) we have not only a recognition of the relationship
between the consonant, assonant, dissonant notes, but also
an allusion to a theory of the relative values of initial and
terminal notes graha, nydsa and apanyasa (ch. 28, élokas
80, 81).

But these data appear to be forestalled by Dattila, a
musical authority (Sangiticarya), who seems to be earlier
than Bharata.

According to the text attributed to Dattila,? vadi, anu-~
vadi and vivadi notes are recognised and defined.

The text of Dattila also refers, in a summary way, to
the 18 jatis, or species of melodies, of which seven take their
names after the seven notes. The remaining eleven are also
named and described according to their component parts.
Of these, seven belong to the sadja scale (grama) and the

(1) According to an old tradition, Dattila is supposed to he one
of the five Bharatas (Nandi, Kohala, Dattila, Bharata and Matanga)
who made the science of music and dramaturgy current in the
world. Dattila 1s sometimes associated with Kohala, and they
were supposed to have collaborated 1n a work known as Datt:la-
Kohalyiam. Kohala being undoubtedly an earlier authority than
Bharata, who quotes Kohala, it follows that Dattila 1s earlier than
Bharata. This view is supported by two scholars who have recently
investigated into the relative positions of the early authorities on
musice: 1) V. V. Narasimhachary “The Early Writers on Music”
(The Journal of the Music Acaslemy, Madras, October, 1930, p 259)
and (1) V. Raghavan: “Some names 1n early Sangita Literature”
(Ibid., Vol. III, 1932, No. 1 & 2, p. 12): “The present text (of
Bharata) is later than Kohala and even Dattila”.

(2) Published in the Trivandrum Sanskrit Series. No. CII.
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Harivamsa,

rest to the madhyama scale.

We have also, a classification of melody-types accord-
ing to the number of notes used, into three classes known
as pentatonic (odava), sextatonic (khadava) and septatonic
(sampiirna). Both Dattila and Bharata, therefore, give us
all the ingredients or materials for the structure of a melody.

In fact Bharata, following Dattila, classifies the melo-
dies under the name of jatis (species). These he classifies
under two modes or scales (grimas), the sadja-grama and
madhyama-grima.  Under these two modes (grimas)
Bharata enumerates the 18 jdtis of melodies, the same as
given by Dattila (See Anppendix 1 and 2).

According to Matanga (an authority who comes next
after Bharata), the jatis generate the grama-nigas with the
use of the tonic-initial the predominating or amsa note.!
Matanga gives the following definition of jati: “The jatis are
born out of the initial notes and érutis (microtones). Hence
they are called jatis, from which is born (that is to say,
from which begins) the consciousness of flavour that is jati.
In the alternative, by reason of the birth of all kinds of
melodies, jatis are so-called.” The same author expounds
the 18 jatis enumerated by Bharata, with somewhat greater
elaboration.

In the next chapter (29), Bharata indicates the rasa
(passion) and bhivas (sentiments) of each of the jatis and
what jatis should be employed to interpret a particular
sentiment.

Bharata’s jatis, therefore, for all practical purposes
provide the genus out of which the rigas have been derived
although Bharata does not actually use the term riga. In
fact Matanga asserts that “he is including in his work infor-
mations on such subjects as “courses of rigas” with their
marks and characteristics,—matters which have not been
dealt with by Bharata and other sages”.’

That the rigas, associated with the modes (grima)

(1) Brhaciesi (T. S. S. No. XCIV, p. 65).

(2) Ild., p. 55-56.

(3) “Raga-margasya yad ripam yan noktam Bharatadibhih |
Nuripyate tadasmabhir laksana-samyutam” || Brhaddess

(p. 81),
12



were in existence already before Bharata summarised them
in his sections devoted to music, is proved by sifinificant
allusions in the Harivamsa, (which is regarded as a supple-
ment to the Mahabharata) and is ascribed to about 300
AD!

In more than one passages, grama-ragas are referred to
and it is very likely, these grama-ragas were of the types
indicated by Bharata. In the 89th chapter of the Visnu-
parva in connection with a water carnival, various musical
and dramatic representations are described in the Hari-
vamsa. The women of the descendants of Bhima sang
various songs.

“O king! the skill required to perform a fraction of the
forms of the different varieties of the six grama-rigas
(modal melodies), in their fine and subtle classifications
(jatis), can only be attempted by human beings with great
difficulty” [ch. 89, 82].

According to a different reading, the first passage in
the quotation would refer to eleven varieties (ekidasa
avayava) of modal melodies answering to the eleven com-
posite modes referred to in Dattila [ Appendix 1].

* % *

(Chapter 93, verses 23, 24):

“Thereafter, the women of the Bhima tribe sang Chd-
likya songs in the melody of Devagindhira,® sweet to the
ear (liike nectar, and pleasant to the ear and a delight to the
mind.”

“Then they sang songs beautifully, having for their
subject the Descent of Gangd in the grama-nigas which

(1) The date 200 A.D. has been assigned to the Harivamia on
the ground of the occurrence of the word dinira. See Hopkins,
Great Epic of Indwa, p. 387; Wintermitz, A History of Indian Litera-
ture (Cal. Ed. Vol. I, 1927, p. 464) remarks “We may assume that
it did not come mto existence very long before the 4th century A.D.”
R. G. Bhandarkar (Vaisnavism, p. 36) assigns 1t to “about the third
century of the Christian era.”

(2) It 1s surprising to find, here, a reference to the well-known
melody of Deva-Gindhira (Deo-Gindhi). [See Notes on Plate
LXLI]. It is a derivative of the archaic grama-rige known as
Bhinna-sadja.
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went up to Gandhira (grama), with the grandeur of beauti-
ful notes, pierced (viddham) and elaborated (asaritam)”.

“The grama ragas referred to above, it may be assumed,
were identical with the grama-ragas described in the Natya-
Sastra. Only the latter describes the grama-ragas apper-
taining to two griamas viz. sadja and madhyama, while the
passage of the Harivam$a alludes to rdgas belonging to the
gandhdra-grama. As some ancient authorities have ex-
plained, the last named grima (scale) was obsolete amongst
men and were current in celestial practices. In fact, one
text suggests that according to Nirada, the sadja-grama has
grown out of the terrestrial regions, the madhyama-grama
from the ethereal regions, and the gandhard-grama from the
celestial regions, and not from anywhere else.

Anyhow, the grama-rigas of Bharata are referred to
and described in the Naradiya $iksd,! under the names of
“Nisada-Khadava”, “Paiicama’, “Madhyama-grama”,
Sadja-grama”, ‘‘Sidharitam”, “Kaiéikam”, and ‘“Kaisika-
madhyama’. The two last named melodies are described
as follows:

“After expressing the Kaistka (V) in the presence of

(1) Naradiya $iksa (Sama-vediya) edited by Satyavrata Samas-
rami, Calcutta, 1890. Popley (The Music of Indwa, page 14) sug-
gests that 1t was “probably composed between the tenth and twelfth
century”. Considering that 1ts riga system corresponds very nearly
to that of the Kudumiyamailar inscription, the data, if not the text
of the Naradiya Siksi, must be earlier than the Tth century and
considering the fact that 1t only refers to seven melodies, while the
Paicatantra refers to thirty-six, the former must be earlier than
the Paiicatantra.. Kielhorn suggests that some of the Siksis are not
earlier than the date of Pataiijali (2nd century B. C.) “That the
S1iksas in verse were 1n existence when Pataiijali composed his great
commentary on Kityiyana’s “Virtikas” scems to me very probable.
The Indwn Antiquary, May 1876, p. 143., foot-note.

M. Rama Krishna Kavi (‘Literature on Music,” Journal,
Andhra Historical Research Society, Vol. III, 1928-29, pp. 20-29))
believes that the Naradiyi Siks, or, at least, the view of Nirada,
the traditional author of the Siksa, is quoted by Bharata in Chap-
ter 34. He is therefore inclined to place the musical data of the
Naradiya Siksi earlier than Bharata.

14



all the notes, where (the melody) terminates in the madh-
yama, there arises “Kaisika-madhyama” (VI) where the
Kikali (?sharp Nikhida) is seen and the paicama predomi-
nates. Kasyapa calls it “Kaistka”, born of the “Madhyama
grama” (VII), (11th ¢loka).

The next available evidence of the currency of the
grima-rigas is furnished by the inscription of Kudumiya-
mila' in the Pudukkottai State (Southern India), written
in characters of the seventh century. Though not designated
as such, seven different varicties of melodies are given in
the form of notations namely: (1) Madhyama-grima (ii)
Sadja-grama (i1) Sadava (iv) Sadharita (v) Pafi-
cama (vi) KaiSika-madhyama (vii) Kaisitka, which seem to
correspond to the grima ragas given in the Niradiya Siksa
the text of which should, therefore, be considered as earlier
than the seventh century.

In editing this inscription P. R. Bhandarkar' remarks

“It is clear that the seven rigas of this inscription did not.

exist in the time of Bharatiya Naya-sastra. When they
came into existence is not known, the present inscription
being the earlicst record.” There is no doubt that these
seven ragas, cven 1if they existed at the time, are not indi-
.cated in the Nitya-sastra. But a glance at the seven melo«
dies will show that they are identical with the seven melo-
dies described in the Niradiya $iksi, quoted and translated
above. In the last named text their compositional forms
are verbally described, while in the inscription their “skele-
ton notes are given for the benefit of students” (Sisya-
hitarthaya krtah svarigamal). Excepting two wz. ‘Pan-
cama’ and ‘Kaifika’, none of the others in their names, seem
to suggest any of the riagas known in later texts. There is
no doukt that here we have the rigas in their nascent stage,
crudely described with reference to their salient notes, long
before they came to be associatd with any season, region, or
cult, and assumed proper names.

It will be convenient to consider here, a curious refer-
ence to the so-called thirty-six rigas in the Paficatantra
(dated about the fifth century, being anterior to A.D. 570).

(1) P. R. Bhandarkar: “Kudimiyamilai Inscription of
Music”, Epigraphia Indica, Vol, XII, 1914, p. 266,
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Brhad-desi
by
Matanga-
muni,

In the tale of “Ass as Singer”,! the ass inspired by the
beauty of the night expresses a desire to sing, and, being
exhorted by his friend the jackal not to sing, boasts of his
knowledge of the musical science as will appear from the
{ollowing extract:

“O! sister’s daughter! Look here. It is a very clear
beautiful night. I am, therefore, going to sing. Well then,
in what melody (riga) must I sing? * % ¥ %
What? Don't I know how to sing? Listen, I will tell you
of the theory. It is thus. There are seven notes, three
scales, twenty-one grace modes, forty-nine melodic impro-
visations, three units of time, three voice-registers, six ways
of singing, nine emotions, thirty-six variations of the melody
(varpa); and forty minor melodies are known. Thus, the
mode of singing will embrace all the 185 parts of song, pure
as gold.”

The word actually used in the last passage is varna
which cannot be taken as equivalent to ragas. On the other
hand, in the first passage, the term raga is actually used in
the sense of a song being set to a particular melody. This
would certainly suggest that more than one riga, in the
sense we understand to-day, had come into existence and
were current in practice. Whether they were still in the
stage of grimardgas, or had been recognized and labelled
by proper names it is impossible to say from the data of this
allusion to the science of music in the Pajicatantra (5th cen-
tury). From the above reference it is difficult to say,—if
the six rigas and thirty-six raginis, popular in North India,
had been evolved by that time. The passage refers to thirty-
six classes altogether.

We now come to an important text, recently come to
light, and known as Brhad-desi by Matanga-muni,’ which,
though fragmentary, throws a flood of light on the history
of the rigas. As its name implies it is a comprehensive
(Brhat) treatise on desi or folk-music, current on the earth,
as distinguished from the mdrga or celestial music, cur-

(1) Book V, Tale, Vol. II, Harvard Edition, by J. Hertel, 1908
p. 21172,

(2) Published in the Trivandrum Sanskrit Series (Vol. XCIV,
1928.)
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rent in the heavens.

After devoting a chapter to the Jatis, Matanga devotes
a special chapter to the ragas. Indeed, it is in this chapter
of the Brhad-deii that we first come across the word
“ragas” as understood in all later literature on Indian
music. In the history of the ragas, Brhad-desi is, therefore,
a very important landmark. Chronologically, the work
stands between the Ndtyasastra of Bharata, and the Sangita-
makaranda of Narada, that is to say, some time between the
4th and the Tth century.!

Matanga regards rigas as one of the seven classes of
songs (gitis) current in his time. He cites Yastika, an ear-
lier authority, according to whom the gitis were of five
classes: $uddha, bhinna, vesara, gauda, and sadharita. At
the time of Matanga, the gitis were of seven varieties.? (1)
$uddha (2) bhinnaka (3) gaudika (4) raga-giti (5) sadha-
rani (6) bhasa-giti (7) vibhisa-gitis. The raga-gitis are
fourth in Matanga’s list (raga-gitis-caturthika). He defines
the various classes of gitis, and describes raga-gitis as fol-
lows: ‘““Attractive note compositions, with beautiful and
illuminating graces are known as raga-gitis. = Where the
four varpas (probably the four characters of values of
duration, ascent, descent, and movement) are met with in

(1) According to V. Raghavan, Matanga cannot be earlier
than the 9th century, while Ram Chandra Kavi seems to assign to
him an earlier date, on the basis of an alleged reference by Matanga
to Rudrata, who 1s not the great rhetorician of the 9th century.
According to a quotation given by Kallinatha who cites Matanga as
quoting Rudrata ) Sangita-Ratnikara, p. 82), V. Raghavan is of opi-
nion that Matanga’s Brhaddesi cannot be earlier than the 9th
century. Ram Chandra Kavi (“Literary Gleanings”, Journal,
Andhra Historical Research Society, Vol. III, 1929, nos. 2, 3, 4 at
pages 200-206 takes Rudrata cited by Matanga, as Rudricarya, the
protégé of the kind Mahendra Vikrama, referred to in the Kudu-
miyamilai music inscription (7Tth century). (See the discussion
of the date in V. Raghavan’s paper “Some names in early Sangita
Literature”, Journal of the Music Academy, Madras, Vol. II No. 1
& 2, 1932, p. 19, 25-26). Having regard to the archaic nature of the

(2) Published in the Trivandrum Sanskrit Series (Vol. XCIV.,
1928).
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data relating to rigas cited in Brhaddes, it is difficult to assign it to
a period as late as the 9th century.
a graceful combination that is known as raga.”

Of the seven classes of gitis, sub-divisions are enume-
rated. Thus ‘Suddha’ (coksa), and ‘bhinnaka’ have each
five varieties, ‘gaudas’ three varieties; ‘rigas’ are of eight
varieties and ‘sadharanas,” of seven varieties; ‘bhasds are
of sixteen kinds and ‘vibhasas, of twelve kinds. The eight
varieties of rigas went by the name of (1) Takka, or Taku
(2) Sauvira (3) Milava-paficama (4) Khadava (5) Votta-
riga (6) Hindolaka (7) Takka-Kaisika.!

Here then we have the first enumeration of eight of
the earliest ragas known by name. Some of them may
have been derived from the 18 jatis described by Bharata.

That the ‘bhasa’, ‘vibhasa’ and siadhirana gitis,” were
later related to and amalgamated with the raga system
appears to be suggested by the names given to these gitis.

Thus the ‘sidhirana gitis’ bear six names (1) Saka (2)
Kakubha (3) Harmina-paiicama (4) Ripa-sadharita (5)
Gandhara-paficama (6) Sadja-kaisika. (Appendix 3).

Even from the time of Bharata, the melodies were
used and they naturally developed in association with the
different sections of the body of a drama. Thus, in a pas-
sage of Bharata quoted by Matanga (Brhad-desi, p. 87),
it is laid down that the madhyama-graima melodies should
be used in the mukha (opening of the drama), the sadja-
grama melodies in the prattmukha stages (progression),
the sidharita melodies in the garbha (development) stages,
and the paficama-jati melodies for the wvimarsa (pauses)
and so on.”

It is from this point of view that the 18 jatis of melodies
are assigned by Bharata (Ch. 29, 1-4 verses) their rasa

* (1) “Taku-rigatca Souvirastathi Milava--pasicamah|
Khadavo Voua-ragasca tatha Hindolakak parah|| 314
Taka-kaifika wtyuktastaths Malava-Kaiikah|
Ete ragsh samakhyiti namato muni-purgavaik”|| 315,
Brhad-desi, p. 85.
(2) Brihaddesi, p. 87.
This passage cannot be traced in the published text of the
Nazya-sastra.
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values, that is to say, their appropriateness for particular
passion, sentiment, or atmosphere of feeling, with reference
to particular situations in the plot of a drama (“tat pravrtte
rase kayam ganamgeye prayoktrbhif,” Ch. 29, verse 11.) This
is made clear by the more elaborate descriptions of jati
melodies or gitis given by Matanga who, while describing
the component notes of each giti, mentions the rasa, or
the flavour of sentiment appropriate to each, and the place
in the body of the drama where a giti can be appropriately
introduced. And it is very probable that the raga-gitis,
were first distinguished from other classes of gitis (e.g.
Suddha, Bhinna, Gaidi), on account of the rasa—quality,
the power of evoking emphatic and clearly differentiated
sentiments, or qualities of feeling.

The only other comment which the text of Matanga
calls for is that it represents a very early stage in the deve-
lopment of the ragas, when Kakubha, destined to be pushed
to a subordinate position as a ragini, later on, figures as a
major melody, to which several minor melodies (bhdasds)
are affiliated. At this stage, Bhairava, which was later
derived from Bhinna-sadja,' an ancient jati-riga, had not
yet come into existence. Unfortunately the successive
developments are not supported by documents as there is
a considerable gap between the text of Matanga and the
next landmark.

In the well-known encyclopzdia known as Manasolldsa
or Abhilasartha-cintamani,” by Somesvara which we owe
to a royal author, there are two chapters devoted to music
and music data. The work was composed in 1131 A.D. by
king Somesvara, son of Vikramiditya of the Western Cilu-
kya dynasty, who had their capital city at Kalyani (Kalyin).

(1) Sangite-ratnakara, Vol. 1, p. 191: “Iti Bhinna-sadjah|
Bhawrava-stat-samudbhavah Dhamfo manto ripa-tyvktah
prarthandyam samasvarah”)| 81.

(2) Portions of Abhilasartha Cintamani have been printed and
published in the Mysore Oriental Publication Series, 69, 1926, and
in Gaekwad’s Oriental Series No. 28, Vol. 1, 1925. But the publsh-
ed portions do not include the chapters on music. The informations
here cited are borrowed from a Ms. in the collection of the Bhandar-
kar Research Institute, Poona.
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As an authority on music, the Prince is mentioned by
Sarangadeva in his work.! He was also the author of a
special treatise on music entitled Sangita-ratnavali which
is known only by references in other works.” The discus-
sion of rigas is confined only to the first 80 verses in the
chapter in the encyclopzdia devoted to music, but the
chapter does not contain any reference to the system of raga-
classification, which is attributed to Somesévara in the Rdga-
darpana, (Appendix 8) and other works; probably, the
system was set out in the Sangita-ratnavali.. The topic is
introduced by tracing the ragas indirectly from the Sama-
veda. ‘From the jatis the rdgas were ascertained. From
the ragas came the bhdsds, and then the vibhdsas, and the
antara-bhasikds® According to the author, Deéi-rigas
derived from the names of regions, have been current in
his time, in popular and beautiful forms.* ‘“The raga deve-
lops by hearing, and the mind is always pleased and elated
by it, therefore they are called ragas; I am proceeding to
recite them by names.”® Then, the author gives a catalogue
of the different classes or types of rigas, apparently current
in his time. Thus, the five suddha ragas are stated to be:
(1) Suddha-sidava, (2) Suddha-paiicama, (3) Suddha-

(1) “Rudraro Nanya-bhapilo Bhoja-bhi-vallabhastathd|
Pgramard: ca Somefo jagadeka-mahipatih™|| Sangita-
ratnakara.

(2) See discussion in the editor’s Introduction to Bhava-
prakasana (G O.S., Vol. XLV, 1930, pp. 73-74). A
work called Sangita-ratnavali by Soma-raja-pratihira
was announced for publication in the Gaekwad’s Ori-
ental Series, years ago.

(3) “Sama-vedat svard jatih svarebhyo gramosambhavah|
Gramebhyo jatayo jati jatibhyo raga-mirnayah|l||
Ragebhyaica tathabhasa vibhasisc api sanjatastathaiva

antara-bhasikal|2||
Abhilasartha-cintamani

(4) “Defi-raga***desa-nama-samudbhavah|
Pravartante vinodesu simpratam sumanoharah”||3|| Ibid.

(5) Ragak pravardhate $rutya rajyate manasam sada
Tena ragah samakhyata namatastan vravimyeham||4|| Ibid,
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sidharita, (4) Suddha-kaiéika-madhyama, (5) Suddha-
kaisika. The names of the five Bhinnarigas are: (1)
Bhinna-sadja (2) Bhinna-tina(?) (3) Bhinna-kaisika-
madhyama (4) Bhinna-paficama (5) Bhinna-kaitka. The
three Gaudas are: (1) Gauda-paficama, (2) Gauda-kaisika-
madhyama, (3) Gauda-kaisika. The ragas proper are said
to be eight in number : (1) Sadava, (2) Vodda-raga, (3)
Malava-paiicama (4) Takka-kaisika, (5) Sauvira, (6)
Mailava-kaisika, (7) Hindola, (8) Taka.! Of Sadharana
melodies, seven names are given: (1) Narta, (2) Saka, (3)
Kakubha, (4) Harmana-paficama, (5) Ripa-sadharita, (6)
Gandhéra-paficama, (7) Sadja-kausika.

The author then gives a series of verses describing the
structure of the following melodies : Sri-riga, Soma-riga,
Malava-kausika, Harsa-puri(?) Hindola, Desi-Hindola,
Bhairivi, Mahlara, Saveri, Valiti (? Vahuli), Vangala, Kar-
nata-Vangila, Gurjari, Saurastri, Pun-nata, Kaidiki, Suddha-
variti, Karnita-varati, Drivida-variti, Suddha-nati, Megha-
riga, Ahiri, Chayanati, Todi, (?), Dulli-Todi, Vahlina, Va-
huri, Veli-ulli, Chaya-veld-ulli, Cundyi, Hamsa, Kham-
bhari, Kimoda, Simhali-Kamoda, Deéinaka (? Desakhya),
Danthibhi(?), Kolahala, Saindhavi, Damvaksti, Rimakrti,
and Nunda-(? Tunda)-kiti. This is an interesting list and
helps us to realise that many of the melodies had come into
existence of a century before Sarangadeva wrote his treatise.
The different varieties of Todis are of interest. The original
form of the name Veli-ulli, apparently an aboriginal melody,
later sanskritized into Velavali, also deserves notice.

Unfortunately, the successive developments are not
supported by documents, as there is a considerable gap
between the text of Matanga and the next landmark.

The text of Saigita-makaranda, the next available
record of the history of the rigas, though bearing testimony
to the considerable development that has taken place bet-

(1) Sidavo Voda-rigaca tathi malavg-paficamah!
Taka-kauska-sauvira Taths malava-kauirkal|9)|
Hwndola-taka-ragasca ityastau ragi-bhavantyasu

(? ami)||10]|. If we compare this list with the 8 rigis
catalogued by Mataiga ($lokas 314-315, at pp. 84-85), we find
that they are identical.
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ween the fifth and the eleventh century,' is very poor in
actual musical data. Beyond giving some important lists
of names of rigas the text does not offer any descriptions
of the melodies mentioned. Narada, the author of this work,
(not the mythical sage associated with the early legends of
Hindu music), for the first time, perhaps, gives us an elabo-
rate enumeration and classification of ragas as known to
the Northern system at the time of its composition. The
author in fact gives two stages in the development of the
classification. (Appendix 4).

But the most important data, furnished by this text,
is the origin of the distinction between ragas and raginis.
Here, we have for the first time a classification of the melo-
dies into masculine and feminine groups, thus initiating the
differentiation between ragas and raginis. In fact, Narada
gives three classifications, viz.,, Masculine melodies (pum-
linga~-rdgah), Feminine melodies ($tri-rdgah) and Neuter
melodies (napumsaka-ragah). The principle of classifica-
tion is according to the character of the feeling (rasa)

(1) On the basis of a reference to Mitrgupta, a contemporary
of Siladitya partipsila of Milava (A. D. 550-600), Mr. M. R. Telang
the Editor of Sangita-Makaranda by Nirada (Gaekwad’s Oriental
Series, No. XVI), ascribes this text to a period between seventh
and the eleventh centuries. Mr. Telang in discussing the date omits
to consider the bearing of the word Turuska, as the melody Turuska-
tundi (=Turuska-Todi?) 1s twice mentioned (p. 16, 18), suggesting
a contact with Mussulman music which is believed to have taken
place about the time of Amur Khusru, the court-poet of Sultan
Alau-d-din Khiliji (1290-1360). The connotation of the word
Turska as such would not necessarily imply the Moslem invaders
of the eleventh century. For, Kalhana (11th century) in his Rzja-
tarangini uses the word to refer to the Kusina Kings who came from
Central Asia (Turkestan—Turuska-defa). It is doubtful if the
word could have been applied to the Hunas, the nomad hordes,
from Central Asia which poured into India in 455 A. D. ‘The land
of the Turuskas’ is actually referred to in seventh century. (Bina’s
Harsa-carita, Cowell & Thomas’ Translation, London, 1897, p. 290).
So that the name Turuska-Todi, would not, necessarily, imply a
contact with the Mussulmans, and may stand for a Kusina melody
like the Saka-riga. e S
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evoked by the melodies. Thus it is laid down that in inter-
preting feelings or sentiments of passion, admiration or
heroism, the masculine melodies should be employed. In
interpreting feelings of love, humour, and sorrow, the femi-
nine melodies should be employed. In interpreting feelings
of terror, abhorrence, and peace, the neuter melodies should
be employed.! Matanga, as we have seen, indicated the
emotive values of the major melodies described by him.
Unfortunately, none of these figures in the list given in the
Sangita-makaranda, and we have no materials to compare
the rasa values of melodies prevailing during the respective
periods represented by Matanga and Niarada. The latter
prefaces his list of the three sets of rigas, with the remark
that the names given by him represent the principal melo-
dies whose numbers are incalculable and vary in different
regions.” So that we cannot take his enumerations as ex-
haustive. He gives a list of 20 masculine ragas, 24 feminine
ragas, and 13 neuter ragas.

Whatever may have been the basis of the subsequent
development, the six rigas enumerated in the Sangita-
makaranda formed the earliest group and was made the
foundation of the earliest mythology of the melodies. The
earliest legends ascribe to Siva, or Natarija, the origin of
the science of music and dramaturgy. Siva the cosmic
dancer, is known as the arch-dramatist, and the whole of
the Nagya-Sastra (embracing singing, dancing, and drama-
tic representations) is derived by ancient legend from this
great-god (Maha-deva). According to this legend, the ragas
are said to have been derived from the union of Siva and
Sakti (female energy),—Parvati, or Giri-jiya. From the
five faces of Siva at the beginning of his dance (nartta-
rambhe) came out the five rigas:—Sri-riga, Vasanta, Bhai-
rava, Paficama, and Megha, while the sixth riga, Nata-

(1) ‘Raudre’ dbhute tatha vire pum-ragaih parigiyate|
Sringara-hasya-karuna stri-ragaifca pragiyate||62|
Bhayanake ca vibhatse finte gayannapumsake| Sangita-

makaranda, p. 19.

(2) Evam pradhana-ragah syur laksanoktam yatha-kramam||50||

Anantah santi sandarbhah nana-desyah prakirtitah|
Ibid. p. 18.
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nirdyana came out of the mouth of Parvati (Giri-jaya), the
daughter of the Himalaya when she performed the elegant
lasya dance.!

One is inclined, not without some diffidence, to place
the text of the Paicama-sara-samhita,” attributed to Narada,
after the Saigita-makaranda. It has some archaic features,
particularly in the peculiar absence of the Bhairava riga.’
On the other hand, the allusions to names of some ragas
which distinctly bear the impress of later times (e.g. Koda,
Kinoda, Sindhuda, Asivari, Maharati ete.) tend to pull the
date of the text towards a period, centuries later than the
Sangita-makaranda. This apparent contradiction may, per-
haps, be explained by the fact that the melodies mentioned
in this text were current, as suggested by the author, in an
area embracing some parts of Rajputana, Guzerat, Cutch
and the regions near the sea,* that is to say, surviving in a
small area, long after other developments had overtaken
other musical centres of Northern India. The text evidently
relates to musical theories prevalent in the North, at the
time, and belongs to a period, when out of the large mass
of floating melodies, six had been selected as major melodies

(1) Siva~fakti-samayogid raganim sambhavo bhavet|
Paiicasyat paiica rigih syuh sasthastu Gurjamukhat||9]|
Sadyo vaktrattu Sririgo vamadevad vasantakh| 10
Aghorad bhairavo ‘bhit tatpurusit pasicamo’ *bhavat|[10)]

Ifanikhyad megha-rigo natyarambhe Swadahit|
Girijaya-mukallasye nasta-narayano’ bhavat||11)|
Sangita-darpana, Calcutita Edition, p. 72.

(2) There are several Mss. of this work. The quotations here
gwven are based on a Bengali Ms. (No. 716), in the collection of the
Bangiya Sihitya Parisad, Calcutta. The copy of this text, made by
one Vaisnava Vairagi, is dated 1700 Sakivda=1778 A. D.

(3) This state of the melodies, namely Bhairava omitted,
while Bhairavi 1s included, also occurs mn the riga data furnished
by the Natya-locana.

(4) “Meroruttaratah pirvve pascime daksine tathd|

Samudra-kacchape defis tatramisim pracarand|

Bharate yasca-bhi-bhagah paramparyyopadesatah|

Ragah sad atha raginyak sar-trimsat khyatimagatah|
Paficama-sara-samhitd, Ch. III, Raga-nirpaya,

24



RAGINI SARANGI







to each of which five or six minor melodies are related and
assigned.) Aceerding to this text, the major melodies, or
rigas proper, come in the following order: “First comes
Milava, the king of the ragas, then comes Mallara, and
after it comes Sri-riga and then Vasanta, Hindola and
Karnita coming next,—these are the ragas known by fame,
and they are dressed as males.”” We have, here, for the
first time, the minor, or the derivative melodies designated
as the ‘wives of the rigas’ (rdga-yosita) and the word
‘ragini’ is used in the text, for the first time. They are
assigned to their appropriate ragas in a scheme given in
Appendix 13.

This would be a convenient and appropriate place to
notice the riga data offered by the unpublished manuscript
of the Natya-locana, a compendium of dramaturgy of some-
what uncertain date, not earlier than the ninth century
and not later than the thirteenth.? The rigas enumerated
in this text, offer some peculiar features, which suggest an
early stage. They belong to a time, when the distinction
between ‘male’ or ‘female’ ragas had not come into existence.
It purports to cite 44 rigas, of which eight are stated to be
suddha ragas, sixteen of the salamka class (chiya laga),
and twenty-two are said to be sandhi ragas® In the muti-

* (1) Adau Malava rigendrastato mallara-samjiiakah|
Sri-ragastasye paicattu vasantastadanantaram.||
Hindolaicathakarnita ete ragik prakirttitah|
Purusa vastra-bhisadhya rigah sat Malavadayah.| Ibid.

(2) The work seems to survive in a single Ms. 1n the collection
of the Asiatic Society of Bengal No. III, E. 158. As it quotes
Anargha-raghava (c. 850) the upper limit of the date cannot be
earlief than the ninth century. Its lower limit can only be inferred
from the list of rigas which 1t enumerates and which include some
very archaic names, eg. paficama-milava, $uddha-nita, salamka,
midhaviri, siveri, vicitri and himakirika. It does not mention
Bhairava the absence of which suggests an early date.

(3) It is not clear what class sandhi rdgas represent. It may
mean miira or sankirna (mixed type). Perhaps it corresponds to
the jati-sidharana of Bharata who calls it ‘sandhi’ or ‘twilight of the
rigas’. (See Fox-Strangways’ Music of Hundosthan, p. 138-139).
Alternately, sandhi-rigas may mean rigas suitable for singing at
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lated text available, some of the names cannot be read and
accurately deciphered. The first group of eight consists
of:—Paficama-malava, Madhavari, Hindola, Malasika, Vela-
vali, Todi, Gandhira, and Nata. The second group consists
of: Lalita, Bhairavi, Bhasa, Vasanta, Gurjjari, Koda-Desakh,
Desa-Varati, Vicitra, Gaunda-kiri, Varadi, Manavati, Van-
gila, Karpata, Rima-Kiri, Silamka, Navanita, Desakh,
Nypa-milava. The third group consists of:—Mallara, Patha-
mafjari, Dhanisiki, Karniti, Hemakiriki, Savari, Divadi,
Khamvavati, Takka, Kimoda, Devakiri, Laungirati (?),
Motaki, Bhallita, Vihedi, Gunakiri, Kokirika, Madhukari,
Gaudi and Anuni(?) (Appendix 6).

The list undoubtedly includes many archaic and obso-
lete melodies which did not survive in later times. The
absence of Bhairava provides an additional archaic feature,
while the presence of Bhairavi in the list suggests that the
Bhairava came into existence later and was related to Bhai-
ravi, already in existence.

We have a very interesting corroboration of the exist-
ence of some of these melodies at last some time prior to
the tenth century in the archaic Bengali songs of the Bud-
dhist mystic of the Sahajiya sect, by name Siddhfcirya
Luipd, whom Haraprasad Sastri, associating with Dipam-
kara Sri-jnina, places in the tenth century,! while Benoy-
tosh Bhattacharya believes Luipa hved about 669 A.D.
Each of these songs collected under the name of Carydcarya-
vim$caya, bears on the heading of each song, the name of
the melody in which it is required to be sung. The follow-
ing names of rigas are indicated: Patamaiijari, Gaudi,
Gavada (Gauda), Aru, Gufjari (? Gujjari), Deva-kri,
Desakh, Bhairavi, Kamod, Dhanasi, Varadi, Valaddi, Mal-
lari, Malasi, Malasi-Gavuda (Malava-Gauda), Kahnu-
Gufijari, Vangila, Sivari Savari (Saveri). Nearly all of

the five sandhis, ‘intervals’ of the five portions of a drama, cp. “Vini-
yukto garbha-sandhau fuddha-sidhiritobudhaih”, (Sesgita-ratna-
kara, part i, p. 157).

(1) Hara Prasad Sastri: Bauddha Gin O Dohd, Calcutta, 1323,
Introduction, p. 15-16.

(2) Benoytosh Bhattacharya: An Introduction to Buddhist
Esoterism, 1932, p. 69.
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these melodies are cited in the Saigita-makaranda.

A very interesting reference to the uses of melodies in Kaliki-
connection with rituals is furnished by the rules as to the purana
consecration of the Nava-patrikd (‘a new plantain shoot’,
symbolizing the great goddess) laid down in the Kalika-
purdna in connection with the initiatory ceremonies of the
Durgi-cult, the great autumnal festival ($dradiya-pija) still
current in Bengal. The rules and the formulas for the con-
secration are not set out in the printed edition of the Purdna,
and have been borrowed, here, from a manusecript in the
possession of a professional priest. The ritual consists of
bathing and consecrating the ‘new shoot’ by waters from
eight different sources collected in eight different jars. As
each jar of water is poured over the shoot, it has to be
accompanied by singing a particular raga, with specified
manner of drum accompaniment, together with the recita-
tion of mantram invoking the auspicious influences of eight
different gods and celestial beings:

“The Lustration of the New Shoot: It should be placed
in the court-yard of the house and then consecrated by
bathing with waters from the eight jars,

“After singing the Malava-raga, with drum accompani-
ment of ‘victory’, pouring from the jar filled with water
from the (river) Ganges, (the following words to be
recited): ‘Om! Let the Gods Brahmai, Visnu, and Mahesvara
sprinkle Thee with this first jar filled with water from the
celestial Ganges'||1]|

“After singing the Lalita-riga, with accompaniment of
the drum dundubhi, pouring from the jar filled with rain-
water, (the following words to be recited): ‘Om! Let the
devoted celestial Winds (Marutah) sprinkle Thee, O! Thou
goddess of the Gods! with this second jar, filled with water
from the Clouds’||2]|

“After singing the Vibhasa-riga, with accompaniment
of the drum dundhubi, pouring from the jar filled with
water from the river Sarasvati, (the following words to be
recited): ‘Om! Let the Vidyadharas sprinkle Thee, O! Thou
the Best of the gods! with this third jar, filled with water
from the Sarasvati’||3]|

“After singing the Bhairava-riga, with drum accom-
paniment in the ‘Bhima-measure, pouring from the jar
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filled with water from the Sea, (the following words to be
recited): ‘Om! Let Sukra and the other Lokapilas descend
and sprinkle Thee with this fourth jar, filled with water
from the sea’||4||

“After singing the Kedira-riga, with drum accom-
paniment proper for the lustration of Indra, pouring from
the jar filled with water mingled with pollens of lotuses,
(the following words to be recited): ‘Om! Let the Nagas
(the snake-gods) sprinkle Thee with this fifth jar, filled
with water fragrant with pollens from lotuses’||5|!

“After singing the Varadi-raga, with accompaniment
of the blowing of the conch-shell pouring from the jar filled
with waters trom the water-falls, (the following words to
be recited): ‘Let the Himavat (Himalaya), the Hemakita
and other Mountains sprinkle Thee with this sixth jar filled
with water from the Cascades’||6|]

“ After singing the Vasanta-raga, with accompaniment
of the ‘Five Sounds,” pouring from the jars filled with
waters from all the sacred pools, (the following words to
be recited): ‘Om! Let the Seven Sages (Rsis) sprinkle Thee
O! Thou Goddess of the Gods, with this seventh jar filled
with waters from all the sacred pools of the Holy places’||7|!

“After singing the Dhanasi (Dhana-éri)-raga, with
drum accompaniment of ‘victory,’ pouring water from the
jars filled with pure consecrated water, (the following
words to be recited): ‘Om! Let the Vasus sprinkle Thee with
water from this eighth jar. I adore Thee! Goddess Durga,
with accessions of eight sacred and auspicious influ-
ences!”||8||

[Ritual for the Worship of Durga, as enjoined in the
Kalika-Puranal.

(1) ‘The Five Sounds’ (pasca fabde) is probably the same as
the ‘Five Great Sounds’ (Pasicamaha-fabda) which an Imperial
Sovereign is entitled to use as the Royal insignia of his office. Ac-
cording to a text cited i the Prabandha cintimant (Tawney’s trans-
lation, p. 214), they represent five kinds of music emanating from
metal, throat, drum, vini, and bugle. The matter is discussed by
Grouse (Indwn Antiquary, Vol. V, p. 534), Pathak (Ibiud, Vol. XII,
p. 96) and recently in the Journal of the Bombay Royal Asiatic
Society 1933.
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The reading of the text suggests that words are to be
preceded by singing of the ragas. Very probably, what is
intended is that the priest should sing the words of the
eight invocations in the melodies prescribed for each, with
the specified accompaniment in each case. The Kalika-
purdna, one of the minor purdnas, is of uncertamn date, but
must belong to a period prior to the currency of the Durga-
piija as an established cult in Bengal about the tenth, or
eleventh century, to which date this text may be approxi-
mately assigned.

The next important text is that attributed to king
Ninyadeva who is supposed to be a prince of a later branch
of the Rastra-kiita (Karnata) dynasty and who, according to
Jaysawal', reigned in Mithila between 1097 and 1133 A.D.
His capital was at Sumarampur (modern Simraon) now
lying within the border of Nepal. Professedly written as
a commentary (bhasya) on Bharata’s Natya-sastra, his
work Sarasvati-hjdayalamkara® is in a way an independent

(1) Journal of the Bihar and Orissa Research Society, Vol. IX,
pp- 200-310; Vol. X, pp. 31-46. Mr. R. C. Mazumdar 1n his article
‘Ninya Deva of Mithila,’ (Indwan Historwal Quarterly, Vol. VII, 1931,
p. 679), discusses his date. Following Sylvain Lévi, Mazumdar
accepts 1037 A. D. as the date of his accession, and suggests that
Ninya Deva must have died before 1154 A. D. Manmohan Chakra-
vartty in his ‘History of Mithula during the Pre-Mughal Period
(Journal, Aswatic Society of Bengal, Vol. XI, 1915, pp. 407-433) dis-
cusses the position of general culture during the period. The other
outstanding musical composition of the time is Jagaddhara's Sangita-
Sarvasve and the chapters dealing with music m Jyoturiévara’s
Maittul Encyclopadia, Varsa-ratnikara.

(2) The work survives in a unique Ms. of 221 folios in the
Collection of the Bhandarkar Oriental Institute, Poona, No. 111,
1869-70, catalogued under the title Bharatabhasya. It 1s an mcom-
plete Ms. with the 16th and 17th chapters missing. Each chapter
ends with a Colophon. The terminating Colophon runs as follows:
“Itv mahd samantidhipat: dharmavalauka Sri-man-Nanyapati-viracite
Sarasvati-Hydayalamkara Bharata-vartike vicikimso sastho kadhyaya
samaptah,” We are indebted to Ramchandra Kavi who discovered
the work and drew our attention to it. By the courtesy of the
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treatise as he has introduced much new matters not touched
by earlier authorities, the grama and jati ragas being very
fully treated. The treatise stands between the Brhad-desi
and Sangita-ratnakara, the date of which are anticipated in
this work. Ninyadeva derives most of his materials from
Nirada, Yastika, Kasyapa,! and Matanga, the last two of
whom are profusely quoted as important authorities. He
remarks: “How could people of lesser intelligence succeed
in swimming across the ocean of melodies which such early
exponents of rigas as Matanga and others failed to cross,”
meaning thereby that it is impossible to describe the melo-
dies exhaustively. Yet he devotes two long chapters (sixth
and seventh) in describing the laksana (structure), the
alapaka (improvisation), and the ripaka (notation) of
numerous melodies current during his time. In each case,
the definitions of Kasyapa and Matanga are given followed
by the notation for each melody. Following Matanga, he
gives the various classifications of melodies (Appendix 6).
He divides gitis under five instead of under the seven groups
given by Matanga (Appendix 3). He uses the word root-
ragas (mila-raga) for the major melodies (mukhya) which
are so called “because of their extremely soothing quali-
ties.”® He uses a new term called ‘Svarakhya ragas’, i.e.,
melodies which take their names according to the notes
(svara) e.g. the grama ragas such as Sadji, Arsabhi, Dhai-
vati, etc. A similar term used in Deéakhya ragas, i.e.,
melodies which borrow their names from the country, pro-
vince, or region of their origins.* They are five in number,
and, are classed as Upa-ragas: Daksinatya, Saurastri, Girj-

Bhandarkar Institute the original Ms. was lent to the writer for the
purpose of study.

(1) He quotes from two musical authorities of the same name
of Kalyapa, one of whom he describes as Brhat-Kayapa the Senior”
(in describing the melody ‘Gandharvamodana’ at folio 111).

(2) “Yo na tirno Matangadyaih rigi-dvark riga-sigarah)

Svalpa-buddhya parveneha sanataritum fakyate katham||

(3) “Radjanadatifayatvena tastu mukhyah prakirttitah”|

(4) “Desakhya Daksinatyaca Saurastri Garjaritatha)

Vangali Saindhavi cobhe (?) paicaitu tettupagragajah”||
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jari, Vangili, and Saindavi.! Of various melodies describ-
ed by their note structures and notations we come across
some new names such as ‘Stambha-patrika’ and ‘Tumburu-
priya’? An interesting information is cited by the author
as to the authorship of the well-known raga known as
‘Reva-gupta.” It is said that a person called Samgrima
Gupta was the creator of this melody.” It is tempting to
believe that he may have been a music expert associated
with the Gupta dynasty. Ninyadeva devotes a small sec-
tion of his work in indicating the presiding deity of the
principal melodies. Some indications are also given as to
the appropriate hours and seasons for the melodies.

The most elaborate and authoritative exposition of
Indian musical theories and practices is furnished by the
magnum opus, known as Sargitu-Ratnikara, which we owe
to Sarangadeva, who is justly regarded as the greatest
authority of the medieval period. He lived in the first half
of the 13th century (A.D. 1210-1247) and was associated
with the Court of the Yadava dynasty of the Deccan which
had its capital at Devagiri (Daulatabad) which was a centre
of intellectual activity having contact with both the north-

(1) Sadjamsa-dhrta-sadia sampirno nysta-dhaivata
Dhvam-kariti-pa-khyaka gamaka-yuti Kakubhokto
Stambha-patrika-bhihita:  Tathi ca Brahaddefyam|
Sadjamia dhaivatinyasa sampurno saptabhik svaraih|
Kavsbhih Kakubho-tthi(?) ca kathyate Stambha-patrika|

(2) “Gandharamio madhyama nyaso ni-dhi-na su sapaam-

dhantkah|
Dhaivata-sudjo peta-rigah syit Tumvuru-priyas]|
Tathica-Kasyaspah: Gandharimio msadanto madhyama
nyasa samyutah|
Sadja dhawata m-mukto vijneyas Tumvaru-priyah||

(3) Vira-roudradhbhita-rase tine jivana samjnake
Abhi sadja tiyam marccha-grayam (?) madhyama fruto
Arsadhyam rsabha améa nyasayoh||
Sadja-varjita-jita-samgrama-gupten Reva-gupta prakirttitah)
Tathica Katyapah:

Arsbhi-jati sumbhato rsabhamta staddamtakah||
Samparno Reva-gupta stu vidvadbhih sadja-sidvahl|
Folio 68.
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ern and southern streams of art and culture. Sarangadeva’s
work undoubtedly bears signs of this contact with the music
of the Northern and as well as the Southern School. “It is
possible,” as Popely has suggested, “that he (Sarangadeva)
is endeavouring to give the common theory which underlies
both systems.” After considering the texts of Bharata,
Dattila, Matanga, and Narada, one can have no doubt that
Sarangadeva, gives an elaborate résumé of the general sys-
tem of Indian music in theory and practice as had been
developed in the centuries previous to the thirteenth. He
gives detailed exposition of th jatis, and the grama-ragas,
accompanied by actual notations. He devotes a large sec-
tion of his chapter on melodies (raga-vivekadhyaya) to the
deéi melodies famous in ancient times (prdik-prasiddha-
desi-ragah). He gives an historical survey of ragas accord-
ing to Yastika and Matanga. He then gives a preliminary
list of 8 uparagas : Tilaka, Saka, Takka-saindhava, Kokila,
Paiicama, Revagupta, and Paficama-sidava. Next he gives
a general list of 20 riagas namely: Bhavani-paiicama, Naga-
gindhara, Naga-paficama, Sri-raga, Natta, Vangila, Bhasa,
Madhyama-sadava, Raktahamsa, Kollahisa, Prasava, Bhai-
rava-dhvani, Megha-raga, Somaraga, Kimoda, Abhra-paii-
cama, Kandarpa-desakhya, Kakuba, Kaisika, Natta-nariayana
(Appendix 9).

We notice here several melodies of the bhdsi class
accepted as major ragas. He then enumerates, on the autho-
rity of Yastika, fifteen melodies—which are asserted as
generic rigas from which the minor melodies bhasas
(raginis) are derived.! These are: Sauvira, Kakubha,
Takka, Paficama, Bhinna-paficama, Takka-Kaisika, Hindo-
laka, Vhotta, Malava-kai$ika, Gandhara-paficama, Bhinna-
sadja, Vesara-sidava, Malava-paficama,’ Tana, Paficama-
sadava.

The list of so-called major or generic rigas improves on
the list of the eight generic riagas given by Matanga, by
incorporating some melodies of the Bhinnaka and Sadharita

(1) “Bhasanam Janakah padca-dafaite Yasnkoditah,” Sargita-
ratnakara, p. 152.

(2) “Malavae pasicamantah,” probably stands for ‘Mailava-
paficama’.
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types. Then he proceeds to enumerate the different bhasas
or derivative melodies affiliated to these rigas. In the next
section he describes the further subdivisions of the melodies
into ragangas, bhasangas and kriydngas on the authority of
Kasyapa, son of Sodhala' and enumerates 34 melodies.
“These 34 ragas are said to have been famous in early
times.””? “Now,”’ says Sirangadeva, “I am proceeding to
enumerate those which are famous in modern times.””® These
are famous in modern times” ‘“The aggregate numbers of
these rigas amount to 264,” so says Sarangadeva.! Kalli-
niatha, commenting on this list, explains Desaval as equiva-
lent to Kedaragauda, and Tauruska as equivalent to Malava-
gauda.

But the most valuable information that this text conveys
to us is as to the ancestry of several of the ragas, whose names
occur for the first time in the Sangita-makaranda and which
rigas must have acquired those names some time before the
last named text, say about the eighth century. The text of
Sarangadeva affords the only evidences as to the sources
from which these well-known ragas derive their character
and existence.

Very instructive examples are offered as to the melody-
bases from which some of the rigas famous in later times,
derive their character, though no clue is available as to their
proper names. Thus, we are informed by Sirangadeva for
the first time, that the riaga Bhairava is derived from the
archaic melody, Bhinna-sadja. “It has ‘dha’ for its tonic
note, ‘ma’ for its finale, and it avoids the notes ‘ri’ and ‘pa’;
it is a melody of equivalent values for prayers.”

(1) Raijanadragati bhasi rigangiderapisyate|
Defi-ragataya proktam rigangadi catustayam.| 2
Prasiddha-grama-ragadya keciddesi tyapiritah|
Tatra pirve-prasiddhanamuddesak kriyate’ dhuna.|| 3 ||
Ibid, p. 155.
(2) Catus-trimfadime ragah prak-prasiddhak prakirtitah. 8.
Ibid, p. 155.
(3) Athadhuna prasiddhinamuddeiah pratipadyate.!! 9
(4) Ete’dhuna prasiddhah syur dvapaicaianmanoramah| 18
Saravesamati raganam militanam fata-dvayam|
Catuh-sastya-dhikam vrite Sarangi éri-karnagrani.|| 19 ||
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Samayasira

by Pirsva-
deva;

After Sarangadeva, the musical authority that claims
our attention is Parévadeva. Born of Brahmin parents he
was a convert to Jainism. He wrote a work entitled Sangita-
Samayasira,' devoted to music and dancing. Very probably
he was a contemporary of Sgrangadeva, or lived shortly after
him,’? say, about the middle of the thirteenth century. Most
probably he belonged to the group of musical authorities of
Northern India, as he quotes Matrgupta king of Kashmir,
king Bhoja Piramira of Malva, king Someévara of the
Cilukya dynasty of Anhilwara (Gujerat), and king Pramardi
of the Candela dynasty. Parévadeva, who calls himself as
a ‘Mine of music’ (Sangitikara), devotes a short chapter of
75 verses to the ragas. He does not state what are the major
rigas, and he principally deals with the minor melodies under
the various sub-divisions of ragdigas, bhasangas, upangas and
kriyangas which he defines as follows: ‘Ragangas are so-
called by the learned as they imitate the appearances
(shadows) of rigas. Similarly bhasaigas are imitators of
the visages (shadows’) of bhdsas. The upangas are so-called
by the learned by reason of imitating the visages of aiigas.

The author then proceeds to enumerate the ragangas,
bhasingas, upingas and krwanga-nigas under the three

(1) Edited by T. Ganapati Sastri from a single Ms. and pub-
lished in the Trivandrum Sanskrit Series, No. LXXXVII, 1925,

A second Ms. of this work is in the Madras Oriental Library,
No. 13028,

(2) He is not mentioned by Sirangadeva. He quotes King
Bhoja, (1010-1055 A D.), King Someévara (C. 1330 A.D.) and King
Paramardi (C. 1165-1203 A.D.). He is quoted by Singha Bhipila
(C. 1330 AD), he must therefore have lived some time between
1200 and 1300 A.D. V. Raghavan, who discusses his date (‘Some
names 1 early Sangita Literature, Journal Music Academy of
Madras, Vol. I1I, Nos. 1 and 2, 1932, at p. 30), suggests that his date
falls between 1165 and 1330 A.D.

(3) Raga-cchayanukaritrad ragingani vidurabudhah|
Bhasangani tathaiva syuhr-bhasi-chayanukaratahi| 1 ||
Anga-chayinukaritvidupangam kathyate budhaih.|
Tananam karanam tantryik kriyabhedena kathayate|| 2 ||
Kriyayad bhavedangam kriyaagam tadudahrtam.”|

Sangite-samaya-siva (T.S.S. Vol. 87, 1925, p. 15).
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groups of sampiirna, sidava, and odava.

It is curious that Parsvadeva does not mention which
of the 101 melodies cited by him he considers as ragas proper,
or major melodies, except that the early major ragas (e.g.
Takka, Malava, Paficama etc.) are mentioned incidentally as
the sources of the derivative melodies described by him.
Out of his list, he gives the characteristics of 43 ragas which
he?says are popular in practice. (Appendix 10).

A typical example of his descriptions may be cited in the
description of Varati, “Varatika is the vibhasa (i.e. ragini) of
Paiicama, the king of the melodies. It has ‘dha’ as its tonic
note, ‘sa’ for 1ts initial and final notes, ‘dha’ in the high scale
and the madhyama in the soft tone. It is a fully toned
melody applicable to sentiments of passion, according to
Yastika”.® It appears that at the time of Parsvadeva, Paii-
cama occupied the place of honour among the melodies.

After the Sangita-samaya-sara, one 15 inclined to place gigimava
the work Rigarnave which we owe to an unknown author.
The exact date of the upper limit cannot be definitely fixed,
but the lower limit is furnished by Sarangadhara-paddhati,
an encyclopadia in Sanskrit, compiled in 1363 A.D. As the
latter work derives all its musical materials frem Ragarnava,
it may be reasonably accepted that the last named work
must have been composed at least about half a century
before. The fact that Sarangadhara borrows some of his
materials from Ragarnava, seems to place this work in the
position of the leading authority on music about the end of
the thirteenth century, in Northern India.

Its raga-system deserves notice, and, compared with an
analogous system referred to in the Sangita-makaranda, indi-
cates changes in the ‘system’ of the major-melodies. Confin-

(1) Ityekottara-fata-samkhys-pariganita-riga-madhye,
loka-vyavahara-siddhanam kesincid
riganam laksanam vaksye.”|
Sangita-samaya-sira, p. 16.
(2) “Vibhasa raga-rijasya paficamasya varirika. 23 ||
Dham{a sadja~graha-nyisi dha-tari
mandra-madhyama|
Sama-flesa-svara-pirna drigire yasrkodita.]| 24 ||
Ibid, p. 18.
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ing itself to the system of thirty-six melodies, Ragdirnava,
accepts the following six as the generic melodies : Bhairava,
Paiicama, Nata, Mallara, Gauda-Malava, and Desakha. The
list is somewhat nearer to the one given in Sangita-maka-
randa,! with the peculiar difference that Megha, Sri-riga and
Vasanta are replaced by Mallira, Gauda-Malava, and
Desakha as major melodies. The derivative rigas ascribed
to the major ragas are, however, quite different from those
given in the Sangita-makaranda as will appear from the
scheme set out in Appendix 4. It should be noted that these
derivative melodies are designated as ragas and not yet as
raginis. The new names of derivative melodies offered are
Salaga (? Silanka), Triguna, Dhini, Haripala, and Dhorani.

To the beginning of the fourteenth century, belongs a
very curious text called Samgina-Sigara which we owe to
Subhamkara, who lived in Nepal, during the reign of Maha-
raja Bhimalla Deva. The work survives in a very much
mutilated palm-leaf Ms. written in Newari character with
Colophon which gives the date 428 Newari samvat equivalent
to 1308 A.D.* The author enumerates the eighteen jatis,
and mentions and describes 34 rigas. He seems to give the
same system which we find elaborated n the Sangita-ratna-
kara. He mentions such ragas as Madhyamadi and Sankard-
bharana.® He also quotes the opinion of Somesvara. Owing
to the mutilated condition of the Ms,, it is not possible to
obtain detailed information as to the state of the melodies
prevalent at the time of the author.

Belonging to the first quarter of the fourteenth century,
there is an interesting document hailing from Mithila which
was, for several centuries, a seat of Hindu culture, parti-
cularly, of music and poetry. This work which is an ency-
clopedia in old Maithili language, known as “Varna-

(1) Sangita-makaranda (G. O. S. m XVI), page 20, verse 74.

(2) Colophon: “Sroyastu simvat 428 Phalgun Krisi Kntipad-
yayamtithou Sanivasare likhitamiti Maharaadhi
rija-fri-mat-Bhamalladevasya vijaya-rijye Iti gitadhyaya samaptah.
Subhamkara viracite samging-sigara.” Ms. Asiatic Society of Ben-
gal, Calcutta,

(8) “Srmgire prastute nityam madhyamadi-rihocyate”. ... ..

“Chayantarina kryate fankaribharanstha” Ihid,
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Ratnikara’! we owe to a learned scholar and connoisseur of
music named Joytirisvara. He was a high official attached
to the court of king Harisimha Deva of the Karnata dynasty,
who ruled in Mithild some time between 1300 and 1324 A.D.,
having his capital at Simraon. In the seventh section of this
encyclopaedia entitled Bhastadi-varnana (folio 60b. ff.) there
are references to poetry, music, and dancing. In this con-
nection the qualification of a Vidyavanta that is to say, a
professional singer and music-master, a person now com-
monly known as Kalavanta or Kalawat is described. This
leads to an enumeration of the srutis (semi-tones) and the
rigas. Unfortunately, the list is a mere string of names
without any order and without any indication of the system
of the rigas, or principles of classification known at the time:

“Madhyamadi, Malava-Kaisaka, Mallara Megha,Malasi,
Muddhaki, Malari, Desakhi, Dipaka, Desi, Devakiri (Deva-
kriya, Devagiri), Vasanta, Vangila, Vegha-ravani, Valara (?
Bhallara, Bhallari) Varati, Vicitra, Karkka, Toki-Kauha (?
Takka-Kaisika), Kamoda, Karnita, Kambhuda (? Kam-
bhati),? Bhairava, Bhairavi, Patamaiijari, Trana, Ganugara,
Gunagari (Gunakriya=Gunakali), Gandhara, Gufjari (?
Gujjari), Gaula (? Gauda), Larita (? Lalita), Paficama,
Hindola, Vati, Raimakari (Ramakeli), Andhari, Dhanacchi
(Dhannasi), Nata, Cokhasara (? Coksa), Khambhavati, Sri-
Raga, Sakabja (Sakafija), Savari (Saveri), Samkarabharina
adi aneka ragaka giyan.”

As the last four words “and various other melodies are
sung” indicate, the list is not exhaustive and merely enu-

(1) The work survives in a single palm-leaf Ms. in the Govern-
ment Collection of the Asiatic Society of Bengal No. 48134, with a
Colophon dated 388 of Laksmansamvat corresponding to 1507 A.D.
The Ms. is analysed and described by Prof. Suniti Kumar Chatterjee
in the Proceedings and Transactions of the Fourth Oriental Confer-
ence, Vo. II, Allahabad, 1928, pp. 553-621, 1n an article entitled “The
Varna-Ratnikara of Joytiri{vara Kaviéekharicirya.” The general
dynastic history and culture of Mithila of this period is very ably
described by Manmohan Chakravarti in an article published in the
Journal of the Asiatic Society of Bengal, 1915, at pp. 407-433.

(2) Kambhati, or Kambhitika is described in “Sasgita-samaya-
séra” (T.S.S. No. LXXXVII, 1925) p. 21, verse 58.
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merates the principal popular melodies current at the time.

The beginning of the fourteenth century marks the most
significant stage in the development of Indian music. The
differentiation in the classification of the ragas had already
marked a cleavage between the Northern and the Southern
systems, two centuries before. But the new contact with
Persian melodies in the fourteenth century further accen-
tuated the differences, so that while the Southern system
remained immune from the contact of Persian music, the
Northern system recetved the new-comers with open arms,
and absorbed and assimilated many new melodies imported
from Persia, and incorporated them in the indigenous raga-
system, giving them their places in the classified lists, accord-
ing to their structural affinities. Indeed, this was not the
first time, that Western Asiatic melodies were adopted by
Indian musicians. As we have seen, the Saka riga and the
Turuska-Todi indicate that in earlier times, melodies from
Chinese Turkestan had already established contacts with
Indian music. The comparative era of peace established by
the Khiliji dynasty afforded opportunities for cultural deve-
lopments. And the new contacts with Persian music was
an interesting phase of this cultural revival. The great
pioneer of this contact was Hazarat ’Amir Khusrau, the great
Persian poet, musician, and administrator who was associated
with the reign of Sultan Alauddin Khiliji (1296-1315 A.D.).
To ’Amir Khusrau, a liberal-minded connoisseur, we owe
the first pioneer effort of foreigners to approach Indian cul-
ture and to understand and appreciate the principles of
Indian music. The later royal patronage of the art under
Akbar seems to be anticipated by this cultured poet and ad-
ministrator. The part that ’Amir Khusrau took in develop-
ing the growth of the Indian melodies is indeed valuable.
By a judicious combination of Persian airs (muqqams) and
Indian rdgas, 'Amir Khusrau introduced many derivative
melodies, hitherto unknown to the Indian riga-system.
Having acquired sufficient proficiency in Indian musical
science, 'Amir Khusrau made very interesting innovations
by producing a number of mixed melodies (saikirna rigas),
in which Indian ragas were crossed with Persian airs.

In the life of ’Amir Khusrau by Shibli, known as
Shir-w’l-’Ajam (Lit. ‘verses from Persia’), a chapter is devot-
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ed to Music, from which we have a list of the hybrid melodies
invented by the Persian exponent under the Indian raga-
system. We quote below a free English translation of the
chapter:' “Music: ’Amir’s versatile genius turned to this
delicate and fine art too, and raised it to such a degree of
excellence that he has remained unrivalled during the long
period of six hundred years. Naik Gopal who was acknow-
ledged as a master all over India was the famous world-
renowned ustid (master) of his time. He had twelve
hundred disciples who used to carry his Simhisan that is,
throne, upon their shoulders, like palanquin-bearers. The
fame of his perfection and consummate skill (in music)
reached the ears of Sultan (Alauddin Khiliji, who called him
to his durbar (court). ’Amir Khusrau made the submission
(to His Majesty) that he would conceal himself under the
throne, and that Naik Gopal be commanded to sing. Naik
displayed his perfect skill in six different assemblies. On
the seventh occasion ’Amir, too, came to the durbar, along
with his disciples. Gopal too had heard of his fame, and
asked him to sing. Amir said ‘I am a Moghul. I have just
a smattering knowledge of Hindustani songs. You please
let us hear something first, and then I, too shall sing a little.’
Gopal commenced to sing. ’Amir said, ‘I set this rdga
(melody) long ago, and then he rendered it himself. Gopal
commenced another rdga, Amir rendered that too, and said
that he had rendered it long ago. In short, ’Amir continued
to prove every rag ragini, and sur, (tune, scale) rendered by
Gopal to be his own invention. In the end he (Khusrau)
said: ‘These were all hackneyed, vulgar (am bazdri) ragas.
Now I shall let you hear my own special inventions.” Then
he started singing and Gopal became mute with astonish-
ment.”

As Amir Khusrau was conversant with Persian rdgas
along with Hindu ones, he compounded the two music, and
created a new world, or chapter of musical practice. Thus
the ragas invented by him are as follows:

(1) We are indebted for this translation to Mr. A. Alim, one
of the translators of High Court, Calcutta.
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MAJIR .. .. Ghar and one Persian rag.

SAZAGARI .. .. Pirvi, Gor3, Kangli and one Per-
sian rag.

IMAN .. .. Hindol and Nairez.

USHA-SHAQ .. Sarang, and Basant and Nawa.

MUWAFIQ .. .. 'Tori, and Mailvi, and Dogah and
Hosaini.

GHANAM .. .. A shght modification of Piirvi.

ZILF .. .. .. Shahniz mixed with Khat rag.

FARGHANA .. Ferghana mixed with Kingli and
Gora.

SARPARDA .. .. Sarang, Patawal and Rast com-
pounded together.

BAKHARAR .. One Persian rig mixed with
Deskar.

PHIRDOST .. .. Kanrhia, Gaudi, Piirvi, and one
Persian rag.

MANAM .. .. One Persian rag added to Kalyan.

“It is mentioned in the Rdga-Darpana that out of these
rigas, he has shown the perfection of music in Sazgari,
Bakharir Ushashaq, and Muwafiq. In the remaining ragas
he has made some alterations and given them new names:
Qawl, Tarana, Khyal, Nagsh, Nigar, Baseat, Talana, Suhla—
all these, as well, are ’Amir Khusrau’s inventions. Some of
these are specially his own inventions. The names of some
others existed previously in Hindu music. ’Amir made some
modifications in them and changed their names.” (Shir-u’l-
Ajam, by Shibli, p. 135).

The invention or adoption of new melodies and affiliation
thereof to Indian raga-system was no new innovation in the
14th century. As we have seen, the process has been going
on throughout the long career of the development of music.

Saka and Pulinda rigas were apparently non-aryan
melodies accepted by the Hindu musicians in early times.
Turuska-Todi a new version of Todi was apparently com-
posed in contact with some airs from Turkestan. The power
of receiving new-comers and assimilating them in the forms
of ragas, bespeaks the strong vitality and living quality of
the growth and development of Indian music. This interest-
ing contact of Indian rigas with Persian melodies at the time
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of ’Amir Khusrau has been somewhat misinterpreted as a
record of the dominating influence of Persian music on Indian
music. Indeed, Indian music quite held its own against the
tide of Persian culture, and by adopting new ragas tinged
with Persian airs, did not sacrifice one iota of the principles
of its raga-composition, or the basic foundations of Indian
musical science. The sympathetic interest and patronage
that was extended to Indian music under the influence of
such an able connosseur, lent an impetus to the indigenous
art which had no parallel, before the age of the Moghuls.

The ragas current in the North about the middle of the
fourteenth century, can be gleaned from the well-known
Sanskrit anthology, already referred to, Sarangadhara-
paddhati. It was composed in the year 1363 AD. In
chapter 81, under the heading ‘gandharva $astram’ (verses
1942-2081), the author summarises the current musical
data': He gives a list of 36 generic (pravarataka) rigas, on
the basis of the Rigarnava.! We have already cited these
ragas, (ante p. 19). After reciting the 36 ragas, the author
states that there are various melodies prevailing in particular
localities or areas such as Marii etc. which are regarded as
local melodies. So that the enumeration of Sirangadhara
is not at all exhaustive. In fact he says that ‘there is no
end of ‘ragas’ or ‘tilas’, they are to be sung by the learned
for the pleasure of Siva.”

It would be convenient to notice here the text of Raga-
tarangini by Locana Kavi, of uncertain date® The author

(1) Atha sar-triméat-pravartaka-rigi ucyante:
2052: “Bhairavah, paicamo nato malliro gauda-malavah|
Desakhaiceti sadrigih procyante loka-visrutas”]j 111
(1) 2054: “Mata ragarnave ragah padcaite
padicamasrayih”|| 113
(2) 2059: “Anye ca bahavo riga jata defa-vifesatah|
Mara prabhntayo loke te ca taddestkah smrtah|| 118
2060: *“Na raganam na tilinam antah kutrapi vidyatel
Samtosaya fvasynite geya vudha-jonaik sadd|| 119
(3) Edition of D. K. Joshi, printed at Arya Bhusana Press,
Poona City, 1918.
According to the date given in the colophon, Locana Pandita’s
Ragatarangini comes in order of chronological sequence before the
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asserts that the ancient masters of the melodies sang twelve
melodies on which all the other melodies are based.! He
enumerates the following twelve melodies as the basic
ragas:—Bhairavi, Todi, Gauri, Karnita, Kedara, Iman,
Saranga, Megha-riga, Dhanasri, Piravi, Mukhari and
Dipaka. The author describes these 12 melodies with their
characteristics.

On the authority of this text it may be asserted that by
this time, the Pajicama melody had been dethroned, and that
at this time the Megharaga was now on the throne, occupy-
ing the place of honour amongst the melodies. Curiously,
the Dipaka riga is not described and it is euphemistically
suggested that the structure of this melody should be settled
by an assembly of musicians which suggests that Dipaka had
lost its place n current practice.” The author gives a list
of derivative melodies (janya rigas) which are $aid to be

Sungita-Ratnakar a, but the reference to the new Indo-Persian me-
lody of the name of Phirodast which is supposed to have been
invented by Amir Khusrau, makes it incumbent on students to push
the date of Riga-tarangwni to a period after Amir Khusrau (c. 1375-
1400). The colophon runs as follows:
Bhuja-vasu-dasamita-iake $rimad-vallala-sena-rajyadau
Varsaika- sasfi-bhoge munayastvasan visakhayam.

This chronogram yields the date of 1082 feka (i.e. 1160 AD.).
But if the poet Vidyapati referred to in the work is the great Maithili
poet (1395-1440 A.D.) of the same name, patronized by Siva-Simha,
then Raga-tarangini cannot be earlier than the fifteenth century.

The melody Phirodast is referred to in the following passage:—

Dhanasérih Kanarayogat
vagisvaryakhya-ragini
Pharodastastu paravi-gauri syamabhireva cal|
Varadi-vanga-palabhyam vibhasa-milani apr|
Adana-ragini prokta, phirodastat dhanena cal|
Raga-tarangini, p. 9.

(1) Tastu samsthitayak pracyo raganim dvadasa smrtah|
Yabhi-ragak pragiyante pracing riga-paragaih||
Etesam eva samsthane sarve riga vyavasthitah||

Raga-tarangini, p. 3.
(2) Dipakak sarvair malitva dipako‘pi lekhyab.||
Riga-tarangini, p. 6.
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founded on each of the twelve major melodies cited by him.
The list set out in Appendix 16 indeed is very curious and
does not give any clue to the principle of the system. In
this list, we come across, for the first time, many new raginis,
which became very common in the Northern system e.g.
Khamaici. Probably, Khamaici is the well-known melody
familiar to us under the name of Kammaj (Khamvij), and
which is distinguished from ‘Khamvavati’ which is ascribed
to the group of Karnata.

A short but important treatise, bearing on the icono-
graphy of rigas, Paiicama-sirasamhiti (sometimes called
Paiicama-Samhitd) composed by an author called Narada
deserves notice. It survives in two Mss., one' in the collec-
tion of the Bangiya Sahitya Parisad (the copy bearing a date
1700 Saka==1778 A.D.). The second Ms. belongs to the
Asiatic Society of Bengal® with a Colophon dated 1440 A.D.
(1362 Saka). It is the most important document for the
history of the Northern raga-system. It must have existed
in earlier recensions, and appears to have undergone changes
and modifications by later hands. In its chapter on Rigas,
it suggests that the melodies treated by the author have been
current in the region to the north of the Vindhya mountains
and its immediate vicinities, including the region of Cutch

(1) Ms. No. 716 in the collection of Sanskrit Mss. in the Vangiya
Sihitya Parisad, Calcutta entitled: ‘Narada-krta Paficama-sira-
samhita:

“Meroruttaratah parvve paicune daksine tathd|
Samudra-Kacchape ye deah tatramisim pracirand|

Bharate yasca bha-bhagah piram-paryopadeiatah|

Ragah sat atha vaginyah trméat khyatimagata|

Colophon: “Iti $ri-Narada-krta Pascama-sira-samhitiyim
caturtho’ dhyayah|

Likhitam fri Vaisnave Vairagi| Sakabda 1700.”

(2) Ms. No. 5040, in the collection of the Asiatic Society of
Bengal. The colophon runs as follows: “It: Narada-krta
Paiicama samhitayam raga-nirnayo mama trtiyo *dhyiyak||
Yuga-trsas-candramite fike notha (?) prayatnatah sangita-
mala bahubhi ritrau virau raver apil  Sri Harib|| $ri
Curave namah”|| This chronogram yields two alternative
dates: 1632 or 1932,
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bordering on the sea. Its raga-system consits of the six
rigas: Malava, Mallira, Sri-raga, Vasanta, Hindola and
Karpita, This seems to point to an early time, as in this
list, Malava riga is described as the ‘King of the Melodies™
and Bhairava which came to occupy the throne, later, has
no place in this group, the ragini Bhairavi being assigned to
Mailava-raga. The six raginis attributed to each of the ragas,
according to this system is set out in Appendix 13. The
names of some of the raginis are curious, and seem to indi-
cate later interpolations. The list includes Piravi, Koda,
Gada, and Marhati. The late form of the last-named ragmi
militates against the suggestion of an early date for this work.
At the same time, the inclusion of some early riginis e.g.
Mayuri, and Dipika suggests an early date. It is quite
possible that the system was confined to a particular region,
and its earlier system had undergone modifications, from
time to time, by the affiliation of later melodies. But the
most important feature of the work 1s the citation of contem-
plative verses for the dhyina formula of the melodies giving
the iconographic pictures of the six ragas and thirty-six
riginis belonging to the system. The citations of these
prayer-formulas are preceded by a significant assertion that
‘the beautiful images of the six ragas and the thirty-six
riginis have emanated from the ‘Abode of Brahmha,’ the
Supreme Being, and they love to offer their prayer to the
same Supreme Deity’.” The descriptive verses visualizing
the melodies, cited in this work, have been frequently quoted
by later text-writers from this work, and the work and its
author are referred to by names.

1t is well-known that the advent of Chaitanya, the great
Vaishavaite preacher (1486-1533 A.D.), flooded Bengal with
torrents of devotional songs and music. But it is seldom
recognized that the age preceding this new religious wave
was rich in mystic Vaisnavaite lyrics and songs, of which
the central figure was the great poet Candidas (c. 1400 A.D.),

(1) “Adeu Malava-ragendra-stato Mallara samjsiakah”|

(2) We owe the discovery of this work to V. Raghavan. The work
Agata Brahma-sadasi Brahmanam samupasate”||
Asiatic Society of Bengal Ms., Folio 2.
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the Chaucer of Bengali literature. His early poems “Krsna
Kirtana” (‘songs of Krsna’), of which more than one early
Mss. have now come to light, is a collection of songs, which
were set to music and musical accompaniments. In two old
Mss. (one of them dated 1237 sal=1830 A.D.) recently dis-
covered in the collection of the University of Calcutta.
Scholars have agreed to date this work in the second half of
the fifteen century.? In these lyrical composition by Candi-
dis, each song is set to a riga (melody) and tala (time-
measure) and the name of the melody and of the time-
measure® in which each song is to be sung are indicated at
the top of each. The names of these rigas are very interest-
ing, as they introduce to us many new names not previously
known Vagaéri, Ragini Mangala, Ragini Dimpanasri, Ragini
Pahida, Raga Vasanta, Raga Vadari, Rig Sui (? Yui),
Ragini Dhanaéi, Ragini Ramagiri (? Ram-Kiri=Ramakelr).
The most surprising name in the list is the melody named
‘Sui’ and ‘Dhimpanasi’, which has not, so far, been cited in
any of the texts. It is quite possible that they were local
Bengali melodies adopted in the pantheon of the ragas.*

To about the middle of the fifteenth century belongs an
important musical text by a royal author, recently brought to

(1) These Mss. are described by Manindra Mohan Basu in the
Sahtya Parisad Patriki (Bengal) Vol. 39, No. 3, 1339, pp. 176-194,
in an article: “Sri Krsna Kirtaner Navaviskrta Puthi.”

(2) On philological data, Prof. Radha Govinda Basak and
Prof. Suniti Kumar Chatterjee have assigned “Sri-Krsna-Kirtan” to
the second half of the fifteenth century, mde “Comments on the
Ms.” by Prof. S. K. Chatterjee, Ibud, p. 198.

(3) The authority for the tilas used is borrowed from 18 tilas
described i the text of Narada from which a quotation 1s cited in the
manuscript. Unfortunately, the authority for the rigas indicated is
not cited.

(4) Harekrisna Mookerjee in a paper published in the Shitya
Parisad, Patrika, vol. 38, 2nd part, has conjectured that the songs of
the Krsna Kirtana were originally sung i popular folk-melodies
known as “jhumur” which never attained the dignity of classical
music, or were used for devotional songs.
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light. It is the Sangita-riga’ composed by Rani Kumbha-
karna of Mewar (c. 1419-1460 AD.). "If is an important
contribution to Indian music. The author extends a grace-
ful invitation to those interested in music to listen to him,
i.e. to study his work. ‘If you have curiosity in songs, if
you have skill in music, then listen, oh! connoisseurs and
learned men! to Kumbha-karna’ (“Yadi kautrikino gane
sangite caturi yadi rasika Kumbha-karnasya §rnvantu budha-
sattamah” quoted in Rastka-priyd). In the preliminary
sections, he gives the mythical history of music and then
proceeds to provide definitions of the various iechnical terms.
The author does not cite any other ancient authorities save
and except Yastika, ‘according to whom the bhisi gitis are
thirty in number.” His definition of raga is a revised para-
phrase of those of older authorities : ‘A pleasant composi-
tion of notes, (initiative notes and others), distinguished by
descents, ascents, and movements, and also by decorative
graces, is called a raga’® A distinction between ‘gita’ and
‘raga’ appears to be indicated. All gitas (songs) are not
ragas, but only those which have the ten characteristics

(1) We owe the discovery of this work to V. Raghavan. The work
is extensively quoted by the author himself in his commentary on
‘Gito-Govinda, called Rasika-priys, published by the Nirnaysagar
Press, Bombay, 1913, under the editorship of Telang and Pansikar.
The work survives 1n a single Ms. in the collection of the Bhandarkar
Oriental Research Institute, Poona, No. 365, 1879-80. Unfortunately,
the Ms. is a fragment and contains the introductory portions and
definitions, but the portions bearing on the rigas are missing in the
Ms. The data on rigas have, therefore, been cited, here, from the
fragmentary extracts quoted by the author in his Rastka-priya. In
the Poona Ms, the work 1s also described as Pidya-ratna-kofa. Each
section has a colophon which runs as follows: “Iti éri rajadhirdja
iri Kumbha-karpa viracite sangita-rije padya-ratna-kose pariksanam
nama dvitiyam samaptam.”

(2) “Bhasadhya gitaya-stisro Yastiken-orari-rtah|

Tatra bhasa samakhyata
mukhyin anyopajivini|| 38 | Sangita.rzja
(3) “Vicitra-varnalamkaro viseso yo dhvanir tha (?)|
Grahadi svara-sandarbho raijako riga ucyate”]| 34 || Ibid.
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(Natya-sastra ch. 26, verse 16-46).

In the available fragments of the work, no principle of
classification of the rigas is indicated. The author, however,
cites two different lists, or catalogues of important ragas,
eighteen, according to one view, and, seventeen, according to
another. The lists are as follows:

A. (1) Madhyamadi, (2) Lalita, (3) Vasanta, (4) Gur-
jari, (5) Dhana$i, (6) Bhairava, (7) Gaunda-Krti. (8) Desa-
ksika, (9) Malava-éri, (10) Kedara, (11) Malavi, (12) Adi-
Gaundaka (?) (Adi-Gauda), (13) Sthina-Gaunda (Gauda),
(14) Sri-raga, (15) Mahlira, (16) Varatika, (17) Megha-
raga, (18) Dhorana.

B. (1) Natta, (2) Kedara, (3) Sri-raga, (4) Sthina-
Gaudaka, (5) Dhorani, (6) Malavi, (7) Varati, (8) Megha-
raga, (9) Malava-éri, (10) Deva-$akha, (11) Gaunda-krt
(12) Bhairavi, (13) Dhannasika, (14) Vasanta, (15) Gur-
jari, (16) Mahlara, (17) Lalita.

Of the citations of ragas, given in short sections (pra-
bandhas), two typical examples are quoted below.? The

(1) “Prabandho rapakam vastu mbanddham gitam-ucyate|
Nibaddhavayavae dhatur-dharadhifasya sammatak”]| 57 ||
Ibid.
“Rago ’bhidhiyate gita dasa-laksana laksitah”|
Laksanani ca tatramia-nyasau sidava maw puna (?)” || 55|
Ibid.
(2) “Tatha ca sangita-raje| Malaviyaik smrto gaudo
ragastalo’dda-talalkah|
Srngaro vipralambhakhyo raso devadi-varnamam|
Pada santatitas-tenah pathah svara-samuccayah||
Tatah padyani yatra syur-laya-madhya-manatah||
Sa prabandha-varo jiieyo dhanya-varkuntha-kunkumah||
Iti dhanya-vaikuntha-kunkuma-nama- dvidafah praban-
dhah|” Sangita-raja.
According to this authority, Milava-gauda riga 1s appropriate
in anecdotes of ‘love in separation,” and for descriptions of gods.
“Tatha ca sangita-raje| Ragah syat Sthana-
gaudakhyas-tilo varnayati rasah|
Sragaro vipralambhakhyakh pramadi madanakulal|
Paksanamavalek patha-gumphata yatra gitake|
Snigdhe Madhu-Sidano’yam risa-valaya-namakah||
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author does not describe their structures, but indicate their
rasa-values, or emotional flavours, that is to say, their signi-
ficance in arousing particular flavours of emotion. As will
appear from the examples of the sections quoted, that very
picturesque names are given to each section.

But the most important contribution of Rani-Kumbha—
is the view which appears to be propounded in this work,
namely, that each raga has its appropriate time-measure
(tala) which brings out the genius of the raga in its charac-
teristic qualities." As the author seems to suggest that it is
the time-measure which gives the true interpretation of a
raga (“talo varnayati rasah”), it is the time-measure which
reveals its real flavour (‘“talo varpayati rasah”). It does
not follow that a riga can only be interpreted in a fixed time-
measure, but what is intended to be suggested is that parti-
cular ragas receive the happiest interpretation and expres-
sion in particular time-measures.

A very interesting text called Riga-malg,® available in

Prabandhak prthivi-bharti prabaddha pritaye Hareh||
It snigdha-Madhu-sidana-rasa-valaya-nami pravandhas-
" trayodafak”|| Sangita-rdja.

According to this authority, songs which are set to the ‘Sthina-
gauda’ riga make the lady-lovers in separation, stricken with the
shafts of Cupid.

(1) “Yatra syat-Gurjari-ragas-talo jhampeti bhagaiah”|

“$ri rago yatra-ragak syat talastu druta-manthakah”|
Sangita-raja.

(2) Asiatic Society of Bengal, Ms. No. 1195 (211) Govt. Collec-
tion. The colophon which gives the date of the copy of the Ms., not
of its composition, is as follows: “Iti fri-raga-mala samapta|| Samvat
1833|| Subham bhayat|| Grantha sankhya floka 275|| The first few
$§lokas seem to contain a reference to the king in whose reign it was
composed: ’

“Manuja-danuja-devairvanditam mama-devam dhsta-éadi-
dhara-maulik ksemakarnam pranamy|

Apahata muru-datyam sundaram raga-malam racayati
sukha sidhyai Jativa bhapatesah”||

It is difficult to identify the king referred to under the name of
“Jativa bhupatesah.”

Three verses about the end of the manuscript furnish (folio 13)
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two manuscripts, one with a colophon dated Samvat 1431
(1509 A.D.), deserves to be noted here. It comes from
Rewa and is the work of Ksema Karna (Mega Karna) son of
Mahes$ Pathak, the family priest of a chief named Jatalendra,
reigning in the Fort of Rewa. This work follows a scheme
of classification on the basis of six major rigas,' viz. Bhairava,

further informations relating to the author of the work and the
prince who patronized him.

The verses seem to describe the fort of Rewa at the foot of
which the city lay washed by a river. There ruled a line of chiefs
of whom three names are given 1n succession viz. Surava, Virajit,
and Jitalendra (=Jativi), the last of whom was the patron of the
author who was, in fact, the priest of the royal patron. The author’s
name, twice stated as Mesa-Karna, probably the dignified form of
the vulgarised Khem Karan, a name very common in the North and
Rajputana.

A Ms. copy of this work (No. 1125-15165) with a similar colo-
phon 1s in the India Office (Eggeling: Catalogue, p.). The name of
the author 1s given as Ksemakarna Pathaka.

The Colophon runs as follows: “Iti Mahesa-Pathakatmaja-éri-
Ksema - karna - Pithaka - Jatwava - bhapatisukhartha-viracits Raga-
mala samapta fubhamastu Sri-mad-Akbara-rajye samvat 1867 jaistha
vadr 8 vara Bhgu-visare li(khitam) $wa-vilaka Brahmanamidam
pustakam samaptam||

As pointed out by Eggeling, ‘The copyist’s allusion to Akbar
(1556-1605 A.D.) seems to have come either from the author’s own
Ms. or from an early copy’. As a matter of fact that Asiatic Society
Ms proves that the work is earlier than Akbar.

The name of the work is called Rigamali, but the author also
seems to suggest that it 1s not an original work, and that probably its
materials are derived from an earlier work called Sangita-ratnikara
(It Sangita-ratnakara-saroddharah, folio 13, line 9). This must be a
treatise quite different from the famous work of Sirangadeva.

A work called Ragamals, attributed to Kshem Karana and said

to be dated 1570 A.D. is referred to by Fox Strangways (The Music
of Hindustan, p. 105).

(1) “Ragadau bhairavakhyastadanu nigadito malakausir-dvitiyol|
Hindolo dipaka frirtha vwudha-janar-emudakhyah
kramena]
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Malava-Kausika, Hindola, Dipaka, Sri and Megha (Am-
vuda), each having five wives and eight sons, set out in
Appendix 15. The list offers many new names of raginis,
and melodies with similar names are differentiated and sepa-
rately described. Thus Velavali and Veldval are treated
as two different melodies, which are justified by different
descriptive verses and also by distinct pictorial conceptions.
Similarly Vangal, and Vangali are sought to be distinguished
as two different melodies. Illustrative pictures correspond-
ing to them may be taken to be represented by Plates VIII,
IX&X.

The next stage in the development of the ragas is repre-
sented by the contributions made by Raja Man Simha Tomar
of Gwalior (not to be confused with Raja Mansingh of Am-
ber). Raja Man, who succeeded Kalyana Malla in 1486, died
in 1517 AD. According to Cunningham,' Raja Man was a
“proficient composer, as well as a munificent patron, and
many of his compositions still survive to justify the esteem
in which they are held by his contemporaries. He was
specially fond of the sankirna ragas, or mixed modes of which
no less than four specimens are named after his favourite
Gujarni (Guzerat1) queen, Mrga-nend (Mrga-nayand), or
the “fawn-eyed.” These are Gujari, Bahul-Gujari, Mal-
Gujari, and Maigal Gujari.” Gunningham thinks that the
lady had a hand m their composition. Raja Man's love of
mixed ragas is particularly noteworthy. Raja Man’s valua-
ble contribution to Indian music is represented by a Hindi
treatise known as “Man-Kutihala” (Curiosities of Man) 2
It is said to contain the records of the proceedings of a
great conference of musical experts assembled under the
order of the Raja, This seems to be corroborated by Abdul
Fazl (Gladwin, Ain-i-Akbari, p. 730) who states that three

Ekaikasyasia-putrah sulalita-nayanah pasica-bharyyah
prasiddhah|
Sve sve kile sadete nijokula-sahitih sampadam vodisan-
antu”|| 31| Ragamala (A. S. B. Ms.)
(1) Archaeological Survey of India Reports, Vol. II, 1862,
pages 387-388.
(2) A Ms. of this work is in the possession of H. H. the Nawab
Saheb of Rampur.

50



of Raja Man's musicians, Naik, Mukshoo, and Bhanau form-
ed a collection of songs suited to the tastes of every class of
people.” According to Sir W. Ouseley (Anecdotes of Indian
Music)* Raja Man Simha’s work was translated into Persian
by Fakur Ullah. Three of these masters patronized by Raja
Man, viz. Bikshoo, Dhondee and Charjoo, contributed a new
type of Mallara, to the stock of Indian melodies, called after
them, “Mukshoo-ki-mallir,” “Dhondia Mallar,” and “Char-
joo-ki-mallar.” Bukshoo’s name is also associated with a
new variety of Velaval, and the melody ‘Bahaduri-Todi.’
These artists subsequently passed into the service of Sultan
Bahadur of Gujerat.

Before we proceed to consider the development of the
rigas during the sixteenth century in the North, it is neces:
sary to notice the changes and development in the old Indian
system as preserved in Southern practices and theories.
After Saranga-deva (c. 1210-1247), the great landmark in
the South is provided by a short but an eminently scientific
treatise entitled Svara-mela-kalanidhi,' the composition of
which we owe to Ramamatya (1550), said to be a minister
(amatya) of the Vijayanagara prince, Rama-raja, and a des-
cendent of the famous commentator Kallinatha.

The most important contribution of Rimamatya was in
the formulation of a scientific principle of classification of
the rigas, on the basis of the common elements of their
characteristic note structures. This was certainly a great
improvement on the system of classification recorded in
Sangita-ratnakara, which Mr. Aiyar characterises as nothing
more than a mere catalogue. Sirangadeva’s classification,
though not exactly an enumeration of a catalogue, was more
an historical presentation of the older and current systems
of classification, rather than an attempt to classify the melo-
dies on a new system on any empirical basis. Following the

(1) Reprinted in Captain N. A, Williard’s A Treatise on the
Music of Hindustan, 1882, p. 167.

(2) This text is available in two editions, one published with
a commentary in Maharatti by Bharadvija Sarma (Pandit V. N.
Bhat-khande) %m 1910, and the other published by the Annamalai
University (1932) and edited with an excellent critical introduction
and translation by M. S. Ramaswami Aiyar.

51

Rimi-
mitya’s
Svaramela-~
kalamdhi
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precedent of Yastika, whom he cites, he merely enumerates
the fifteen major melodles, but he also indicates that these
fifteen melodies are the father (janaka), that is to say, the
genus of the minor melodies (bhdsas).! This old janya-
janaka system (corresponding to the raga-ragini-putra sys-
tem of the North) is replaced by Rimamatya by an indepen-
dent analysis of the melodies and by a scientific classification
based on a study of the common elements of the note com-
positions of the different varieties of melodies, unified (mela)
by a recognition of their basic structural unity of the groups
tabulated under a common genus. As Mr. Aiyar concedes,
“doubtless the germ of the idea of the genus-species system
may be found long before Ramamatya.” But “he was the
first to introduce a chapter on mela called Mela-prakarana.”
In this chapter, he enumerates, the melakas (unifiers) and
then explains their characteristics. As Pandit Bhatkhande
bas pointed out, the mela corresponds to what is called in
the North, the that, (the array or moulds of particular types
under which a group of minor melodies can be classified on
the basis of thewr unity). Following an older precedent,
Ramamatya takes the Mukhari mela, as the suddha scale and
gives it the place of precedence.* “Of all the melas Mukhari
is the first. Other melas are as follows: Malava-gaula, Sri-
riga, Siranga-nila, Hindola, Suddha-rima-kriya, Desaksi,
Kannada-gaula, Suddha-nita, Ahiri, Nada-rama-kriyi, Sud-
dha-varali, Riti-gaula, Vasanta-Bhairavi Kedira-Gauda,
Hejujji, Sama-varali, Reva-gupta, Simanta, Kambhoji. Thus
there are twenty melas.” (Appendix 17).

With the advent of Akbar (1542-1605), the most enthu-
siastic patron of Indian culture in all its branches, North
Indian music approaches the most glorious period of its his-

(1) “Bhasanam janakah pasca-dasmte
Yastikoditah”| 20| Sangita-ratnakara, Vol. I, p. 152.

(2) Although he accepts Mukhari, as the Suddha scale, follow-
ing the older practice, he was inclined to take Milava-gaula as his
model for the Suddha scale: “Rago Malava-gaulasca**raganamutta-
mottamah|| (Svara-mela-kalinidhi, p. xxxi). As Mr. Aiyar re-
marks: “Evidently he did not come to deduce his twenty melas
form any kind of principles but perhaps recorded such of the melas
as were in vogue during his time.” o

52



tory. At the head of the new development under Akbar
was the famous singer Miyin Tin Sen, who was a close
associate of Siir Dis, the great poet-saint, and who received
his musical education at Gwalior under the discipleship of a
great musician Ram Dis Svami. It is generally believed in
conservative musical circles, that Tan Sen was principally
responsible for abjuring many old traditions and for intro-
ducing innovations and questionable novelties which lead to
the deterioration of the old Hindu system. ‘‘He is said to
have falsified the rdgas and it is stated that two, Hindola
and Megha, of the original six have disappeared since his
time.”* There is no doubt that Tin Sen introduced new
ragas and new versions, or unconventional variations of old
forms. It is well-known that Tan Sen was the first to intro-
duce the E-Flat (Komala gandhara) and both varieties of
Nisiada (B flat and sharp) into the réga malldr which came
to be known as “Miyian-ki-mallar.” Similarly, he is the
inventor of a new type of Todi known as Miyan-ki-Todi.
The modified forms of Kanara known as Darbari Kanara are
attributed to him. Nevertheless, our innovator was not
tardy in paying his respects to the rigas of hoary antiquity. In
a Hindi treatise on music, called Rag-mala,’ he accepts the
six ragas (sat-rdg) enumerated by the school of Hanumin and
analyses them into their component parts. He claims to have
examined the schools (mats) of Siva, Bharata, and Hanu-
mdna and describes his own views, set forth in the work as
the School of Tan Sen’ (Tanseni mat),® based on the autho-
rities of Matangamuni and Bharata. The author claims to
analyse the six principal ragas and to give their component

(1) Rag-mala, prasiddha Miyan Tan Sen racita, Lahiri Press,
Kasi (Benares), 1907.. Pandit Bhatkhande believes that this is a
spurious work compiled by some later authors and fathered on Tin
Sen to lend a halo of authority to the work. The fact that the name
of Tan Sen is introduced somewhat aggressively in almost every
alternate line throws ample doubts on the authenticity of the attri-
bution.

(2) Dekhyou Siva-mat Bharat-mat, Hanuman-mat joyi|

Kahai sangit vicari kai, Tanseni mat soyi.|| 2 || Rag-mala.

(3) Francis Gladwin: Agyeen Akbery, 1800, London, Vol. II,

Pp. 456-464.
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elements, an analysis of which would apparently suggest that
these ragas are mixed melodies (sankirna) compounded of
other independent melodies. What is really meant is that
the so-called component melodies, are affiliated to and, hence,
can be derived from these major rigas considered as genus.
Like Amir Khusrau, Akbar himself is credited with the
introduction of many Persian melodies to the India rigas of
his time. According to the Akbarnima (Beveridge, Vol. J,
p. 50), His Imperial Majesty had “composed over 200 of the
old Khwarizmite tunes, especially the tunes of Jalasahi,
Mahamir, Karat, and Nauroj, which were the delight of the
young and the old.” We have no records of their musical
characters, but the melody Nauroj, later sanskritized as
“Navarocika” still survives in current practice. The author
of the din-i-Akbari devotes a chapter under heading Sun-
geet' where he cites certain data collected from some con-
temporary treatises. He mentions six ragas or ‘musical
modes’: Sree Rag, Bussunt, Behrowng, Punchem, Megh, and
Nutndrain. Under each raga, he cites raginis, which he des-
cribes not as rdginis, but as “Variations” of the ragas. He
refers to the two classes of songs marug (mirga) and deysee
(dest). And under the former he cites seven out of the melo-
dies then current in the Deccan: sirya-prakas, pafica-tal-
esvara, sarvato-bhadra, candra-prakasa, and riga-kadamba.
But the most important contribution to the develop-
ments of the Akbar period we owe to a great scholar, named
Pundarik Vittal, who came from some part of the Deccan.? He
was the author of four remarkable treatises in Sanskrit? in
which the theories and the musical practices of his time are
systematised. Although he cites the Southern Mukhiri or
Kanakangi scale, the music that he treats of is without doubt
Northern music. Our author wrote his works under the aus-

(1) As indicated in the concluding portion of the “Sadriga-
candrodaya”, he came from a village called Sitanirva (?) near Siva-
gangi in Karnata (Kanarese District).

(2) Three of his treatises have been published by Prof. V. N.
Bhatkhande and the data available has been very lucidly discussed
by him in his article in Sangeeta (Vol. I, No. 4) under the title: A
comparative study of some of the leading music systems of the 15th,
16th, and 18th centuries.
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pices of three successive royal patrons. The first one
Sadraga-candrodaya was written some time between 1562
and 1599 under the service of the Faroqi Prince Burhan
Khan of Khandesh which was incorporated in the Moghal
empire after the seige of Asirgarh in 1599.! In this work
he deals with both the Southern and Northern systems of
ragas and classifies them under nineteen thats or parent-
scale, viz.. Mukhari, Malava-gauda, Sri, Suddha-natta,
Desaksi, Karnati-gauda, Kedira, Hijeja, Hamir, Kamode,
Todi, Abhiri, Suddha-varati, Suddha-rimakri, Devakri,
Saranga, Kalyana, Hindola and Nada-Ramakri. Out of these
nineteen original (mela) rigas, he attributes to five of them
their respective derivative forms (janya-riga). (See Appen-
dix 18). As Prof. Bhatkhande remarks, “the Hindusthani
musician will find this classification very interesting. He
will find many of his own rigas in the list. Some of these
latter seem to have retained their original svaras (notes) to
this day.” The work, is, therefore, of great significance for
the data provided for the history of the ragas. It is note-
worthy, that when the author composed his works, the recog-
nized melodies in the north far exceeded the limits of an
exhaustive enumeration as is evident from the author’s
remark: “Owing to the rigas being innumerable it is impos-
sible to describe each individual ones, I am reciting, here,
some of them, following a particular school.””

In his next treatise Ragamald, written probably under
the patronage of the Jaipur princes, Midho Singh and Man
Singh Kacchwas,® Pundarik Vitthal classifies the melodies

(1) “Tajjah sri-burahina-khina-caturahs kamanukari varah
Sangitadi-kala-prapirna-vimalah sahitya-tejomayah|| 5
Sadraga-candrodayah, p. 7.
(2) Anantatvittu raginam pratyekam vaktumaksmah|
Kesanicin-matam-asnitya kati rigan vadimyaham)||
Raga-mala, p. 12.
(3) The colophon to a Ms. of Riga-mals in the Collection of the
Bhandarkar Oriental Research Institute (Ms. No. 1026 of 1884-87)
runs as follows: “Sike wvasvambaka-vedibja ka parigamte dhaty-
samvatsare’smin| Asidhe krsna- pakse-iaja-dhara-sudine paicami
revatibhe| Nagamvi dharma-sanur-dvijavara-tilako Vighalo’sti?
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under six male ragas, and attributes to each, five ‘spouses’
(bharyyas) and five ‘sons’ which may be conveniently set
forth in a table in Appendix 18.

In this list of 66 melodies, we miss some of the ragas
cited in the first treatise, given above. The 66 ragas tabu-
lated in the list probably represented the current melodies
as Pundarik Vitthal found them in Northern India when he
sat down to compose his work. But the Ragamdld, from
our point of view, is the most important document, as it is
in this work that we come across for the first time descrip-
tive verses, actually giving the visual pictures, along with
the component notes of the melodies, and also an indication
of the time allocated to the singing of the ragas.

The third treatise, Ragamarijari, was probably composed
by the author under the patronage of Raja Mansingh Ka'chwa
and after he was introduced to the Imperial Court at Delhi.
In this work, he cites twenty melodies as parents of
the derivatives. They are as {follows: Mukhari,
Soma-raga, Todi, Gaudi, Varati, Kedira, Suddha-nita,
Desaksi, Desi-kara, Saranga, Aheri, Kalyana, Kamoda, Hijeja,
Rama-kri, Hindola, Karnita, Hamira, Malava-kaisika, and
Sri-raga.

But the most important feature of this work is the re-
cognition of the place,of as many as sixteen Persian melodies
and relating them t(z) the Indian melodies by their nearest
equivalents. Most probably these imported melodies had
already obtained a place 1n current Indian music of the North
and the author only confirmed the practice by including them
in his work and by indicating their characters by assigning
them to their places in relation to the Indian models. As
Professor Bhatkhande remarks that the use of the locative
case termination of the Indian rigas named “is intended to
show that the Persian melody is not exactly the same as the
Indian but that the two are founded on the same scale.” He
accepts them as part of the Hindusthani system though he

vidvan| Teneyam riga-mali rasika-jana-gale bhisanirtham krta hi”)|

This chronogram yields the date $aka 498 i.e. 1576 A.D. See
discussion in ‘Notes on Indian Chronology XI. Date of Riga-mila
of Pundarik Vitthal, Annals of the Bhandarkar Research Institute,
Vol. XIII, 1931-32, pp. 337-346,
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characterized them as “Persian” and recognized that they are
“the gift from others” (parada). They are sixteen in num-
ber and are known as: Rahiyi, Nisavar, Mahura, Jangula,
Mahang(?), Vari, Sunhath, Iraya, Huseni, Yaman, Sar-
pharada, Vakhreja, Hijejaka, and Musak.

It is significant that Turuska Todi, which must have re-
ceived an earlier affiliation is not mentioned in this list. On
the other hand, Sarpardi, which is ascribed by tradition to
Amir Khusrau, is here enumerated as a new-comer.!

By this time, the melodies had too far exceeded in num-
ber to be confined within the limits of the six rigas and their
wives. In this connection, two texts of uncertain date (and
perhaps dateable about the second quarter of the 16th cen-
tury), deserve to be noticed here.

The first text bears the name Cattvdrim$acchata-raga-
niripanam, attributed to Nirada®? Whoever may be this
author, who wrote under the cover of a name revered in
musical history, he must have belonged to the sixteenth cen-
tury when the melodies could not be conveniently grouped
under the two categories of male and female rigas, and a
third category was a severe necessity. And the device of
classifying the new-comers as ‘sons’ (kumara) of the known
ragas and raginis was resorted to. More than one author
adopted this device.? But this author appears to be the ear-

(1) “Anye’pi Parasikeya rigah parada-namakah|
Sampisrnah sarva-gamakah kikalyan taritah sadd)|
Rahayi Devagandhare (1) Kanare ca nifivarah 2 |
Sarange mahuro nama (3) Jamgalo® tha vangalake (4)||
Defya-mahangako nama, (5) vara malhara-ragake (6)]
Kedare'pi ca sahnatha (1) Dhandsyam ca irayaka (8)|
Jijavantyim ca hauseni (9) Malave musalikakah (10)|
Kalyane yamano gayet (11) Sarpardo’ tha vilavale (12)|]
Defikare vikharejah (13) Asivaryyam Hijejakah (14)
Devagaryysm mulakakhyak (15) evamanye’pi yojaye”||
Raga-manjars, p. 19.
(2) It survives in various Mss., one of which is in the Tanjore
Palace Library (No. 6651). It has been published by M. S.
Sukthankar (Arya Bhusan Press, Bombay, 1914).
(3) It is generally asserted that this fanciful system of classi-
fication of dividing the melodies into groups of ‘families’, consisting
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liest to adopt this mode of classification. For, he builds his
raga-system on the earlier phase of ten major melodies, des-
cribed as ten masculine ragas: Sri-riga, Vasanta,, Paficama,
Bhairava, Kauéika, Megha-raga, Nata-Nirayana, Hindola,
Dipaka, and Hamsaka. This classification he attributes to
Nirada.' The author proceeds to give the contemplative
verses (dhyana) the verbal image of each masculine raga,
and then enumerates five wives for each, and four sons for
each couple. (See Appendix 19).

To the early part of the reign of Jahangir (1605-1627
AD.) belongs an important music text, specially treating of
the melodies. It is the Raga-vwodha by Somanith, son of
Mudgala, composed m 1609 AD. (1531 éaka) as indicated
in the colophon.* The author has added to the text a com-
mentary of his own which 1s of great assistance in interpret-
ing the text. It 1s difficult to say if the author wrote his

of ‘hushands,’” ‘wives’ and ‘sons’ is an essentially Northern and un-
scientific method, 1s not authorized by the ancient texts, and has not
been followed 1n the Southern School. This 1s generally true. But
the germ of the 1dea 15 certainly derived {rom Sangita-ratnikara.
At page 152, (part 1) Sirangadeva describes 15 major rigas as
“janakas” (fathers) of the mnor melodies (bhisis). Then he des-
cribes (p 238) a few ragas, which he could not group under any
class and assign to any famuly, as melodies of unknown parentage
(anukta-janaka).

(1) This must mean the author himself, and not the author of
Sangita-makaranda, (p. 18) who enumerates the masculine rigas as
twenty m number. The author of Cattvarimsacchata-raga-mripa-
nam, represents a time, when 1n Northern India, the major melodies
(purusa-raga) were growing less and less in number, and approach-
ing towards the stage of being limited to six rigas. It is quite pos-
sible that our author, though living in a later epoch, was adhering
to the older and conservative school.

(2) “Kudalhana-tithi-gamta Jake saumyavdasyesa-masi suci-
pakse.”|
The work is available in the edition of Purusottama Gharpure
punted at Poona, 1895, and also in a recent edition by M. S. Aiyar,
with an elaborate Introduction and Translation, Triplicane, Madras,
1933
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work in the North, or in the South.! He classifies the melo-
dies by selecting 23 melodies as major melodies (pravartaka-
raga) and Mela-kartas (‘unifiers’, or genuses), taking the
Mukhari as the Suddha scale,” and derives the other melo-
dies, by classifying them under one, or other of these 23
types or classes. He does not, however, give any exhaustive
enumeration of all the melodies which he remarks are mnu-
merable according to the various ancient schools (mata)”,
and incidentally cites Matanga, Nisahnka, and Ragarnava, in
his commentary (Ch. IV, pp. 1-3). He also cites the classifi-
cation into six major rigas, with five raginis each, making
up a system of 36 riagas, and also cites the classification
of six rigas, with five wives, and five sons
each, making up a total of 66 melodies.” He however follows
the Carnatic system by devising a scheme of generic rigas
(melas), giving a system of 23 Mela-ragas from which he
derives the other melodies. (See Appendix 20).

This scheme differs from that of the 20 melas of Rima-
matya’s Svarakalanidhi not only in the additional five melas,
Bhairava, Mallira, Kalyana, Suddha-vasanta and Hammura,
but we also miss in Somanath’s list—the rigas Hindola, and
Hejujji. Bhairava is sometimes accepted in place of Malava-
gauda.!

To the reign of Shah Jahan belongs, the short but popu-
lar treatise known as the “Sangitadarpana” (the Mirror of
Music) written by Damodara Misra about 1625 AD.* It is
more a compilation than an original work, and the author
freely quotes from various authorities. His definition of
‘Sangita’ (song and music) evidently borrowed from some

(1) Pandit Bhatkhande takes him to be an authority of the
Northern School.
(2) “Santi mukhari-mele fuddhih sadjidayah svarih sapta”||
Riga-vivodha, Chapter 3, 32.
(3) “Ragah sar-purusistesim pafica pafca tu yositah|
Sanavah paice paficawa sai- sastirity te'khalah”||
Raga-vivodha, Ch. 4, 2, commentary.
(4) See Aiyar’s Edition of Svarakalsnidh:, Intro XLVI.
(5) It is available in the edition of Raja Sir S. M. Tagore who
published it with his own commentary and notes (Stanhope Press,
Calcutta, 1881).
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earlier text-writer is worth quoting: “The quality of pleasing
is the common factor underlying the art of singing songs,
accompaniments, and dance. Therefore that which fails to
give pleasure cannot deserve the name of music (Sangita).’

In his chapter on ragas, he gives a list of twenty major
rigas :—Sri-raga, Natta, Vangila, Bhasa, Madhyama, Sadava,
Rakta-hamsa, Kohlasa, Prabhava, Bhairava, Dhvani, Megha-
riga, Soma-raga, Kimoda, Amra-paficama, Kandarpa, Desa-
khya, Kakubha, Kaiéika, Natta-narayana.

This bist is quite distinct from the system of six ragas
and thirty-six raginis. The author cites two different systems
of ‘six-ragas’, one according to the school of Hanuman, and
the other according to the view of Ragirnava. He also cites
the view of Somesvara on the time-theory of the melodies.
The chapter ends with a series of descriptions of the six ragas,
and thirty raginis, according to the school of Hanuman, to-
gether with prayer-formulas (dhyanas) for each of the melo-
dies described. The prayer-formulas of some of the upa-
riginis,not given elsewhere, are cited by the author.

The next available text belongs to the South and the
Karnatic system. Sangita-sidha, composed by Govinda Dik-
sit, the minister at the Courl of Prince Raghunath Naik
(1614-1640 A.D.) of Tanjore, was ascribed hy the author to
his royal patron.® It is an elaborate treatise, and treats of
the melodies very fully. The descriptions of the jatirigas,
including the composite jati-melodies, are illustrated with
actual songs, with notations. The author gives to the
Suddha-jatis a picturesque name, viz., Kapdlani (skulls),
associating their origin with Siva, as he went about in his
begging role (viksatana vesa) with the skull as his begging
bowl® Improving on Matanga (Appendix 3) the author
classifies melodies under ten divisions: (1) Grima-riga, (2}

(1) Gita-vaditra-nrtyanim raktih sidharano gunah|
Ato-rakti-vihinam yanne tat sangitamucyate|| 6| Sangita-
darpanam.
(2) The text together with a free translation is being published
in a series of articles, in the Journal of the Music Academy, Madras,
Vol. 1, Nos. 1-2, p. 57, 1930, 1932, 1933, by P. S. Sundaram Ayyar,
and Subramanya Sastri.
(3) Journal Music Academy, Vol. II, No. 3, p. 166.
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Upariga, (3) Suddha-riga, (4) Bhasi, (5) Vibhasa, (6)
Antara-bhasi, (7) Raganga, (8) Bhasanga, (9) Kriyanga,
(10) Upanga. He cites and describes 30 Grama-ragas, 8
Upa-rigas, 20 Suddha-ragas (nearly the same as given in
Sangita-darpana, ante p. 32) and the ‘derivative melodies’
(jonya-bhasd-raga).

While Svara-kald-nidhi cites 20 melas, (generic melodies
which unify the derivatives under a genus-species system),
Raga-vivodha cites 23 mela-karti rigas; by the time of
Govinda Diksit, 72 melas had been evolved. Though the
system of Melakartis had been in existence before, Diksit
gives it an emphatic status, and appears to have codified it,
and given it a proper name, calling it, after the name of his
patron, as ‘Raghunatha-mela’. The author is said to have
introduced some new ragas, e.g., Jayanta-sena and others.!

The two following texts, Hrdaya-kautuka and Hrdoya-
prakdsa, come from the North.” The author of both is Hrdaya
Nirayana Deva who ruled in Gadi desa about 1724 Samvat
(==1646 or 1660 A.D.) In the first work, the author bor-
rows his 12 parent scales (samsthinas or thats) from Riga-
tarangini. He, however, invents a new melody called
Hrdaya-rima, in which two peculiar notes are used, eg.,
tri-éruti ‘ma’ and tri-éruti ‘ni’, and on the basis thereof lays
down an additional thirteenth thds. His derivative ragas are
very fully described with their complete note-compositions.
In his Hrdaya-prakasa, the author confines himself to 12
types of melas or thats, commenting that ‘there are innumer-
able melas in the ocean of music, but only 12 of these are
useful here.” He defines mela as ‘a collection of notes cap-
able of producing ragas’ He emphasises on an important
point. ‘The use of two, three, or four notes may produce
pleasing improvisations (tanas) but not rigas.” The Suddha
scale of Hrdaya-prakdsa seems to correspond to the Kifi

(1) “You have codified the new Meli, Raghunath Meli by
name” (65).
“You have sung the new Rigas Jayantasena and others”
(64). Ibid. Vol. I, No. 2, 1930, p. 120.
(2) Both these texts have been edited by D. K. Joshi and
published by B. S. Sukthankar, Arya Bhusan Press, Poona, San
1918,
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thit of the modern Hindustani musicians.

Passing over Harivallabha's Hindi treatise (1653 A.D.)
interesting only for its iconographic data,we come to themost
important text of the South, the Caturdandi prakasika by
Veikatamakh' the son of Govinda Diksit. The work was
composed about 1660 A.D., and offers a very pungent criti-
cism of the Svaramelakalamdhi. The author develops the
melas into as many as 72 different types.” These 72 melas,
the author considered as final, and exhaustive. He had
asserted that ‘even Siva could not add to the 72 melas’?® This
challenge has however been taken up by a later theorist the
nameless author of Melddhikara-laksana. Many musicians
hold that 72 melas are not possible. Venkatamakhi’s system is
based on the following 12 svara sthanas: (1) Sadja, (2)
Suddha-rsabha, (3) Catu-éruti rsabha==Suddha-gandhara,
(4) Sat-sruti-rsabha=Sadharana gandhara, (5) Antara-gan-
dhira, (6) Suddha-madhyama, (7) Pratimadhyama, (8) Pafi-
cama, (9) Suddha-dhawvata, (10) Catusruti-dhaivata=
Suddha-nisada, (11) Sat-éruti-dhaivata=Kaiika-nisada, (12)
Kakali-nisada. “The point to be noticed about this scheme
is that with these twelve sthanas alloting two for Ri, Ga, Ma,
Dha, and Ni, we can have only 32 melas in all, and in fact
that position has heen taken by some of the musicians of the
present day. But Veikalamakhi mtended to provide for
both the Ris, or Gas, or Dhas, or Nis, occurring in the same
mela, and so he classified the same sthina both as Ri, Ga, Ga;
and as Dha, or N1. Thus we get Suddha-gindhara, Sat-
§ruti-rsabha, Suddha-nisida, Catuh-¢ruti-dhaivata. Thus the
seventy-two melas are made up”. (T. L. Venkatarama Iyer,
in Journal Music Academy, Madras, Vol. I, No. 1, p. 42). He
sets out a table of 19 melas (Appendix 24) which were cur-
rent when he came into the field.*

(1) Available in two editions: (1) published by Joshi and
Sukthankar, Arya Bhusan Press, Poona, 1918 San, (2) published by
the Music Academy, Madras.

(2) “Dvi-saptatr melakanam nirmati venkatefvara.”

(3) “Nahi tat-kalpane bhala-locano’m pragalbhate.”

(4) “Ittham pradarsiti meli laksya-laksana-sangatah|
Ekona-visadasmabhih samprati pracaranti ye||” Ch. IV. 174
Catur-dandi-prakasika,
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Venkatamakhi classifies the rigas into six kinds of
Marga-rigas and four kinds of Desi-ragas.

A text datable about 1665 A.D., and which became very
popular in the North 1s the Saigita-Parijata by Ahovala Pan-
dita® having been translated into Persian by Pandit Dina-
nith in 1724 AD. The translation bearing the seal of the
librarian of Emperor Mohamed Shah (1719-1724) is still in
the collection of the Rampur State Library. The most im-
portant feature of this work is the fixing of the exact places
of the suddha and vikrta notes in terms of the lengths of the
sounding string of the vipd, in the same manner as that of
Hrdaya-kautuka. Ahovala does not appeal to give any clas-
sification of the rigas under any types of parent-scale (thit)
or otherwise, although he claims to describe the ragas ac-
cording to the characteristics laid down by Hanuman.* But
occasional references to thatas seem to indicate, that in his
time, classification of rigas under thditas had become current
in the North. He gives a list of 122 ragas, which he des-
cribes with accurate notations.® He groups them according
to the time and watches (prahara) assigned to their appro-
priate periods [or singing, dividing them into three groups,
for the first, second or third watches, while a string of 19
ragas are grouped together as suitable for all hours (“sarvadi
ca.sukha-prada’”).

Passing over the short Hindi treatise of Deo-kavi (¢
1673 AD.), mostly of iconographic interest, we come to a
very interesting group of texts:  Anipa-sangita-
vilisa,  Anipa-sangita-ratnikara and  Aniipa-sangi-
tankuSa, all composed by  Bhavabhatta  under
the patronage of Raja Anip Singh (1674-1701
AD.) of Bikanir. This group of texts® is of great interest

(1) It was edited and published by Jivinanda Vidyasigara,
Sarasvat Press, Calcutta, 1884,

(2) “Laksanini vruve tesim sammatys ca Hanimatah”||333 ||

Sangita-Parijata.

(3) “Duavimfatya fatam te ca prokti loka-sukhaya ca”||488]|

Ibid.

(4) The three texts have been printed and published by Joshi

and Sukthankar, Arya Bhusan Press, Poona, San 1921, in one
volume.
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for the history of the ragas. By adopting the data offered by
nearly all the earlier texts, the author gives an historical
view of the rigas, and their various classifications as gleaned
from the preceding theorists, beginning from Yastika. In the
first text, the author gives various prayer-formulas from
earlier authors whose original texts are not otherwise avail-
able. In the second text, the author cites variegated forms
of 18 different melodies, e.g., 16 forms of Nata; 14 forms of
Karnata; 16 forms of Velavali; nine forms of Todi; and so on;
He catalogues 37 varieties of grima-ragas with their respec-
tive derivatives (vibhasas &c.). He gives a very interesting
history how the first group of six major-ragas came to be
recognized at first. ‘The ancient authorities had given the
status of major ragas to the following (four): (i) Natta-
narayana, (ii) Megha, (iii) Bhairava, (iv) Sri-riga. To this,
the grima-raga called ‘Paficama’ was added, and also the
raginga ‘Vasanta’ (thus making a group of six).” Then the
author cites four other different groups of six-ragas, inclu-
ding that of the Ragarnava, with their respective raginis for
each of the five systems. Next, he gives the name of 20
melas: Todi, Gaudi, Variti, Kedara, Suddha-nata, Malava-
kaisika, Sri-riga, Hammira, Ahiri, Kalyana, Deéaksi, Defi-
kir, Siranga, Karnita, Hijeja, Nadarimkriya, Hindola,
Mukhari, and Soma. This is followed by full descriptions of
numerous important melodies, mostly accompanied by
prayerformulas. In the third text Anipa-sangitankusa, the
author confines himself to the system of Hanumana, with
slight variations, viz., Saveri, substituted for Asavari (See
Appendix 33). Descriptions of the note-structures of the
melodies are borrowed from various earlier authorities. It
is obvious that Bhava-bhatta does not record any new deve-
lopments, but follows current and prevailing practices.
Similarly, the Sangita-dimodara by Subhankara (¢, 1690)
is mostly based on Sangita-darpana and does not offer any
new materials or data for the history of rigas.

During the eighteenth century the available texts have

(1) Naua-nirayanasyipi Meghasya Bhairavasya ca|
Sri-rigasya ca samproktam ragatvam pirva-saribhik|| 142 ||
Pajicamo grima-rigah syidrigangam ca Vasantakas”|
Andapa-sangita-ratnikara, p. 28.
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very little to record by way of new developments. Thus the
treatise called Sangita-nardyana' composed by Purusottama
Miéra under the patronage of Nariyana Deva of Parlakimedi
of the Southern Gajapati dynasty about the years 1730-1750
freely uses the earlier texts.? The most interesting of the
citations in this work are the verses from Nirada’s Pasicama-
sara-samhitd, and Mammata-carya’s Sangita-ratnamali, the
original text of the latter being not yet traceable. The prin-
cipal feature of the work is contributed by the descriptive
prayer-formulas from various earlier authors. The author
follows the six-riga system with the following major rigas:
Bhairava, Vasanta, Milavakau$ika, Sri-riga, Megha-raga,
and Natta-narayana.

To the closing years of the eighteenth century belongs a
short but interesting text, Sangita-siramrtoddhira® attributed
to a royal author, King Tulaji of Tanjore (1763-1787) AD.).
Though a late work, it has some interesting features. He
refers to a musician (giyaka) named Sautika* and cites pithy
definitions of the classification of rigas into raganga, bhasinga
etc. He cites Matanga, Vitthala, and the Caturdandi-praka-
$ikd. He cites the melodies as current in his time (“samprati
pracaranti ye,” verse 14). He attributes to Someévaradeva,

(1) The text is available in an unpublished Ms. in Bengali, in
the collection of the Asiatic Society of Bengal No. 2513-69-E4. The
colophon runs as follows: “It: fri-man-mkhidanvayottunga-garva-
fava-stasyakhila-guna-sadma-padma-nibha-bhami-pati-tani-janmano
-maharajasya-sihitya-sangitirnava-karnadhara (kara) kamalergajapati
-vira-éri-Navayana-devasya-krtau Sangita-Narayane suddha-praban-
dho-dharanam mama caturthah paricchedas * * * S$ri-Kaviratna
Purusottama-Misra-Krta Saagita-Nardyanonama granthah.”

(2) A chief called Niriyana Deva of Parlakimedi, is referred
to in R. D. Banerjee’s History of Orissa, Vol. II, p. 120ff. See also
Ramachandra Kavi : “Literary Gleanings,” Journal Andhra Histori-
cal Research Society, Vol. 11, 2, 3, 4, p. 206.

(3) The work is represented by two imperfect Mss. in the Col-
lection of the Tanjore Palace State Library, Nos. 6629, and 6632
(Burnell's Catalogue, p. 60). It has been published in an edition
now out of print, printed in Bombay by Bhila Chandra Sarma.

(4) “Bhasingastena  Kathyante gayakaih  Soutikadibhih,”

Verse 12,
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the well-known verses describing the origin of the six major
rigas from the mouth of Siva and Parvati, already cited here
(ante p. 13, foot-note 1). As a characteristic Southern text,
it classifies the melodies under the system of melas. As com-
pared with the Caturdandi-prakasika, the text offers several
peculiarities. If we compare the mela and janya-ragas—as
given in the Appendices 24 and 2 and we find that the
Mukhiri mela, popular in the earlier period, has given up its
position of honour to $ri-riga.! Suddha-rima-kriya, and
Sindhu-rima-kriyd are cited as two independent major
rigas, and a new major riga (melaka) is cited under the
name of Vega-vihini, The Saindhavi riga, an evening
melody, is described as giving victory in times of war.? The
melody Madhyamidi is said to be very moving and stimulat-
ing when played on a flute.®* The melody Kannada-gauda, an
Upanga-raga, is said to be very popular in Orissa (“Utkala-
namatipriyah”). Among the list of derivative melodies the
following new names are cited: Midhava-manohari, Sri-raii-
jani, Jayanta-sena, Mani-ranga, Udaya-ravi-candriki, Ardra-
desi, Meca-vauli, Piirna-paficama, Nariyani, Piirna-candrika,
Sura-sindhu, Chhaya-larangini, Julivu (Sanskrit form of
Jilaf?), and Manoha. Some interesting varieties of older
and familiar melodies are cited, e.g., Yadu-kula-kamboji,
Narayani-deéaksi, Nata-kurafiji, Mohana-kalyani, Indu-
ghanta-rava. The new names appear to prove that music
was still a living science, growing by the development of new
melodies.

Sangita- The Hindi text Sangita-sira® compiled by Maharija

sirabyMa-  Sawai Pratapa Simha Deo of Jaipur (1779-1804 A.D.) offers

hirija Pra-

tipa Simha “ - ) ’”
pa 2 (1) “Atra sarvvesu rigesu $ri-ragaicottamottamas”|| T4]|

“Sri-riga raga-rajo’ yam sarvve-sampat-pradayakah!
Itucyate tatra laksmya Tulsjendrena dhimata|| 85 ||
Sangita-saramrtoddhara.
(2) “$ri-raga-mela-sambhatak Saindhavi-riga irtah|
Samgrama-karmmani jaya-pradaeh sayam pragiyate
Samparna-svara-samyuktah sadjo-nyasa-grahamiakah”||
Ibid.
(3) “Raktiretasya ragasya muralyim drsyate’dhika”|| Ibid.
(4) Published by Poona Gayan Samaj, Printed at Arya Bhusan
Press, 7 parts, 1910-12.

66



no data bearing of the history of the ragas. He however
describes several new rigas e.g. Laikd-dahana, Lilavati.
The work is of more interest for the materials offered for
musical iconography. The work is the result of a conference
of experts and musical practitioners called at Jaipur for the
purpose of compiling a standard work on Hindusthani musie.
In the work the standard of Suddha scale accepted is that of
Vilaval.

The eighteenth century has very little to record in the
history of the development of Indian music, in theory, or
science—though eminent practical exponents continued to
carry on the brilliant traditions of the Moghul periods as late
as the reign of Muhammad Shah (1719-1748 AD.).

During the early part of the nineteenth century an im-
portant Persian text offers a new development in the classi-
fication of rigas. This is a Persian text compiled in 1813 A.D.
by Muhammad Rezza, a Prince of Patna. It is known as
Nagmat-e-Asaphi and appears to survive in manuscripts.
This eminent connoisseur of music had the courage to call
into question the classification of the northern system, based
on a picturesque divisions of the melodies into ‘wives’ and
‘sons’ of rigas. He devised a new system based on a study
of the structural similarities of the rigas. He based his
classification by accepting the Vilaval scale as the standard
of Suddha scale. He built up his system after consulting the
best practising artists of his time. z

A pretentious treatise compiled during the early part
of the 19th century, and printed in 1842 we owe to a musical
expert Krishnananda Vyasa, a Gauda Brahmin from a village
in Udaipur. It is an encyclopzdia in Sansknit of songs col-
lected from different parts of India and published under the
title Sangita-raga-kalpadruma.'! It also deals with dancing
and drumming and rhythm. It is hardly an original contri-
bution to music and merely summarises the works of pre-
vious text-writers. In the section on rigas the author follows

(1) The work has been printed twice, the first edition during
1842.49, and the second edition in two volumes in 1916 by the
Bangiya Sihitya Parisad, Calcutta, vide O. C. Gangoly’s note on
‘Date of the Samgita-raga-kalpa-drumh’ in the Annals of the Bhan-
darkar Oriental Research Institute, Vol. XV, Parts 1-11, 1934, p. 117.
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the Sangita-darpana basing his classification on the School
of Hanumin, He describes the 36 melodies and quotes the
prayer-formulas as cited in the Sangite-darpana. As an
anthology of old songs, both in Hindi and Persian, which
are collected under difterent melodies, the work is of great
value, the materials having been collected during a period
of 32 years, from a wide field of researches.

The compilation of Raja Sir Sourindra Mohun Tagore,
(one of the greatest connoisseurs and patrons of Indian
Music) under the title of Sangita-sara-samgraha' and pub-
lished in Samvat 1932 (1875 A.D.) offers the latest study on
the old Sanskrit musical texts. His chief sources are the
text of Sangita-ratnikara, Sangita-damodara, and Sangita-
darpana. His work is of great interest for the collection of
prayer formulas (dhyinas) of ragas according to the three
schools.

A more original contribution to the science of the ragas
is furnished by Sri-mal-laksa-sangitam and Abhinave-raga-
marjar® two short Sanskrit treatises composed in 1921 by
Pandit Bhat-Khande (under the pseudonym of Visnu Sarma)
an eminent scholar and one of the foremost living connois-
seurs of Indian music to whom this volume is dedicated.
The author adopts the system of umfiers (melakas) and deri-
vatives (janya). Accepting the Velivala as the fundamental
scale,’ he divides the ragas into 10 groups (melakas=group-
makers): Kalyana, Kammaj, Bhairava, Pauravi, Miravi,
Kaphi, Asavari, Bhairavi and Todika, The derivative raginis
coming under each group are set out in the table given in
Appendix 35).

This hasty, summary, and bird’s eye-view of the deve-
lopment of the ragas will be imperfect, without reference to
the recent innovations introduced by Dr. Rabindra Nath
Tagore. His experiments are chiefly interesting for their
harmonious combmations of apparently inconsistent, or

(1) Printed by 1. C. Bose & Co., Stanhope Press, Calcutta,
1875.

(2) Printed at the Arya Bhusan Press, Poona, and published
by Bhalchandra S. Sukthankar, 1921 (Saka 1843), Bombay.

(3) “ddimak sarva-melanam velivali-su-melakah”, verse 89,
Abhinava-raga-maijari, p. 9,
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temperamentally divergent, or structurally incompatible
ragas—into happy and melodious compositions. As we have
seen (ante p. 27-28), numerous old masters of Indian music
had changed the current forms of ragas in new and attractive
versions, and novel forms of interpretations. ‘“Knowing the
old ragas perfectly well, he (Tagore) too had the right to
use and change them as his own inspiration told him to do.”

(1) A. A. Bake : ‘Rabindranath Tagore’s music’, The Golden
Book of Tagore. 1931, pp. 273-276.

.
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RAGAS AND RAGINIS

The differentiation of riginis from rigas is a topic of
some complication. The evolution of the raginis as a class
of melodies to be distinguished from ragas properly so-called
is a matter of later history. The word ragini does not occur
in the works of Dattila, Bharata, or in the Brhaddesi.
Raginis are believed to be graceful, minor, diminutive, or
abbreviated forms of rigas. At an earlier stage, such as we
find in the Brhaddesi, they were looked upon as the derivat-
ives of the root-rigas, and as reflecting the character of the
ragas’ (Chaya-matranuga). They are then designated as
bhasas, and vibhdsds, and antara-bhdsis. And each of the
several earliest grima-ragas, or raga-gitis (see Appendix 3)
had particular bhasi-gitis assigned to them. According to
the definition of Matanga, ‘the bhasds were derived from the
grama-rigas, the vibhasds spring from the bhagis, and the
antara-bhasas were born of the vibhdsds’.! In the nomen-
clature of this definition, and in the feminine endings given to
these early derivatives of the root-ragas, we have the seeds
for the later classifications of ragas and raginis, picturesquely
called as the wives of the ragas, and the classification of rigas
and their derivatives picturesquely called as the sons
(putras) of the ragas. The three types of derivative ragas,
mentioned by Matanga, have names with feminine endings
(stri-pratyaya).

According to an ingenious suggestion by a modern
scholar of music,? it is the placing of the emphasis on the
cadential notes (nydsa, vinyasa, apanyasa, sannydsa) on the
stronger or the weaker pulses of the rhythm of a melody that
determines its sex. And that when the musical phrases or

(1) “Grama-rigodbhavi bhisi bhasbhyasca vibhasikah|
Vibhasabhyaica sanjata tatha cantara-bhasikah||”
Matanga, Brhad-defi, p. 105.
(2) Pandit Krsna Chandra Ghose Vedanta-Cintamani.
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structure of a melody have an upward or ascending tendency
(@rohana) with the cadential notes resting on the stronger
pulses—then it is called a raga (a masculine melody). And
when the phrases and structure have a downward or des-
cending tendency (avarohana) with the cadential notes rest-
ing on the weaker impulses,—it is characterized as a ragini
(a feminine melody).

The conception of ragini, as a graceful, or a diminutive
phase of a raga, and designated with a feminine ending ap-
pears to be a peculiarity of the Northern system. Saranga-
deva does not recognize riginis, but only bhasds, vibhdsa and
antarabhdsds. The differentiation of female melodies is first
come across in the Sangita-makaranda of Narada, who gives
three classes of melodies under the headings of (i) male
rigas (pumlinga-raga), (ii) female rigas (stri-ragas), and
(ii) neuter ragas (napumsaka-ragas). - This classification is
ascribed to Brahmai, and the three groups are allocated to
three different types of emotive values. The male melodies
are assigned to the sentiments of Wonder, Courage, or
Anger, the female melodies are assigned to the sentiments of
Love, Laughter, and Sorrow, while the neuter melodies are
assigned to the sentiments of Terror, Fear, Disgust, and
Peace.!

It should be noted that Narada does not actually use the
word ragini, but uses the term stri, or ‘yosit’ (wife) of a raga.
If Mammata (8th century) is the author of Sangita-ratna-
mild, then the earliest reference to raginis is to be found in
this text; it has been freely utilized by the author of Sangita-
nargyana and various later authors. But this is somewhat
problematic, as Nanyadeva, (12th century) an authority of
the Northern School does not mention rdginis, so the term
does not appear to have been used very much before the date
of the Ragarnava (c. 14th century), though the recognition
of a female riga must be fairly old in the Northern system.

Gurjari, Saindhavi, Gandhari, Abhiri, are some of the
earliest feminine melodies designated by Matanga under the

(1) “Raudre’dbhate tatha vire pum-ragaih parigiyate)
Srngara-hasya-karunam (?) stri-ragarica pragiyate]| 65 ||
Bhayanake ca vibhatse fante gayannapumsakel||

Sangita-makaranda, (G. O. S. Vol. XVI, p. 19).
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Nomencla-
ture of
Rigas:

name of bhdsi. According to the terminology of the mytho-
logy of the tantras, the minor melodies have been born of the
union of the male and the female phases of the melodies.

As Nirada has remarked, ‘curious, indeed, are the
nanies of Rigas’! If we study their names we find three
distinct phases. At the first stage, about the time of the
Naya-Sastra the melodies took their names from the domi-
nant or significant note prevailing in their compositions.
Thus, one of the grama-rdgas is called Sadji, from the note
Sadja; Argabhi, from the note Rsabha, Gandhdri, from the
note Gandhara, and so on. The lastnamed melody still sur-
vives in current practice. The name ‘Madfyamlidi’ (now
regarded as a ragini of Bhairava) is so-called as it begins
with the note ‘Madhyama’ (F). Vibhasg, originally a generic
name for a class of derivative melodies (a sub-division of
bhagds) now survives as a proper name for a ragini. In
the second stage, the melodies derived their names from the
ancient tribes inhabiting various parts of India. Thus the
Sakas, the Pulindas, the Abhiras, the Savars, and the
Bhairavas® appear to have lent their names to the following
rigas: Saka-riga (with variants called Saka-tilaka,
Saka-miérita), Pulindi-raga, Abhiri, Saverika (Saviri) and
Bhairava-raiga. Three of the earliest ragas, (a) Malava
(with its derivatives Malavika, Malavaéri, Malava-paficama,
Mailava-vesara, Malava-kaisika,® vulgarized into Malkausa),
(b) Andhri, and (c) Giirjari, may have come from the an-
cient tribes known as the Milavas, the Andhras, and the
Gurjaras respectively. As is well-known, the Milavas

(1) “Naradena vicitrena sonti namani vaksyate”| Saagite-
makaranda, p. 18, 56.

(2) The Bhiravas were an aboriginal sect mentioned along
with the Sakiras, Abhiras, Chandalas, Pulindas and Savaras in Sira-
ditanaya’s Bhava-prakasana (Gaekwad’s O. S. Vol. XLV, 1930.
Introduction, p. 61).

(3) According to Matanga (Brhaddefi, T. S. S. p. 98) Milava-
Kaifika is so called because it is derived from the Kaiiki-jati
melody’ (“Kaifiki-jati-sambhatib rigo Malava-kaifikah”|| (346). The
term ‘Kaiéiki’ (literally—‘hair breadth’) is derived from the theory
of 3rutis (microtones). Thus, ‘Kaiéiki ni' is nikhida (B) less by
one Sruti.
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were ancient martial tribes (ayudhaj-jivi-samghas), men-
tioned by Pataijali, and who were formerly settled in the
Punjab where they offered resistance to Alexander, and
latterly settled in the North-west part of Central India, to
which they gave the name the Mialwa.! The Andhras, a
Dravidian sect, played a more important part in the political
and cultural history of India, and founded ruling dynasties
occupying various parts of Central, Eastern, and Southern
India at different periods.? Similarly the Gurjara clans,
probably foreign immigrants associated with the White Huns,
formerly settled near Mount Abu, and, later, occupying the
peninsula known as Guzerat,—played important parts in
developing Indian culture and religious history. They are
also associated with an important ruling dynasty known as
the Gurjjara-pratihira dynasty.® The aboriginal races of
India appear to have contributed many shining and colourful
threads to the rich and variegated texture of Indian musical
tapestry.

Other names of ragas are derived from geographical
place names and regions. The most typical example is
Vangila, ‘the celestial form of which’, Matanga points out, ‘is
derived from the Vangila country’.* Cognate examples are
(a) Saindhavi, from Sindhiidesa, modern Sind, (b) Sauvira
(with its derivative, Sauviraka, Sauviri) from the ancient
region in the South-west,” (c) Takka (sometimes called

(1) “The Milavas” by Adrish Ch. Banerji, Annals of the
Bhandarkar Oriental Institute, Vol. XIII, 1931-32, pp. 218-229.

(2) “Andhra History & Coinage” by Vincent Smith (Z. D.
M. G., 1902, 1903).

(3) D.R. Bhandarkar : ‘Foreign Elements in the Hindu Popu-
lation’ (Indian Antiquary, Vol. XL, 1931, pp. 7-37.

C. V. Vaudya: ‘History of Medicval Himmdu Indwa, Vol. I, p. 84.

J. C. Ghosh: ‘Padihir’s (Indian Antiquary, Vol. LX, 1931,
pp. 239-246).

(4) “Vangala-defa-sambhita vaingali divya-rapini,” Brhad-defi,
p. 127.

(3) ‘The Markandeya Purina assigns Sindhu-Sauvira to the
South-west’ (Cunningham’s ‘Ancient Geography of India, S. Majum-
dar’s Edition, 1924, p. 7).
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“Taku’, later vulgarized as ‘Tanka’), from Takka-desa’
(d) Saurastri (vulgarized in forms, such as, Saurathi, Surat,
Surat-mallir) from the Saurastra-desa and (e) Karnata
(Karpati), from regions of same names.{ Similarly, the
ragini Kambhoji (still surviving in the South in the popular
variety known as Hari-Kambhoji) is derived from Kam-
bhoja-desa) and the ragini Vairati may have come from Berar,
or Virata kingdom, figuring in the epic anecdotes of Maha-
bharata. Bhotla, a very early melody, may have come from
the region of Thibet (Bhotta), just as Gauda (Eastern
Bengal), to be distinguished from Vangila, and Gaudi must
have been melodies imported from the Eastern part of Ben-
gal. Likewise, the melody Pauravika (Puaravi, Piirvi),
Iiterally meaning ‘eastern’, may have come from that region.
It is quite possible that the melody known as Kakubha de-
rives its name from an ancient village, famous in Gupta
history, as a culture-centre, ‘a very jewel amongst villages,
sanctified by the habitations of sages’.” The village Kakubha
still survives under the name of Kahdyusi, five miles to the
west of the chief town of Salampur-Majhauli in the district
of Gorakhpur. The ragini Khamvavati, an ancient melody,
probably derives its name from the city of the name of Cam-
bay; the site of the ancient city is three miles away from the
modern city. The Venetian traveller, Marco Polo, in the
thirteenth century, calls it “Cambat.® According to Col.
Todd, the proper Hindu name of the city, was Khambavati,
‘the city of the pillars.” ‘The inhabitants write it Kambayat.
It is spoken of as a flourishing city by Mas’udi who visited it
in 915 A.D.” Ibn Batuta (14th century) speaks of it as a
very fine city, remarkable for the elegance and solidarity of
the mosques and houses built by wealthy foreign merchants.

(1) The melody may have come from an ancient aboriginal
tribe known as the Takkas (Taks, or Tauks of later times) who occu-
pled portions of the Panjab in early times and who are believed to
have given the name to the ancient city of Taksa-41li (Taxila) and
of Attak (Attoc). See “Early Turanians: Takkas” (Cunningham,
A S Reports, Vol. II, 1862.65, Simla, 1871, pp. 6-11).

(2) “Khyate’smin grama-ratne kakubha iti janaik sidhu-
samsarga-pite” (Fleet’s Gupta Inscriptions, No. 15, p. 67).

(3) Marco Polo, Yule’s edition, 1875, Vol. II, p. 389,
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The melody does not appear to find its place in the Sangita-
makaranda, nor in the Sangita-ratnakara, nor even in the
Sangita-samaya-sira, and is mentioned for the first time in
Locana Kavi’s Raga-tarangwni (c. 14th century).

The ragini Hijeja [Hejujji|, an imported melody, now
affiliated with Indian ragas, is also believed to have been so
called after the name of a city in Persia.!

Of other examples of the Sanskritization of names of
non-Indian or non-Aryan melodies, the most important is
Velavali. In its original form, which we find twice mention-
ed in the Abhilasartha-cintamani (Ch. 66, 67), it is vela-ills,
apparently a Dravidian word. Todi, sanskritized as Tudika
(Todika), is orignally derived from Tuddi. Aéavari, and
Dhannasika (Dhanasri), meaningless as Sanskrit terms, pro-
bably conceal within their modern forms, their original non-
Aryan names. Similarly, ‘Bhavana-paficama’ mentioned as
an upa-raga in Sangita-ratnakara, is a respectable form of
Khammaj ragini), to be distinguished from ‘Khamvivati’,
(see notes on Plate CX1V) is first described by Saranga-deva
as ‘Khambha-iti’ (Vol. I, p. 212) and, then under the respect-
able name of ‘Stambha-tirthika’ ‘the sanctified water from
the pillar.? Names which had no chance to put on respect-
able garbs of Sanskrit names, are exemplified in Chevaiti,

(1) In Persia, * * * “the modes are chiefly denominated like
those of the Greeks and Hindoos, from different regions or towns; as
among the pardahs (maquams=rigas), we see Hyjaz, Irik, Isfahdn
and among the shébahs, or secondary modes, Zabul, Nishapur, and
the Iike. In a Sanskrit book, which shall soon be particularly men-
tioned, I find the scale of a mode, named Hijeja, specified in the fol-
lowing verse:—Mamsagraha sa nyaso’ c’hilo hyejastu saychne. The
name of this mode is not Indian; and if I am right in believing it a
corruption of Hijaz, which could hardly be written otherwise in the
Nagari letters, we must conclude that it was imported from Persiwa.”
‘On the Musical Modes of the Hindoos’ by Sir William Jones, (S. M.
Tagore’s Reprint, 1882, pp. 134-135).

(2) The familiar rigini known under the popular name of
Jhinjhott (jhijhit) has for its Sanskrit equivalents: ‘Jijaivanta’
‘Jhinja-vati. Likewise, Miru, a prikrta word has Miraviki as its
Sanskrit form.
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Golli* Kaccoli, Geranji and various other non-Aryan names,
which should provide, for our philologists, new and rich
fields of research.

Some of the names are derived from their associations
with the season, and seasonal rites, or saturnalias. To this
class belong the Megha-riga, the melody of the rains,
Vasanta, the melody of the spring, the Hindola, associated
with the Swing Festival, and the Sri-raga, associated with the
harvesting season. The text of Sangita-Sudha (early 17th
century) alludes to the traditional association of this melody
with Laksmi, the goddess of Fortune. ‘As it is known to all,
it brings fortunes.” Prathama-mafjari (lit. ‘the first
shoots’) probably borrows 1its name from its association with
early spring. Other melodies associated with the spring and
the summer are, Cita-mafjari, (lit. ‘the Mango-blossom’),
Amra-paficama (‘the mango with the fifth note’).

The ancient sub-divisions of the ragas into a sub-group
of Kriyanga ragas, have left their traces on some of the me-
lodies—e.g. Gunakriya=—Gunakiri (Guna-keli); Rima-kriya
—=Rama-kiri, Rama-kri (Rama-kel1); Naida-raima-kriya—
Nada-rama-kri; Devakriyi=Devakri; Siva-kriya=—=Siva-kri.?
When music, and raga-gitis, originally associated with the
stage and the drama, derived assistance and prestige from
the cults and cult-worships, the melodies borrowed some
more new names. Thus, Bhairava, and Bhairavi (probably
associated generally with the Bhirava clans) became the
medium of singing solemn hymns to Siva. Kedira (a name
of Siva), Sankarabharana (‘the ornament of Sankara’) and
Hara-Sragira (‘the passion of Siva’), are apparently names
given by devout Saiva worshippers. Ghanti-rava, (lit. ‘the
voice of the bell’) is apparently associated with the worship

(1) Golli is sometimes met with in the form Gauli from which
the transition to the Sanskrit name Gauri (to be distinguished from
Gaudi) is easy.

(2) “Atha Suddha-ragsh Sri-ragah: 1: *** Vire rase’sau vini-
yojaniyo Laksmi-pradak sarva-jana-prasiddhat”: 130. Sangita-
Sudha, Journal, The Music Academy, Vol. III, Nos. 1, 2, 1932, p. 37.
Sri-kanthi, now obsolete, is another melody associated with Laksmi.

(3) In an intermediate stage, the names of Kriyssga melodies
take the forms of Guna-krti, Raima-krti, Deva-krti, and so on.
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in the temple. Kanada came to be associated with the cult
of Krsna (Kanar, the Hindi-prakrta form of Krsna). The
more significant example of a melody associated with
Vaisnava worship is the Najta-Narayana (the ‘Dancing
Vignu').

Many a flower appear to have lent their names to old
melodies:—Kusuma (flower), Kamala (lotus), Nilotpali(blue
lotus), Utpali (lotus), Kumuda (lily), Kaumadaki (apper-
taining to the lily), Kuranga-malika (the deer-flower),
Malati (jesamine).

Various raginis have borrowed names from birds and
animals: Kokila (cuckoo), Mayuri (pea-cock), Naga-
dhvani (the voice of the snake), Hamsa-dhvani (the voice
of the swan), Vada-hamsi (the big swan), Kuraiiji-Kurangi,
(antelope), Vlhagada Vlhangada (the blrd)

Sometimes, individual musicians, princes, chiefs, kings
and patrons of music, have recorded their names in melodies
created by them, or varieties and innovations introduced by
them. The earliest example is the name of the melody
Bhatiyari, (‘Bhartrharika’, according to the text of Sangita-
Sudhd [early 17th century]. It is traditionally derived from
Bhartrhari, the famous prince-poet, the author of the Satakas,
who is believed to have lived in the middle of the seventh
century.

Of master musicians naming melodies after their own
names, the typical example is that of the three masters patro-
nised by Raja Man Thomar of Gwalior, each of whom contri-
buted one variety of mallér, called after them, Bukshoo-ki-
mallar,” “Charjoo-ki-mallar,” and “Dhondee-ki-mallar.” The
“Bahaduri-Todi” is named after Sultan Biz Bahadur of
Malwa, (1556-1570) who became their later patron.

The Sharqi kings of Jaunpur (1394-1479 A.D.) were
patrons of art and architecture. The popular melody still
current under the name of ‘Jaunpuri Todf’, originated from
that area.

With the name of Miyin, Tansen, the famous Court-
musician of Akbar, are associated two melodies: ‘Miyan-ki-
mallar’ and ‘Darbari’. Likewise ‘Vilaskhani-Todi’ has been
ascribed to Vilas Khan who has been identified as one of the
sons of Tansen.

The Sanskrit names and their prakrta and Hindi vari-
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ations as well as their vulgarized forms have led to some
confusion as to the identity of the names of the melodies and
their proper designations. These variations have been
given, as far as possible, in the descriptive notes on the
Plates. But some of the parallel names may be cited here
by way of illustrations: Bhairava—Bhairon; Varati—
Varidi; Desakhya=—Desikh; Desi=Des;  Asavari—Aswari;
Mallarika—Malhar, Malar; Girjjari=Gujri; Deva-Gandhara
=Deo-gandhar; Travana—Trapana, Trivani; Triveni Him-
viri==Hammir; Addani=—Adana.

Bungling copyists have contributed their share to the
confusion of names. Thus Pata-mafijari, before it emerged
in its present form, passed through the following stages,
Prathama-maijari (Sangita-makaranda, p. 19), Phala-maii-
jari, Prati-maifijari (Ragarnava).

An example of deliberate transformation is offered in
the name Madhuma-vati (Rdga-sdgara) which subsequently
figures as Madhu-madhavi, associated with Krsna
(Madhava).

The study of the names, as we have seen, yields import-
ant data for the origin and the history of the ragas. But,
they have also their practical uses in correctly apprehending
the identity and rasa-values of fundamentally different
raginis, current under similar or analogous names, and liable
to be confused by novices and untrained musicians. We
have in current practices a group of identical or analogous
names which under misleading designations stand different
and generically distinct melodies, different in structure, and
in emotional significance, which must be carefully distin-
guished from each other. Under misleading similarity of
names, pairs, or groups of melodies embody different per-
sonalities, with widely different rasa-values.

In the illustrations, and in the descriptive plates, these
pairs of “opposites”’, masquerading under similar names have
been juxtaposed, and their different pictorial portraits have
been exemplified. It will be sufficient to cite here the groups
of the analogous names: thus Todi (Plate XV) and Tudi
(Plate XXI) represent differing conceptions Kanoda, wife
of Dipaka (Plate L) is different from Kanoda, wife of Mallira
(Plate LI): Ramakiri, wife of Bhairo (Plate XXXII) differs
in conception from Ramakiri, wife of Malava (Plate XXXIII,
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Fig. A), and also from Riamakeli, wife of Karpita (Plate
XXXIII, Fig. B): Desakh (Plate XXXIV), Desi (Plate
XLIII) and Desakari (Plate LXXV) represent different
melodies; two different melodies are indicated under the ana-
logous names of Lalita (Plate XXXVI) and Lalita (Plate
XXXVII, Fig. D); the verses and pictures illustrating Keda-
rika (Plate XLVI) and Kedar1 (Plate XLVII) offer divergent
portraits; Nata (Plate XLIV), Natiki, Nata (Plate XLV) and
Natta-niriyana (Plate LXXIX) embody divergent personi-
fications, and differing emotive values; Saviri (Plate LXLVI)
and Saverika (Plate LXLVII) under analogous names con-
ceal different identities.

(1) In a series of articles published by the author in the
Bengali journal Sangita Vijdana-Praveaks (Vaiiikh Asidh, Srivana
1341) Calcutta, the topic has been elaborately discussed.
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TIME THEORY

“One of the characteristic peculiarities of Indian melodies
is their traditional association with particular seasons of the
year, and with particular hours (watches) of the day and
night. According to the Indian theory, there is some in-
herent quality in some ragas which allocate them to parti-
cular season, and attune them to the peculiar atmosphere of
nature prevailing during a given season, the melody inter-
preting the spirit of the season, and the seasonal atmosphere
echoing sympathetically to the character and essence of that
melody.) Very antagonistic views have been held by Indian
musicians and theorists as to the validity or scientific basis
of the so-called relationship between the spirit of a season
and its appropriate melodic interpretation, but the theory
has been handed down from a period of respectable antiquity.
Curiously the earliest texts throw no light on the subject.
The works of Dattila, Bharata, and Matanga offer no clue for
this tradition. And it is not until we come to Narada’s
Sangita-makaranda (a Northern text, probably datable about
the 8th-9th centuries) that we come across written authority
for this traditional association of melodies with particular
seasons and hours of the day. It is quite possible that the
assignation of ragas to particular seasons may be older than
the Sangita-makaranda. The seasonal festivities are of great
antiquity. The Spring Festival (with its variations for festi-
vals assigned to special flowers e.g. Kaumudimahotsava—
the great festival of the Kumuda flower) is, as we know from
ancient dramatic literature, very ancient and was accom-
panied by gambols at the swing (hindola), very picturesquely
described by Rajasekhara (circa 9th century) in his Karpira-
manjari (ii. 30). It is quite possible that the Vasanta and
the Hindola rigas were melodies specially associated with
the spring festivals. The Hindola is the earlier melody, from
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which the Vasanta has been derived.! Some of the texts
identify the two melodies as one.” The Solstice-feasts had
therr appropriate rituals and festivals, with appropriate
music, lute-playing, the dramatic appearance of loose women,
and the turn of the sun dramatized by discus-play and by
mounting of the swing. “Each of the two solstice-festivities
had its proper divinity and melody, and the melody of the
summer solstice was accompanied by drums, to imitate
thunder, while that of the shortest day was accompanied by
the rattle of war-cars, representing an attack on the ewil
spirits of winter. The dancing girls round fire, with full
water-jugs, and their singing (‘a joyous song’) were addi-
tional popular elements.””® In this way, the Megha-riga may
have become the ‘proper melody’ of the rainy season, the
Vasania probably became the ‘proper melody’ of spring.
Hindola, which, hiterally, means ‘the swing’, was, probably,
associated with, the primaeval non-Aryan ‘Festival of Swing’,
and, was, later, appropriated by, and affiliated with, the
‘Dolotsava’, or ‘Dola-~ydtrd’, or the Jhilana festival of the
Krsna-Radha cult, one of the most popular religious festivals
in the North-west. Bhairava (Bhairon) was, probably,
related to some festival connected with the worship of Siva,
formerly held in the month of Asvina (September-October)
but now amalgamated with the worship of Durga (Saradiya
Pija, literally the Autumnal Festival). Sri-raga (lit. mean-
ing Laksmi, beauty, riches, the presiding deity of the har-
vest) may easily be connected with the harvesting season in
the winter when the crop is cut, raised, and garnared. In
most places in Northern India, the worship of Laksmi ($r7)
is timed to synchronise with the collection of the harvest in
carly winter. Sririga may, therefore, have been the ‘proper
melody’ associated with the harvest festivals in winter. The
melodies Bhairava, Hindola, Vasanta and Sri-riga must have

(1) “It: Hindolah|| Vasantastat-samudhbhavah!|
Parnastallaksano desi-hindolo’pyesa kathyate|| 96 || Sargita-
Ratnakara, Vol. 1, p. 197.
(2) Hindolak: “Ayameva Vasantikhyah prokto riga-vicaksa-
naih”| Sangita-Samaya-sara, p. 17.
(3) ‘Hindu Festivals and Fasts, Hastings' Encyclopedia of
Religion and Ethics, Vol. p. 868b.
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been the oldest primary ragas, originally borrowed from the
season festivals. The relation of Malava-Kaisika (Malkous)
to a particular season is difficult to explain. Paficama was
originally associated with Autumn and was later replaced by
Malava-Kaisika. Somes$vara is the earliest authority to
codify the tradition of allocating the six rigas to the six sea-
sons. According to this authority, quoted in Sangita-
darpana (1) Sri-raga is the melody of the Winter (2) Vasanta
of the Spring season (3) Bhairava of the Summer season
(4) Paiicama of the Autumn (5) Megha of the Rainy season
and (6) Nata-niariyana of the early Winter.!

The allocation of the six riagas to the six seasons was
never perhaps an invariable injunction and the practice must
have varied time to time throughout the ages. Thus, accord-
ing to the Sangita-kaumudi, Vasanta is to be sung during the
period between the festival of Sri-Paficami (now identified
with the festival of the worship of the goddess Saraswati)
and the great festival of Durga, and Malava belongs to the
months between the festival of Indra up to the time of the
worship of the Regents of the Four Quarters. Various
authorities have given varying suggestions for the seasons for
the melodies, certain practices are proper to certain regions,
and the singers should honour local or regional practices.?

(1) “Sri-rago ragini-yuktah fifire giyate vudhaih)
Vasanta sa-sahayastu vasantarttou pragiyate|| 27 ||
Bhairavak sa-sahayastu rtou grisme pragiyate|
Paiicamastu tathi geyo raginya saha farade|| 28||
Megha-rigo raginibhir-yukto varizsu giyate)
Natta-narayano rago raginya saha hemakel| 29 ||
Yathecchaya va gatavya sarvvarttusu sukha-pradak|| 30
Yathecchaya va gatavya sarvvarttusu sukha-pradah)| 30
Iti raganam rtu-nirnayah| Iti Somefvara-matam” |
Quoted in Sangita-darpanam, Calcutta Edition, p. 75.
Although the six rigas are assigned to six different seasons,
there is no immutable rule, or prohibition to sing any of them in
seasons not assigned to it. As the last line suggests, ‘singers have
the option to sing any of the rigas in all seasons, for the sake of
pleasure.’
(2) “Sri-Paficamim samarabhya yavat-Durga-mahotsavam|
Tavad Vasanto giyata prabhite Bhairavadikeh||
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Whilst associated, on the one hand, with the seasons, the
ragas are also related to specific hours of the day, or night.
Each riga is connected with a special mood, or passion, and
it is therefore fitting that each melody should also have a
special time appropriate to it. Considerable mystic signi-
ficance is ascribed to the singing of a particular riga in its
appropriate hour and some music scholars have recently dis-
covered some physiological basis in, the structure of the ragas
which seem to offer some rational explanation for assigning
particular melodies to particular hours.

It is in the Sangita-makaranda that we find, for the first
time, a classification of melodies according to their proper
hours for singing. In this text, melodies are divided into
solar or daytime ragas, and lunar (candrami@amsja) or noc-
turnal riagas. According to this text (Ch. III, 10-23), the
time-table of the melodies is indicated below:

Morning melodies: Giandhara, Deva-gandhara, Dhan-
nisi, Saindhavi, Narayani, Gurjari, Vangila, Patamaijari,
Lalita, Andola-éri, Saurastreya, Jaya-siksikid, Malhara,
Sama-vedi, Vasanta, Suddha-Bhairava, Velavali, Bhipala,
Soma-raga.

Noon-day melodies: Sankarabharana, Pirva (?), Vala-
hamsa, Desi, Manohari, Saveri, Dombuli Kambhoji, Gopi-
kambhoji, Kaisiki, Madhu-madhavi, Vahuli (two varieties),
Mukhari, Mangala-kausika.

Madhyahne tu Vararyadeh siyam Karnata-natayoh|

Sri-raga-malavadestu gane doso na vidyate iti||

Indra-pijam samasidya yavad-dik-devatarccanam|

Tavadeva samuddistam ganam vai Malavafaryam||

Evamtu vahudha-caryyair-gana-kalah samiritah|

Yasmin defe yatha sistar-gitam-vijias-tathdcaret”||
Sangita-Kaumudi (quoted in S. M. Tagore’s
Sangita-sara-samgraha p. 112).

The following version is offered in Locana Kavi's Riga-tarasn-
gini, on the authority of Tumburu:

Sri-Paficamim samarabhyae yavatsyit fayanam Hareh)

Tavad-Vasanta-rigasya ginamuktam manisibhih||

Indditthanam samarabhya yavad-Durga-mahotsavam|

Pratar-geyastu Desikho Lalitak Pata-masjari]| Poona Edi-
tion, p. 12.
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After-noon melodies: Gaugda and the derivatives there-
from.

Noctural melodies: Suddha-nata, Salanga, Nati, Sud-
dha-varatika, Goula, Malava-gauda, Sri-raga, Ahari, Rama-
krti, Rafiji, Chaya, Sarva-varatiki, Dravatika, Desi, Naga-
varatika, Karnata, Haya-gaudi.

+ Singing melodies in hours not appropriate to them are
discouraged and this text gsserts that, ‘melodies are liable to
be killed 1f sung during in-appropriate hours, and whoever
listens to them (at wrong hours) courts poverty and shortens
his span of Iife.” Exceptions are made on the following occa-
sions viz., marriages, gifts, and hymns to deities when, sing-
ing unassigned melodies, excepting Bhairavi, does not
amount to an offence.’

In the Sangita-ratnikara, the theory of assigning times,
or hours to the melodies 1s not alluded to, or discussed.
Nevertheless, the hour and the season for singing most of the
grama-ragas, and some of the Deél rigas are casually indi-
cated. Curiously, although the Megha-riga is described, its
appropriate season, or hour is not indicated. The following
time-table is derived from the text of Saranga-deva:

First watch of the Suddha-Kaisika. Bhinna-
day (Winter) .. Kaigika.
First watch of the Bhinna-Paiicama, Madhyama-
day (Summer) .. grima-riga, and Suddha-
paiicama.

First watch of the
Noon-time melody
(Rains) .o Sadja-grama-riiga.

(1) “Raga-veli-praganena raganam himsako bhavet)

YahS srnotv sa dardri ayur-nasyati sarvadal| 24 ||

Vwaha-samaye dina-devati-stuti-samyute|

Avela-raga-makarnya na doso Bhairavim ving”|| 26
Sangita-makaranda. (G.0.S. XVI, p. 15).

According to Sangita-mald, attributed to Mammata, Vasanta,
Ramakiri, Gujjari and Surasi can be sung at all times without any
offence :

“Vasanto Rima kirica Gujjari, Surasapica]
Sarvasmin giyate kale naiva doso’ bhijayate”]| cited in
Tagore’s Sangita-Sara Samgraha, p. 113,
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First watch of the
day (Autumn .. .. Bhinna-sadja.
Early part of the day .. Suddha-sadava, Bhinna-kai-
sika-madhyama.
Second watch of the
day .. . .. Gauda-kaisika-madhyama.
During the noon .. .. Gauda-paficama  (summer),
Gauda-kaisika (winter), Hin-
dola (spring) and Takka-Kai-

sika.

During the afternoon .. Vesara-sadava, Malava-paii-
cama, Souvira and Takka
(Rains).

Last watch of the day .. Bhotta, Milava-kaiSika (win-
ter), Travana.

First watch of the Bhinna-tina, Suddha-kaisika-

evening .. madhyama.

The day and mght are d1v1ded mto 8 parts or watches
(praharas, or yama), each of the duration of three hours
each.

Locana Kavi (1375-1400 A.D.) in his Raga-tarangini
cites two different traditions, one ancient, based on the autho-
rity of Tumburu, another of later times (arvacina) probably
based on the practices current in his time.

Morning melodies . . .. Dedakha, Lalita, Patamanjari
Vibhisi, Bhairavi, Kimoda,
Gundakari.
Morning-time
melody .. .. .. Varadi.
Evening melodies Karnata, Milava, and Nata.

The remaining melodles can be sung at any time, except
that the melodies Nata, Gaudi, Varadi, Gurjari, Desi are
forbidden during the early part of the day, and that Bhairavi
and Lalita should not be sung in the afternoon. Further
exceptions are offered during the night after the tenth watch.
Lastly, it is asserted that on the stage, and under royal com-
mand, singing a melody at inappropriate hours does not
amount to an offence.! The author sums up the authority

(1) “Daéa-dandat-param ratrow sarvesim ganamiritam|
Ranga-bhamaw nrpajiayam kala-doso na vidyate”||
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of Tumburu by suggesting that the melodies appear pleasant
and attractive when sung in appropriate hours, and that the
rules have been framed on the basis of the structure of the
notes.’

II. Bhairava belongs to the hour before dawn (bramhe
muhirte) ; Rimakiri to the time of the first flush of the dawn;
Velavali, to the early morning. Then comes Subhaga (?).
After the early morning come Todi, Samkara, and Varadi.
To the third watch of the day belongs Asivari. To the noon
belong Kiphi and Saranga. Nata and Malava are to be sung
during the afternoon. The evening is the time for Gauri.
At the beginning of the night, Kalyina should be sung, and
Kedara should be sung late at night. Karnita belongs to the
second watch of the night, while, Adana belongs to the third
watch. Souristra is assigned to the afternoon, Paificama to
the morning, while Mallira belongs to the hours of the
cloudy sky.

Pundarika Vitthala, does not treat the topic separately.
But in his Ragamala, and Sad-rdga-candrodaya, he indicates,
—the appropriate time for each of the rigas described by
him, and from these indications the following time-table has
been derived:

Early Morning Melodies .. Suddha-vangila, Karnita-van-
gila, Mallara, Vasanta,
Madhu-madhavi, Kambhoji,

Suhavi.

Sunrise Melodies .. Sankarabharana, Turuska-
Todi.

Morning Melodies .. Todi, Lalita, Bhairava, Bhai-

ravi, Tudika, Vibhasa, Gurjari,
Paficama, Goundakriti, Dhan-
nasi, Deéaksi, Narayana-
Gouda, Velavali, Madhya-
midi, Bhupali (?), Saveri,
Hindola, Simanta, Vahuli.

Noon-tide Melodies .. Suddha-nita, Salanga-nata,
Deva-kriti,

(1) “Yatha kile samarabdham gitam bhavati rafijakam|

Atah svarasya niyamad rige’pi nivamahkrtah|
Raga-tarangini, p. 13.
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Dedikara.

Afternoon Melodies .. Vahuli, Saranga, Jayata-sri.

Sunset Melodies .. Gaudi, Revagupti, Sri-raga,
Kimod, Abhiri, Travani,
Kalyina, Suddha-Gauda,
Devakri, Salanga-nata (?),
Karnita.

Evening Melodies .+ Kalyina, Sri-riga, Gunpa-kari,
Kambhoji, Gauda, Drivida-
Gauda, Souristri, Chaya-nata,
Siamanta, Padi, Nada-rima-
kriya, Varali, Ravana, Jija-
vanta (Jhijhint), Hamira-
nata, Saveri, Vihagada

Nocturnal Melodies .. Kedara.
Melodies suitable for all
hours! .. Mukhari, Kuranji, Rima-kri,

Vangila, ASavari (?),
Prathama-manjari, Deva-gan-
dhara, Malava-éri, Bhairavi,
Saindhavi, Natta-nirayana,
Hijeja, Suddha-varati, Desi,
Paraja-Vangila, Syama,- Tak-
ka, Malasri.

The Suddha-nita offers some difficulties. In the Sadraga-
candrodaya (p. 18) it is assigned to the middle of the day?
while in the Ragamiald (p. 22), it is assigned to the evening.?
Likewise, Bhiipali, considered as an evening melody in cur-
rent practice is assigned in the Sadrdga-candrodaya to the
morning.* Similarly, Bhairavi regarded as a morning
melody (prabhate) in the Rigamiila is assigned to all hours
in the Sadrdga-candrodaya.®

(1) ‘Sada, ‘satatam, ‘mityam, fifvad, ‘sadihar-nifim,” ‘diva-
nifam,” ‘anavarata-nada’.

(2) “Syat suddha-nato’hani tirya-yame”|| Sadriga-candrodaya,

p. 18.

(3) “Sandhyayim rsja-marge saradi hayagati rajate suddha-
natah”,| Raga-mala.

(4) “Bhapalika pratarasou vigeyas”|| Sadriga-candrodaya, p. 19.

(5) “Sads Bhairavika geya”|| Ibid.
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Ramamatya, without commenting on the topic, indicates
the appropriate hours for some of the melodies in his Svara-
kala-nidhi (Ch. V) from which the following time-table has
been derived:

Early morning: Mallari, Velavali, Saveri.
Morning: Lalita, Dhannyasi, Nariyany,
Karnata-Vangila, Vasanta-
Bhairavi, Bhipali.
Former part of the day

(pirva-yame): Deéaksi, Bauli Gaundakriya.
Afternoon: Sudda-rama-kriya.
Latter part of the day

(pascime-yame): Nati, Saranga-nala, Bhairavi,

Karnata-gauda, Hejuyji
Madhyamadi, Revagupti.
Fourth or last part of the

day (carame-yame): Simanta, Suddha-Vasanta,
Kedara-Gauda, Nada-raima-
kriya, Padi.
Evening: Mailava-Gauda, Sri-raga, Kam-

bhoji, Riti-Gauda, Sauristra,
Sung at all hours (sarva-
yame): Varili, Mukhari Malava-Sri,
Hindola, Samavarali, Niga-
dvani, Soma-riga, Ghanta-
rava, Bhinna-sadja.

A peculiar suggestion is that Bhairavi should be sung
during the latter part of the day, which seems to mean, the
afternoon.!

Somanatha (1609 A.D.) in his Raga-vivodha (Ch. V)
devotes ten verses to the time-theory which we cite here
from the translation given in Mr. M. S. R. Aiyar’s Edition
(Madras, 1933 p. 27):—"The Timings of the Rigas.”

“7.10. The Ragas beginning with Sankarabharana
should be sung at daybreak; the Ragas beginning with
Jaithadri, in the morning; the Rigas beginning with Todi, in
the dawn; the Rigas beginning with Gonda, in the noon;

(1) “Sampdrno Bhairavi-ragah sanyasah iamfako matah||

Sadja-grahas tatha geyo yame’hnah paicime ca sah”)| 25 ||
Svara-kala-nidhi, Aiyar’s edition, p. 35.

83



MALANT CMSLAY ACAT DT RAGINGD






the Ragas beginning with Bahuli, in the afternoon; the Ragas
beginning with Saurastra, in the evening; the Ragas begin-
ning with Suddha-nata, in the dusk, and the Ragas beginning
with Karnata, in the night. And finally the following Régas
may be sung always:—Mala-éri, Dhavala, Mukhari, Rama-
kriya, Pavaka, Saindhavi, Asavari, Gandhara, Maravi and
Paraja. The above-mentioned Rigas deserve to be sung
successively in their respectively appointed times.”
In verses (37-166) further indications are given as to
ragas to be sung at different parts of the day, or night.
In the Sangita-darpana (c. 1625 A.D.), the following
time-table of the melodies 1s indicated:
Morninz (3 hours from day-
break)’: Madhumadhavi, Desikhya,
Bhiipali, Bhairavi, Velavalj,
Mallari, Vallari (? Vangali),
Soma Gurjjari, Dhanasri, Ma-
lavasri, Megha-raga, Pafncama,
Deséakari, Bhairava, Lalita,
Vasanta.
Morning (after the first
watch): Gurjjari, Kauéika, Saveri,
Pata-maiijari, Revi Gunakiri,
Bhairavi, Rimakiri, Saurati.
Day-time (after the third
watch): (Gaudi), Trivania, Natta-
kalyana, Saranga, Natta, Natas
(all varieties), Karniti Abhi-
rika, Vada-hamsi, Pahadi,

None of the melodies is specially assigned to the evening
hours, but it is generally asserted that ‘these melodies (that
is to say, the last group assigned to the hours after the third
watch) are pleasant to hear up till mid-night.”> ‘The melo-
dies are to be sung at appropriate hours, following ancient
traditions, except that in performances under royal com-

(1) “Pratararabhya praharam yavadityarthak” (S. M. Tagore’s
note, in his edition of Sasgita-darpana, p. 73).
(2) “Ardha-ratravadhi-jieyi ete rigah sukhapradah”
(Ibid, p. 74).
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mand, time is of no consideration.!

In an excellent paper?® read before the Fourth All-India
Music Conference at Lucknow (1925), Pandit V. N. Bhat-
khande, expounding the time theory of ragas, has pointed out
the two-fold division of the ragas into (i) Piirva ragas i.e.
ragas fit to be sung between mid-day and mid-night and
(ii) Uttara rdgas i.e., ragas fit to be sung between mid-night
and mid-day. The significance of this classification with
reference to the time theory is thus explained by him: “Now
it will be observed that in the case of ragas falling under the
first division (Pirva ragas) the vadi note will be one of the
following notes: sa, ri, ga, ma, invariably, and that in the
case of the rigas falling under the second division (Uttara
ragas), the vadi note will be one of the following notes: ma,
pa, dha, ni, sa. The whole scale for this purpose is supposed
to be made up of two “Angas,” (parts), namely, the Pir-
vanga, and the Uttaranga. The Pirvanga extends from ‘Sa’
to ‘Pa’, and the Uttaranga from ‘Ma’ to ‘Sa’. In other words,
then, in the case of the Piurva ragas, the vadi note always
falls within the Piirvanga and in the case of the Uttara ragas,
the vadi note always falls within the Uttaranga. From this
you will see, that the proper location of the »ddi note will
enable you to determine whether a particular riaga is to be
sung between mid-day and mid-night, or between mid-night
and mid-day.”® The relation of the time to be assigned to
the Pirvanga ragas inter se is determined on another prin-
ciple deduced from the structure of the ragas. For this pur-
pose ragas can be divided into three groups: (i) Group taking
sharp-ri, -ga, and -dha. (ii) Group taking flat-ri, and sharp-
ga and -ni. (iii) Group taking flat -ga and -ni.*

(1) “Yathokta-kala evaite geyah pirna-vidhanatah||
Rajajiaya sada geya na tu kalam vicarayet”)| 26 ||
(Ibid, p. 14).
(2) ‘The Modern Hindusthini Riga system and the simplest
method of studying the same’ published in the Report of the Fourth
All-India Music Conference, Lucknow, Vol. II, 1895, pp. 114-147.
(3) Ibud, p. 134.
(4) “Ri-ga-dha-tivraks raga varge’ grime vyavasthitih|
Sandhi-prakasanamanah ksipti varge dvitiyake||
Trtiye mhitah sarve ga-ni-komala-manditah||”
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It will be seen that the ragas belonging to the first group,
are sung between 7 P.M. up to mid-night, and between 7 A.M.
and mid-day. While the ragas of the second group are sung
between the 4 P.M. and 7 P.M. and 4 A.M. and 7T A M. These
correspond to Purva-rigas to be sung in the evening, the
Uttara-ragas to be sung in the morning. They are designat-
ed ‘Sandhi-prakdia’ ragas (1.e. melodies which unify the
two other groups). For the ragas, belonging to the third
group, come between the first and the second group.*

Thus, the vadi note will determine whether a raga be-
longs to the Piirva, or Uttara group, and an analysis of the
note-structure will determine during what quarter of the day
or night, a particular raga 1s fit to be sung. Another deter-
minant element is offered by the use of the note sharpened
‘ma’ (tivra madhyama). “Most of the ragas taking a tivra
ma in their construction are ragas assigned to the period bet-
ween sunset and sunrise. The note Madhyama (f), therefore
is looked upon as an ‘Adva-darsika’ or guiding note.? This
function of the note ‘ma’ (f) is very picturesquely illustrated
by Vyankatamakhi in his Catur-dendi-prakasika: ‘Just as
by a drop of curd, a jar of sweet milk is converted to the
quality of curd, so by the introduction of the note ‘ma’, a
Piirva raga melody is turned into an Uttara-riga melody.”
Pandit Bhatkhande cites Puarvi and Bhairava; Kalyana and
Bilawala as practical illustrations of this principle. Thus, the

[Report of the Fourth All-India Music Conference,
1925, Vol. 11, p. 134.]
(1) According to an anonymous writer, (Leader, October,
1925), some ancient authority (not cited) the use of the notes Ri
(d) and Pa (g) are forbidden early in the morning. According to
him, the prolonged use of Ri1 at that time produces fatal results and
that of Pa damages the teeth.
(2) “Madhyamenanuripena yato’ siv-adhva-dariakah||”
[Report, Fourth Music Conference, Vol. II, p. 131.]
(3) “Kataha-sambhrtam ksiram
kevalam dadhi-vinduna
Yatha sam-yojyamanam tu dadhi-bhivam prapadyatel| 65
Tathaiva parva-meliste madhyamena mi-samjnikah|
Kevalenapi sam-yukti bhajantyuttara-melatim”|| 65
Catur-dandi-prakasika, Poona Edition, p. 24.
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Bhairava that can be changed into the Pirvi. that by the
substitution of tivra madhyama for Suddha-madhyama. So,
we find that the melodies of the Bhairava group e.g. Bhairva,
Yogiyi, Vibisa, Gunakari etc., take the Suddha-madhyama
and are sung in the morning; while those belonging to the
Pirvi group, viz., $ri, Gauri, Jeta-Sri, Puriyi-Dhanesvari,
Malavi, Travani, use the tivra madhyama and are sung in
the evening. The Sandhi-prakdsa rdgas, assigned to the
period of time which represents the junction (Sandhi) of the
day and night, use both the madhyamas; one group is sung
just before sunrise (e.g. Lalita, Paficama, Bhatiyiri, Rima-
keli etc.) while the other group, (Pirvi and its cognates) are
sung just after sunset.

It follows, therefore, as a result of the analysis of the
note-structure of the ragas, that “Rags taking both Ri and
Dha komala, Rigs with both Ri and Dha Tivra, or Ga and
Ni Tivra, and Rigs containing both Ga and Ni Komal, will
succeed, one after the other, in order of time.”

Since, ragas connote different and differentiated states
of feelings, or emotive flavours (rasas), Indian theorists lay
great stress on their relative difference in note-structures,
corresponding to their relative emotive significances, A
correct apprehension of the form of an individual riga,
therefore, involves an accurate understanding of its differ-
ences from cognate and other forms of related rigas. The
grouping and classification of rigas, according to some
principles or other, have, therefore, provided important
chapters in all ancient text-books. These principles have
veried from time to time, and have led to a bewildering
variety of catalogues, groups, and classifications. For the
purpose of convenient comparisons, we have set out a large
variety of groups, or classifications in tabulated forms,
arranged as far as practicable in a chronological sequence in
the Appendices, (a list of which is summarised on the page
opposite). It is not always possible, without accurate infor-
mations as to the note-structures of rigas current at different
periods of evolution, to discover the principles on which ragas
have been grouped, or classified. Various principles of

(1) S.N. Karnad: “Time Theory,” Report of the Fourth All-
India Music Conference, Lucknow, 1925, Vol. 11, pp. 202-08, at p. 205.
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grouping have been evolved and followed during a long
course of evolution which can be usefully studied in the
Appendices.

The earliest classification of the rigas has been based on
the number of notes used in their structures, according to
which they fall under (1) Odava (five-notes), (2) Khidava
(six-notes), and (3) Sampirna (seven-notes) classes, or
types. Dattila, the earliest musical authority of some rea-
sonable authenticity, gives another principle of classification
(later followed by several text-writers). He catalogues the
melodies under 18 jatis (species) of which seven are named
after the seven notes and the remaining eleven according to
their component notes. This is followed by Bharata, who
basing the classification under jatis, evolve from the jdtis, a
group called grima-ragas, which are generic ragas them-
selves, derived from the jati-rigas. As the two groups of
rigas are classed under two grimas (scales), seven under
sadja-grama, and eleven under Madhyama-grama, they came
to be designated as grama-ragas.

As has been pointed out, “Songs (gitis) have been sung
long before the ragas as such were formulated” (Fox-Strang-
ways). By the time of Matanga, the songs, or melodies
(gitis) were grouped under seven classes of which the fifth,
viz. the raga-giti was the most significant, the group of
melodies being recognised by the name of ‘ragas’. They were
seven in number, some having proper names derived from
the names of early iribes, or from ancient culture areas. As
new melodies were discovered or accepted they were affiliated
to one or other of these seven raga-gitis, which were regarded
as root-rigas, and the new melodies were accepted as bhdsds
or derivatives of the root-rigas, or major melodies. As
other new melodies were discovered, or evolved,—they were
accepted as bibhisas (derivatives of bhdasas) and as
bhasdngas, kriyangas, and ragangas. The relation of ragas
and bhasis and bibhasas are akin to the later classification of
rdagas and riginis.

We have another system of classification, into suddha
and wvikrta jatis (species) according to the use made of
{uddha (pure, natural, normal) notes, or vikrta (chromatic)
notes. This is referred to both in Bharata (Kavya-mala
edition, p. 308) and in the Sargita-ratnakara (Poona edition
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p. 74-76).

Somewhat akin to this classification,—is another classi-
fication of ragas into ‘Suddha’, ‘Salanka’ and ‘Saikirpa’. A
Suddha raga was understood to represent a melody which fol-
lows its own individual structural form, without carrying
the suggestion of any other melodies. Salanka some-
times called Chayad-laga, carrying the ‘shadows’, or
reflections of other melodies) riagas are those compounded
of two distinct ragas. It is a ‘mixed’ melody, a compound,
or an amalgam of two ragas, a ‘hybrid’. In Rdga-tarangini,
a chapter is devoted to describing the component modes of
hybrid melodies. Some masters e.g. those in the course of
Man Thomar, specialised in evolving new types of hybrid
melodies by combining well-known modes. This combina-
tion of melodies is techmically called ‘crossing of modes’
(raga-sankara). Hence, a mode derived by crossing more
than two melodies can to be known as sankirpas (cross-
breeds). This principle of classification survives in the
Natya-locana, which cites 44 melodies of the Suddha type, 16
of the Salanka type, and 22 of the ‘Sandhi’ (probably an
equivalent of Sankirpa) types.

Then followed the principle of classifying the ragas
according to structural affinity, or resemblance of note-
structure. This sometimes involves grouping of similar
melodies under one group, or genus, a group of ragas. The
Northern and Southern systems followed different methods,
if not, different principles of classification.

When we come to Narada’s Sangita Makaranda, we have
the beginning of the Northern system, in which the major
ragas are treated as ‘masculine’ melodies and minor melodies
are treated as ‘feminine’ melodies, affianced, or affiliated to
the major melodies. Thus Narada gives two different
schemes, in the first of which he enumerates eight inajor
melodies with three minor melodies assigned to each, and in
the second, he enumerates six major melodies with six minor
melodies (female riagas) assigned 1o each, the earliest enu-
meration of the traditional “thirty-six raginis.”

The Northern and the Southern systems of classifica-
tion, originaly, involved no fundamental difference of prin-
ciples. In the Southern system, the derivative melodies
were called ‘janyas’ or derivatives of the major melodies
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which were called janakas or ‘fathers’ (later called melakas,
or unifiers). In the Northern system, the minor melodies
were picturesquely called ‘wives’ of the major melodie