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FOREWORD* e

I ha.ve great pleasure in 1ntroducmg to- the"_\'_: -
students of music and the musm minded pubha L
~this very mterestmg treatise on the “Orzgm of
Raga” by Mr. Shrzpada Bandyopadhyaya, San~_’ o
- geet Visharad of the Marns College of Hmdusi
thani Musie. - - " .0 ¢ A .'

The Art of musie and dancmg ha.s new adeqn- .
ately impressed the publicwith their ‘benevolent .
influence on the mind and body, sothat an =

urgent demand has been crea‘lsed for books on:

the subJect This book fulﬁls its object - adm}_- o
-rably as regards the sub;ect, treated in it.. Itis - . -
the result of a deep @nd critical study 0f the -

_ 'ava.llab]e ‘modern. and ancient. hterature onL
g “Ra,aa,q” and ‘theu' orlgln, ‘on_the part of. the_'-'-_:""""
author, whe \s himself very Well equipped, with -

the knowledge of theory and practme of musiec = -
and. hag“had nearly ten years experlence of the_

Wor\k sof educating people in musiec.’ o
It is no Wonder that he ha,s ‘made lus mark

Din the field of music, a. product as he is, of the -
'_ lea.dmg institution of music, namely, The All -

.-_Indla. Marris College of" Hmdustham Musw, -
 Lucknow. . He'has ere now. pubhshed two other

" interesting books, namely, “Sitar Marga”'a text

' “book on-the Art of \S_ltzuf Pplaying and *The



'_-_--_Musm of Indle” beeldes f. 11ttle pamphlet con-
,' . taining. devotlonal songs -set - to musie, all of
- which haye engaged the attention of the public.
o “The Orlgm of R.a,e'a 1 d1v1ded into three.
cha.pters followed by an’ appendix, The ﬁrst
two chtapters deal with the age to age: progress
" "of the idea of the “Raga” and . the actual forms
- through which it has gone; through during the
‘ancient and. medieval times while\bhe third is
ﬁdevoted to the explena,tmn of thd-forms of the
:".“Ra.ga,s as - they are praetlse& and performed
Coab present Tt is thus 8, short ‘historical sketch
rof our musm, and Wntten ‘a8 it 13, in an ea,sy
"style of ¢ expressmn, it has become a very handy
nd: useful book of general knowledge of Indmn
asic.

___I':'a,m sure\t\het “The 0r1crm of Ra.ga. will be

--a.ppreela.t\ed” by the pubhe and make the eﬂ"orts
“of the euthor eueeessful

Principal, -
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EXORDIUM

The tendency of a.ll most all the modern cw111- e
sed citizens of this country towards the Fine Arts
‘and specla,lly to music is very encouraging, The . &
anthorities of the different Boards of Education AL -
and of many other Univesities have mcluded
music as a-subject in the course of studies, along
with other subjects. Hence a dearth; Qf good
books on the various topics on the.theory of .-
the present day music is generally@e}t by almost - i
every -student, lovers - of mﬁsm and easua.l
readers,

The present work, is. smh as treats the part1
cular subject, namely,ithe “Raga” and its origin |
“in detail. A brlef\account of which had a]rcady
been. publishe (i “NADA” a musical journal ’
of the Bhatkhande University of Indian Music,
Lucknows §1r£ 1941, and was approved by Dr.
S. N. 3\atan]anker, the Chief Director of the DRI
sa.ld\Umvermty, ‘who, inspite of beingin the .~
m;ldsb of multifarious &C‘[’:l‘i«'ltles, has very kmdly SR
N taken the trouble of going through the manus-
cripts of this little bpok to make it systematic -
and easy for the students as well ag for the -

" casual readers of Indian music. Ican hardiy - '
express my obligations to a personahty like hlm o




adva.nced students of music of the different

s needed for the fulﬁlment of the mqulsmve‘
-'-_'_ness of the studente of musm and it also covers

- the Whole theory of “Raga.”. | Ir it proves its

_'-\nethmg Wﬂl glve me mme satzsf:{etxon

Tam glad o acknowledge my ‘hearty thanks

Mr, S.-P, Sha,rma M.AY for going through the
: __crlpts and pl eof of ﬂ:ﬂs l1ttle book '

'_I:hanks aré ?due to Dr. Motleha.nd M A
“Ph..D D . of th\\Prmee of Wa,les Museum for his

: “Raga\Male” Pemtmgs whleh are added in thls_
t)and ‘also to.Mr. S: N.- Sircar, M. A Pro.

“h has taken m this WorL

‘This 'boek haspurposely been wi‘1tﬁeu foi-' the

Boards of Edueatlon and Universities in India."
ft- prowdes almost all available mform&tlon thaty

“te, Shrlyut RaJ&bhaI} aji for ‘writing the fore.
word” and. to my . leamed friend and eoIIeague'

n‘etor, Su-car Brothels, Delhl for the mteresﬁ '

7\

usefulness among bhe student c\emmumty' :

__:permissmn Ao reproduce the prmts from the -
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SPECIMENCOP‘{
. ORIGIN OF RAGA
S Chapter ]
'._-__"Different Schools of Indlan Musw

* The music nf dlfferent Dpations an dlﬁerent,
tlmes varies accordmg to the tagteand l:kmgs__"'-_
of the people, but the fact cannot be ‘denied
that the common ' effect of S#iusic or the notes
of a partmular tune, mefody or. an is almost
the same. SR '- L

The musmw&g of a - partleular age stlck,
under ordinar.g cumstances to the techmque__.__:_ i
of that CVECH \Unavmda.ble clreumstances a.rlse""_'__j:. o
‘when a.new age sets in with: & new techmque o
of mu@ Both these techmques old and new_"._' o
" struggle for a while, ‘after which the old dies - v
-ahd the new flourishes, till still newer age
brmgs w1th it its own newer. techmque to sup--' R .
plant it, Th all ‘these cases of suceession, the =
:_struggle between the old and the new tech-- -
niques lasts only during the tra.nsﬂ;lon “period, ¢
Tt is the inevitable ‘struggle that _goes by the ' -
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SE’ECIMENCOPY
THE .

ORIGIN OF RAGA

Cbapter I N
Blfferent Scmmls of Imhan Musg.

The musm of dlfferent rlatlons a,nd d}fferent_'"_\.'
times varies accordinig to the tagtgmnd likings
of the peop]e, but the- fact ca:nnot be demed-_'_.';f __
that the common eﬂect of . muszc or ‘the notes F
of a partleular tune me}ady or airis almost"_'ﬁ
thesame St QRS e

" The musmlans }Jf a pa,rtlcular age _stiek'
'under ordmary bﬁ‘eumstances to the techmque et
of that age, ; Una.vmdable elrcumsta,nces arise’ .
when a.neqv age sets in Wlth a new techmque
of musig)” Bot.h these teehmques old and new -1
'_ strugg\l‘e for a while, after which the old dies
;a.nﬁ ‘the -new - ﬂoumshes, tlll a still newer age -
\brlngs Wlth it its own newer: techmque 1o sup-'
plant it. Inall- these cases “of. successmn, the
struggle between the old- and the ‘new tech-’“ ': T
mques Iasts only durmg the' tra.nsmon perlod SR
It is. the mewtable sbruggle that goes by the_- S




The Orlgm of Raga

: name of “The conﬂlct of musical v:[ews” whlch
: _-m the nature of things does arlse from time

The voice is pnor to the mstruments This ,
is Pmma Facie. So probable that it can hardly 2
5 be said to need. proof. It is implied in\the
-statement of Amstoxenus, that the na.tu,rai laws
Clof harmony cannot be - ‘deduced frofi musical
-+ instrument - of any kind. ‘Music. has always
~ been affected by the changes t:ha}, have taken-
L place in the. country from time to time, = Yet
" ‘the fundamental prmclples are still almost the
-_ same as they were aboubh century before, The
“attention of the scholays of ‘music of the day is
. 'dra,wn to the faJst that the problem of the

anment Raga\nglm system and classification

_-.:_.'-Of the | Ragass N needs a detalled study a,nd
'-'-'reSea,rclk A o

A dommion oplmou among the ma]onty of
:___the\muswlans, Hindu - and Mushm both alike, -
‘is that the: “Ragas and. Ragmls” are created by
_’.Gods and  Goddesses, It is. very difficult to-
58y any. thmg deﬁmtely how far they are cor-
_rect in their . statement, which. is mare or less
“based upon: the; fanciful - ideas of the authors of
Pursms_and Upa Purans The followmg is an




The Orxgm of Raga o 3 '
_interesting story quoted from “Adbhuta. Rama- o
yana” about Narada muni (sage) which is noth-
ing but a constructive criticism to a real de-
_ votee of this art with a real appreclatlon " : N
“Once the great rishi (sage) Narada fe~lt

= proud that he had mastered the art of musm

- Lord Vishnu, the ommsclent, in order to curb

his pride, took Narada ‘along with hxm to v1slt .
the abode of the Gods in Heavgg\ They soon
entered a spacious hmldmg m “which, were -
 numerous handsome men a,nd young beantiful _
women—but all of theni M were . _weeping over . -
their broken limbs. Vishnn stopped there and .
enquired of them the tause. of their misery, The
reply was that the\y were mnone but the “Ragas

and Ra,glnls” \ereated by Maheshwara (Shiva)

but while ¢a rishi named Narada, ignorant of

the sciefied and the art of music and unskilled -

in pe\ribrmance, had sung recklessly and as a
reslﬂ% their features were distorted and their .

S hmbs broken. They also said that unless Shiva - |

' the master of this art sang them properly, there -

was no hope of their ever being restored to

their . proper forms. . Narada was. ~very much
~ashamed for his doings, so he knelt down with -

- folded hands before Vlshnu to apologme ”o



bis found in :the Hmdu mythoiogy tha,t
bh dlﬁerent aspects of life. and Iearmnga are
\ soomted “with.. dlﬂ'erent s&ges STt i8. quite
natural therefore that the mythologmts mlght
have' ascnbed the orlgm of the art of music ard™>
dancmcr to some “gertain” sage a,eccordmg “fo
eir. own fancy I __-18 also sa,Id that Brahma is
the ereator of th:s unwerse So'it is Kiit natural
hat the orlgln “of “music¢ is’ d1re(:{; from Him.

He J_anarted thls heavenly art. \to Shiva, Shiva

d “Kmnaras 'i’l heae 61v1n1t1es are supposed
to have ta.ughig\thts art’ to the great sages like -
Bharata Hanuma,n Narada:- and others Who
were" sentyto this world ;as’
it bon ‘the __morta.l bemgSZ' :

ined through - the’ pra,ctlce"- of musie,” "that i is

deIWered 1t to Saraswatl the Goddess of leam- -.:

.

it Were, to dwulo-e
. _ f _thls ‘earth. - 1t s
&Hl du_. conception that _alvatlon can. be at-

why_"'t ls~sa,1d' that to be & great musmlan, a.-. o



The Origin of Raga 5

of the greatest posts used to retire to their
favourite romantic beautiful spots in the woods
from which they took inspiration to describe
some very enchantmg scenes.

N
\

The aid the painter derives from them 18
_evldent Itis not only the painter ‘and the
. poet, however, that befriend such’ delightful
" places, the genius of music likéwise inhabits

there, and in a special man,ne} patronises her
- votaries there, This opinién'was also common

- with the Greeks, as ity will appear from the

. passage quoted from_?lia;ﬁo by Dr. Burney. “The

grasshopper sings.all summer without food,

- like those men \who, dedicating themselves to
'muslc, forg\(the common concerns of life.”

- It had been traditionally held and also sup-

e ported"by some scholars of music that there

vgli\ﬁve different systems (Matas) or schools
Of music in ancient India, They are as follows :
1. Brahma Mata. 2. Shiva Mata. 8, Narada

TN, Mata. 4. Hanuman Mata and 6. Bharata

Mata.

There is a great difference of opinion in this
--respect due to the absence of definite data

R either in the form of a written record or in that




_6_ T The Orlgm of Raga L

~ofa muswal compomtxon Some. scho]ars of a.'
- later period say .that Shiva Mata, Banuman o

. ‘Mata and Bharata Mata were  the three main -~ A
-~ schools of Indian ' music, whereas the others -
* say that Shiva Mata, Narada Mata and Bha.-.-"._:f'.."f"'. '
" rata Mata were current .in anolenta India and”™ =
the rest acknowledge the following as the lead-- S
ing schools of music of the by-gone agej: na‘mely, : S
Shiva Mata, Hanuman Mata, an(k Kallinath’ "j_: S
‘Mata. These are mere con]ectur@ on the part Lo

of the scholars of those da,ys

‘I‘he Work by Brahma and Hanuman are no’o o
tra.cea,ble. ~Whatever. mforma,tlon rega,rdn_lg Sl
Shiva Mata, NaradaﬁMa.ta, and Bharata Mata is .

available is - mores 31‘ less . doubtful. To be on :

‘the safe side, 1t\is better -therefore to leave.the '_ -
matter untouched unless definite mform&tmn

can be g&Qhered in support of them. S

%tory is the weak spot in Indlan htera&
B _tui'e and spec:aﬂy in that of musie. cTbis in S :
sfact not existant, The lack of historical sense -~ -
~Vis go characteristio that the very chronological = -
 order of events in connection with ‘the art and =~
| seience of musio is darkened by the shadow - .
' _;_-pf this defect,” Whatever mformatlon i ava.ﬂ-"-_.-_'.-;'_ :
ablﬁ now-a- days is o,nly through the Sansknt
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.';: works by the various authors of different times
| -':‘a,nd places. L

The Music of the Vedlc and Pauranic age.

For_ acquiring a ‘general knowledge of the
' histbry of any branch of learning it is consider-
ed to be the best and easiest way to start from
the very beginning, which may help.fbie readers

.~ ‘to form a chronological idea Gf\the subjeot,

The method of chanting of Sa&a Veda, which
- goes back to the Tndo- Ira,man\age points to the
- fact that vocal music had ‘at that time, gone
- beyond the pnmltlve Eﬁ;age The hywmns of the
“le ‘and “Sama Ve,da" are the earliest exam-

. - ples ‘we ha.ve, of ’Words set to musie. In short,

chanting of the\ Vedas was' Pprevalent in India

.. even from 2)00 B.C, to ‘the ﬁrst century of
. the O}Jrlstlan era. - - o g

Th‘e " Vedio htera.ture ehows a very Wlde
va‘@ety of muswa,] mstruments——that were cur.

- ,jrent then. - The instruments of percussion were -
O Tepresented by the “Dundhubhi,” “Bhumi Dun-

V" dhubhi”, “Adambara’ and “Vanaspati”, String- -
ed 1nstrurnents were represented by “Kannada

‘ -_'-Veena."- “Ka,rkarl” and “Veena’. " There were
‘also a - number of ‘wind 1natrumenbs sueh as

- -_:“Tul.a’va‘!j :;Nadl” &nd “Bakura”




he Orrgm of Raga o

he’ Rik: and. Sa,ma, .Vedlc verses ag a,lso :
those of the ' Black Ya.;urveda, are compositions <

“Anudatta “and “Swa,nta. - These accents.
Te lost in the days of Pa,mm, who, howeve'r;
gives rules for’ ‘the accents oF SWa,raa for the '
Vedic 11tera.ture g L \ 3

:se'l%{a;r g?m?aﬁﬁm mraﬁ IS

age oan be gathered from Chandogya and
Bruh&daranyaka Upa.msadas 7600, - B.C.,

tra.cea.ble a8 the Vedas, ‘Samhitas, Brahamanas,”
Aranya,ka,, Upamsada,s, Pura.na.s, Upa. Pura.na.a L

f Words wzth Vedic -accents ca,lled “Udatta™ -

Rama.yana 500, B -C.; and. Maha.bha.ra,ta. 300'__..._:-
B.C.. The. a,ctual from. of that music is now un-.
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and "\Ia,ha. Ka.vyas contam no explanatloll re-_ﬁ_“ :
garding the property and system of music of -
that age. " It.'can be said . here that the ’shree«'-'_
fold art of musw-—namely, vocal music, instru-
men’oal music and - dancing were in practm&'l‘
use in Vedle age . but their sty'les systems ar}d S
- principles are. unlmown to. the modern seholars.: R
of music. In due course of time sevon forms =
-~ of musical compositions seem tohaye developed -~ -
oas amply evident from the a,nlent text books, .
- which .also trace the musigyef India to this -
scale the notes of -which wer." known “Archika’ o

- smgle note, “(rathika”, 'ﬁoﬁ' blé:note, “Samika”

- of triple note, “Svaramtar™ of quadruple note, i

§ “Odava.” of qumtuple note, ‘“Shadava” of sex-

. tuple note a,mi ﬁnally “Sampura,na of the :
seven notes Whmh were m vogue in the a,nelent o

o music of I})dla. o

\znﬁﬁ ﬂnwm mﬁxmmrat .
3 wived qr@m attmrma HFIFMI

Let us now start W1th the earhest 11ter&ture o
of music that is. ava.ﬂa.ble at present ‘and satis:

ﬁes the 111qu131t1veness of an mterested student -
of musm. : - o



The Origm of Raga

;BHARAT MATA 2mn A very 1mp0rtant:
-_.ea,rlj? ‘work - in - which the theory .of Indian-,
music; .and mamly the art of dancing is lucidly
* discussed and explained is the “Natya Shagtia’
:_'.commonly known  as the “Bharata Mata.” by
‘the'sage Bharata muni, who is supposed to be .
bhe founder of the present system>of Indian
_':'musm Some historians ° ‘assign b to the first
‘century A.D. while: others t8>a Jater ‘period
either to the fourth or to the sixth century. Be
it noted -here that gy this oldest musical
{reatise, the word *Raga” appears hardly at all;
and -.no._epeeia'l éh’a; “‘Adhayaya” is devoted
to §it. ‘Bharata® classlﬁes under two -scales;

(Gramas) he' #Bhadja” and Madhyam& .
'Grama,s, eighteen “Jatis” in all e :

'rma;r %razﬁmf’r:ﬁa'm IR |
_ ®ir era'r(% ik ?ma‘fsmwa' ¥ n?%u

—maam(ze 32'3)_

5 Bhara.ta, ) claselﬁes the above mentloned
.\e1ghteen Jatls qurder the two Gramas putting
~-seven of them in" “Sha,d]a. Grama” and eleven -
in _“Madhya,ma Gra,ma.” From the following
.verses we . can form ‘an 1dea. of the jatis pro- )
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mmmwfm‘r Harg w R
. T T [T TS azra'irn%%n :
. AR FE: vesaemAE
S AurE gASAY SAT @ vt aur 13l
CouEEeW dmfr Ay T a0
N w@ﬁﬁ‘ﬁé’rmﬁaﬁweanwnizu s
gm0
mE T AT mmwmr.il%&l%j
FER AT q D
TIMASIA T qoqww m:ﬁ,ag{rugou
L ﬂmmﬁﬁwﬁﬂmﬁﬁaaﬁ&rl'
. wﬁ-cﬁ m—ﬁ = aane%aarmmr ngen
. o «-arawrar (w3 Q‘R)

N He agam classzﬁes t,he ]a.tls mto two main
_heads There are. cfour. sudhdha jatis namely -
Shadji. . 2, A}sha.w 3. Sadhalvatl ‘and

. 4 leha,da.ba.h\ in the Shad]a. Grama, Where
as Gandhari Madhyama. and . Pa.ncha.ml are -

derived, {rom Madhyama- Grama. Regardmg K

the era,lmng eleven ]atls he says ‘that they

arg. ﬁie compound forms of these two groups — :

\ - gt fraania wmmmm R

- m@%ﬁwmawmsg R
SRR (ga 32?)

It is very djfﬂcult to: draw any oorrect idea, of

the jatis tha,t were current in Bharata 8 tlme, a.s



_ - The Ongm of Raga _
the a.uthor does not give any lucid explana,tzon
of them: Nothing can be derived from _the
original slokas (verses) rega.rdlnﬂ the same- 50
long as the actual intervals of which the twal
Gramas'were composed are not traceable., i
can be safely said here that the jatis were a,'.
partmular type of music that was ingogue in -
his time and it should be noted heré’that jati
'gayana, singing of the jatis wag preva,lent in:
India: before Raga - Gayana.,%mgmg of bhe-.‘_'
Ra,ga.s a,nd Rafrlms was 1n\’0r<}dueed / L

The system seems. to have been known to"_"
Dattilla Muni mentum of whom is very frequent»“_
'~ made’ by Bhar ata in his work, as one of
~his Putras, thfm is soms, whom he had taudht
lie theory Sd practice of music. Dattilla was
31'110 '::ﬂ.tﬂa‘n Matanga Muni, who also quotes g
n1 inChig work “Brihaddesi.” There is a mass

f ev"__" ence to show that the work was’ largely |
: for study by later autbors on music. - Dut-
ila, _13_. alao e1ted ag-an authority by Abhma,va.'
Yupba. in his commentary “Abhinava Bharatl -:
n'the: Natya bhastra o ST

il E so a.ccepts the same elrrhteen ]3'“3'..
.lat.were enumerated by Bharata in his. work.’
Th fOHO’Wlng Verqes quoted from “Duttllam .
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thl gwe an ldea. of ]&tlS mentloned in hm

: work —_

'-_;'.7 %'E{mr v Hm?a%*ww IR
- SRS AT A TSR ugau

T g R ﬂa’ilf&@li
Sl AT ST Wl
-'_"__-'_..-Haaé’ramr@rr 51 rrmhﬂ"qar wé‘mucan

=t Iﬁﬁmﬁm%ﬁg%l C
o qwmg aﬁq-a"r wrrmma Kiaks nsﬁn

: '_-"-Hfifwgrn-m? @g mﬁ ﬁrf‘:rm m&u

i w"rm"raaw W‘Tﬁlﬁl

...:-_.-"._--'arw"r\q%aimr %ﬁrﬁﬁﬁ g ||23|| =

| S id%la:r ('zga)__.f
"\Brlha.ddesf’ by M&ta.nga Mum, is a very'_' '

portant land mark, chronologma,lly this work
: '.,;.’-_ sta.nds between. Duttﬂa,m and Sangeet Maka-
5" randa by Narada, that ‘is! 'sone time between.
" - the 4th and 7th ceni;unes. , Mentlon of Grama ..

Raga, had been’ chieﬂy made by Matanga Muni

-'-m hxs Work But it should be noted here tha.t'___ |
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the present Ragas are entirely different from
‘that of the Grama-Ragas mentioned by him in
his text. He isalso of the opinion that the
~ jatis generate the Grama-Ragas with the use of
- predominating or Amsanote. He regards Rigas‘

a8 one of the seven cla,sses of jatis currentm
hJ.B own time :— T a

| at%ﬂaﬁ(rf‘mqgram% S
AT ﬁ%m] '
AN FHRE TIGAAGS

gr Agwr ﬂramrw‘r WEM ||

. Aga.m the followmg verses from hlS Work
w111 clear the actual sense of jatis that was in
" the mind of the auther :—

 mgilt AR arediefr wnr T
. -srqa%rag}aw'am‘rmmqam i
R g il SRR ke
aimf ‘cmffmmz dftfiday |
T ()
\It was Ma.ta.nga., who, for the first time
\ mt.roduced the word Raga in the literature of
" music, and that very term “Raga”'now-a-days
is supposed to be the life of Indian music, He
regards “Ragas” as one of the seven classes of
J&'['JS current in hls time.

nie.
&
2\ -

s
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He cites “Yastika’ the earliest authority,
according to whom the “jatis” were of five .
kinds and they are as follows :—

1. 'Sudh_dh_a, 2. Bhinna, 3. Vesara, @)
Gauda and 5, Sadharita, but in his own fime
the jatis were of seven kinds, namely :—<™

1. Sudhdha, 2, manaka, \Gaudlka,
4. Ragajati, . Sadharani, R Bhasajati,
and 7. Bibhasajati. R o

The Raga-Jati is the fourth in his list. He
defines “Raga-Jati” a8 follows — '
ercrgfrRTy W A )
m?r%:w.aaﬁmﬁq TET: A TR |Rezold _
‘\\ A a'@%zﬂ(ws?)

A csmbmamon of notes that are attractive

' ——w1ﬁh ‘beautiful and illuminating graces are

khow as “Raga-Jati”. He also malkes a sub-

__A\division of the above mentioned jatis. In his
\. opinion “Sudhdha” and ‘“Bhinnaka’” have each

eight = varieties, “Gaudika” has three and

~ “Ragas” have eight varieties. “Sadharani” is

of seven kinds, ‘ Bhasas” are of sixqeen
and-  “ Bibbasas ” are of twelve.  He
again gives the “Raga-Jatis” a different ‘name,
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i1 o “Samra -3;'.‘-..-"-"‘Ma.- o
la.va. Pancha.ma, “Khadava. 5. “Vatta-
Y “Hmdolaaka” and. 7 “Takka Kai- .

_ _,?‘.‘Pra.t1mukhya” stage
._the “Sa,dhanta.” i:nelodles
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1. R_Q.ga} : Bhaifa;va.;

HTaeqgRRIE SR AFTE: |
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" The followmg ate the names of the “Jatls
expounded by all the anclent sehola,rs of music _-
1. Shadii. 2. Arshavi. 3. Gandharl 4 Madh--'ﬂ
wama, 5. Panchama. 6.. Dhaivati.: 7 Na1sad1, 8.
Shadja-Kaishiki. 9. Shadjadi- chayava -10. Shad]ao-\
Madhyama. 11, Raktagandhan 12, Kalsﬂn 8¢
- Madhyamodichchava, = 14, Karmaraw Gan-_'}_l:_
dhata-Panchami, 16, Andhn 17 Nandayantl andl
18, Shadja Panchama, - = &
SANGEET MAKARANDA by Narada. is .
another important text on the the‘gry of Indian w
92
music, known as “Narada Mata “comes next-:
“to Brihaddesi of Matanga, ¥ is beheved that
the author Narada — no‘b exactly the saime
. Narada muni mentmn ‘of - whom " is " very.
- frequently found {n Purans and’ Upa-Pura,ns,;.
lived betweer\the 7th a.nd llth centumes

Mr. Ma.ngesh Ram Knshana. Tela.ng, the'- o
editor of thie book says. “Sangeet M&karanda'_ IS
is said-bo' be the work of Narada on the autho-
Tity of the manuscrlpt It is difficult to say ANy . -
.‘hbmg Wlth certalnty about Naradas 8 hfe and

time. T shall place before the readers what ever ©
- can be gathered from internal évidence avail-- .
~ able in the book 1tself - But: before: doing so.T: - .
- must mention that these three works on usie '
. are ascnbed to Narada viz., 1 “Narach Slksha.” S
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“Raga N1rupa,na and 3 “Sa,ra Samhita”.
_"_Of these the  first is available in print. . Com-
paring it with the present work, I am of opinion
“that the - author of both these ‘works are not
:1_1dent1eal ‘The Naradi Shiksha appears to bey,
" the older work. For its 1anguage is “AIchale
" and it trea.ts more " of the. “Sama-Gana~ ‘than
g '-'-'=1ater music.  As regards the two wo,rks I.am
- unable to gwe any opinion as the manusonpbs :
: of- these works are not available, @nother work
~of this name, Sangect Maka.r{}nda by Veda, is
.mentioned in the list of works'on music appear-
f-'-mg in the book Butas the name of the author
‘is Veda and .not Nara(ia,, it is' likely that it
: m1§,ht be different from the present work.”
. “Narada for the first_time gives a detailed
;' account and \&assﬁes Ragas into Masculme,
Femmme and Neuter Raga.s "He diwdes the
- :;-_Ra,ga.s Ul to three _groups vlz 1. sgerg
m{ar > Ragas Whmh have qmvermg “aaﬁcram” _'
' thrdughout. 2. '  “refEftuar? - Ragas  which
N Qhave pa.rtlal quwemng and 3., “Feafadi”
___:}Ragas which are absolute]y frce from quivering.
“Here is a list of the ‘names of the - Ragas that
~are Inenmoned_ln_the text “Sangeet Malka-

anda’ =
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: _Masculme Ragas =

Bengal Soma Raga Shree Raga Bhoopah Chhaya-.

&

: Goud Sudhdha-Goud. . Andoli.’ Dombuli, - Goud.

Karnat. .Phédamanji" Sudhdha-Natl Ma!abgouL

Sudhdba-Saranga. -Bhairavi.. Ragadwam \‘

. T W A q39 T __”,\(:_. -

B C i graies gi,@f‘a"@"ﬂw G| ll-‘t?gll

TEIE AT 2T NS FWHRI |

- wEddl gEAEr aur Wi ||s<8n o

\ "'Imtg*amaré’: THY: as"raraamml _
HR W e GERRTATE
et @F gt
Hrt%:r mra:rqraraam‘rﬁf IR |l-2‘én o

'.'.\Narayam "Ahari, ’Meghran]'ani" Mis'ranata

i \

"rgmgne”rﬁr Fearl n@fr q4qr)
- o T B e SR quT et
| ETEe < AR I T aary o
Jargay = wgEr QU R adr lt&:ll
'q’tra"maa'? g@ﬁ T?r:ﬁ Hrtmm”r T

".Ragaranga Chayanata. Kolahala Saurastra Bas&nta .

o Gi‘ﬁa:rm(qg 2:)_--

Fermmne Raggs\:«-— S L PR
_ Tundl \Turashka-Todl Malwan Mahurl Paﬁ-'
'rallka \Kambhan . Bhallati. - Saindhavi. - Salanga:

_E}trl Devakri. '__Desi. Belabali.-_._B_ahu]i. Gun- -
akfi> Dhurjari. Barathi. Draveri. Hamsi. Gaudi
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-'%rai’r ﬁwta"r%r msmra'r zran Eﬁqﬂlla&ll

e =ﬁa TR (Eg ?:) _
__euter-Ragas = A e :
Kalsﬂu Lahta Dhanﬁééi.-_:_.' Kurunji. ' Sau'ras_tri\._'
ravln-Sudhdha Nagaverathika." Kaumoda. Rac)
alm “Saveri.’ Balahémsa -Sé.mav’edi' Sankar‘a?e-,

7 '.
4 .g

f_%ﬁﬂﬁ Erf%aam qasr&'ﬁ T @{f‘a?m\
|, mte:"f g;@r Aas mﬂrﬂ:rﬁaﬁrll'q‘oll

__aa Hmﬁcﬂ arﬁmtmmm II%?II
:FIE'G'%'I'- aﬁr sﬁar (rrra'ﬁﬂziﬂ%r

H"ﬂﬁ%(ﬁ;’(g&?s_)

He g _gam, ciaﬁsxﬁes the Ra.gas into. three _
“namiely, .3_ “ Sampurna, Shadava and

Madhmad: Basanta Bhalrava Malav1 o
Mukharl Ahar: Balahamsa Rgmak-

W{t&‘t %s:rr?{ﬁ- m‘amf‘%. sr%'f?aa 1
W‘:ﬁ"’f e mifza:  wwm )| -
AW AT -rrr*arra:rf?; sraﬁﬁa e




TR AR W ST RaTEAr: i
L geEd W wEe daaiRiia )
'H"E@Wé@ sim“t mﬂqﬁ%mm ||:_;;
R g@ew HWWW u.-

A gEEel SVeTEERE |
B WEW @‘@Hﬁr Wsrrf%ﬁqmm.. ||fr:__-_' /

PR m«am'(‘g@ tets )
3 Shada\ra Raga ___ n,\x ~\ S

; Deva Gandhara Nﬁamben Shree Raga S'udh'-'
_ ‘dha-Bahuli. Sudhdha Gaui Lahta Ma]avashree
.Bhupal Padabarn Gundakn Kurann PR

qwﬁ %;-mrarg tnf%ra'!ﬁ ﬁwrﬁ I R
aﬁawﬁi&?} pemifedsay fragsa
STwT T |TRSAa T
-m@ﬁ mwfﬁawig E )
' D WEW | Wi |
\@ﬁa TR o e T e
&£ N wRTSARE R
O g s o i vetEtmy o
N gqEas S rta?ﬂffsrq Brargs: 1
0 TEe amedT . eawfEERm g b
@{@"r ﬂraa‘r Iﬁﬁ ma*zﬁ m“quc‘m I

%riﬁ?r Wﬁf (';g Q-a)

e
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.'_Odava Raga —- '_: e

: """_.Dhannayam Saver: Gur]an Madhyamad1 Mad-—
_:humadl Maghran]l Madhyam_adhl Belabah Ra~
"._makntya Narayani. Pallrauraa -

- gt e A m‘a‘ﬁ aﬁaﬁm‘ ne%n

. ey gsrt"rsﬁﬁ qiES= R qar | ;i-“'
 feat g :rm:rrf%ﬂ%m AT 1B
LR wemy | afvasl s
,‘-_:-.%ara-mea FArg, AT S sl
| ramedien: wg aREehdREeE )
A ﬁmrqrﬁf’rs'a‘r ataa: 1wl
.___'wr%ﬁtc:‘q' ww? qere d |

S e T (28 %)

R Narada class;l,ﬁe\s the Ragas mentloned above
accox'dmg tQ, "the theory of time whlch has
_'_-_'a,lso mentmned in hxs text : e

. Ragas that are sung in the mormng 1~ A

Géﬂdhar Devagandhar. Dhanyasn Sain'dhavi.
Nar‘ayam - Gurjari. - Bengal - Patamanjari. Lalita.
"-sHmdo]a Shree Saurastra Maller Samavedi,. Basant

Sudhdha Bhlrava. Belabeli. - Bhupal_; "Soma Raga. -

e e A §d
AIEE . gEA T e "ﬁﬁ'll?oll
 efvetwlEr dg awaeted 1
:’..mg““(‘ HTH%F{"[ Rl EIFFEI g@ :q{q-- ugg“

o'\‘ \
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%araa"ra qra SraTEaiT T
qétrrrr@ rrra"qr R g1

. afﬁa aTT (zs 2.2)

' Ragas that are sung at mld day -

' Shankara-varana. Balahamsa. Desi. Manok{a\tis\"l,
Saveri. Dombuli. Kambhoji. Goplkambhojl Kai-
siki. Madhumadvi. - Bahuli. Mukhan Mangal—' -
Kausika : : . . _-gw\\ . :

g g3t aaaawera %n\
T30 Al ST and qﬁﬂaﬁ Qur oy
SIS MR SR :rgmaeﬁ b
- agdted gEd T auh A
q?rtmﬁﬂwg traara af@itaan - .
O %“Ta‘ War (2? 2-2) o
Evening Ragas c\xi ’\ S _ .
Sudbdha<Nata. - Salanga,. .Natl' S.u'd.hdha-B_ara.- o
tika, GaiJlo Malab- Goud ‘Shree. : Raga Ahari. i :
Ramak\rﬁsx Ranji. Chaya. Beratlka Dravattka- .
Deg\ Nagavrauka Karnata Hayatlka L o

TN T gram G 9g av:rf‘amr
it AraEte ST )
: awmﬁfr{@'}wwwmn o
qUicHt grEtaT o AnEQeRt ).
| %m'?aaaﬁé’tﬁr 'a’afci Sgmimam

@f"ﬁﬁ mﬁ(ré' (‘;’é 2.2) B "
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bagas hat are bung three hours before the
' andaun set R TR

_%'srriﬁ wtarmr:rrw mnaimw 0
=atrmar aa'n w Figitag) vsn'"aesrl A

L (5, g@;
Deshakshi.: Bhalrava, Sudhdha Ba,ratl‘nka,
udhdh Dravatlka. TR

§ .

Ragas "'tha’o are sung three; hours after the
unset and Sun Tige =—" \ : S :
' ""'._Mahurl Andoh Ramakrltl Cha-

Haﬁcrrt T s art"r qmﬁ T
F’”ﬁr”r itm@aﬁammm T EGH -
- wﬁa st (E‘é 2&)

l’s&fﬁdescﬁbes . t_h_e a_,dvantage ‘and _-d_ls-_
; Vaﬂﬁ@ge' 'of --singing -Rﬁgds:iﬁ j}._ro'per t—ime.‘: o

\rﬁw Emmww !P‘kll
mﬂa W‘r{('i? 2%)

ANGEPT RATNAKAR Another 1mpor- :
b a.tlse on musnc is- “Sangeet Ratna.ka,r”



_' .by Sa,ra,nga. Deva,, Who, hved at Daulataba.d | o
- formerly known as ‘Deogiri in the- Northof

Nizam’s dominions in 1210 to 1247 A. D.
Though the author had followed the faot-steps.

of his predecessors and accepted the principlés. - o
- of masculine and feminine Ragas expounded
" by Narada Muni in his work “Sa.ng&et Maka. '
" rands”, still he had included’ mapyimore new
things in his text.. He had enumera.ted two

- hindred and sxxty four . Ra{aém all. Ot o £

them twenty Ragas are maih,. Upa, Ra.gas are

E 'e1ght and the rest are subsud::a.ry under the._'
~ scales which had been accepted by all the pre- =~

" vigus- ‘scholars. Here is the ‘list of the main

Raga,s and qu. ~Kagas accepted by Sararga o

" Deva, quot@df from his: work “Sangaet Ra.t-
- nakar” :—" AR
mm g&iﬁﬁaﬁiﬁ'
e LRI ) T N

\mmﬁrm WRTR S & 1
V- fire gt @O AR ATl

.'%Tﬁ'& @Ay =geety W

e e Seaad e

gy fend aea Gmr aerft wary
= w_ﬁ‘ﬁf?@rﬁww gm‘tqar no

mﬂam{ﬂ(gg Q}(o)
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~ Thelist of Ragas and Upa-Ragas related
by Saranga Dova :—

1. Raga. 20
2. Purvaprasidhdha Ragangani - 8

3. Bhasangani, LD

4. Kriyangani. A2

6. Upangani. :'T v3
6. Adhuna Prasidha Ragangai) ' 13

7. Bhasangani. ‘ Y 9

8. Upangani, " 27

The exact number of Ragns and Upa-Ragas
narrated by him in details—

Description of Riggé; 2 _ Exact No.
1. Grama Ragalh 30
2. Upa- R‘&@If o 8
3. Ragad) .20
4, Purv}a. Prasidhdha Ragangani, -8
B TP ,, . Bhasangani. =~ 11
.ﬁ\\ » » Kriyangani. - 12
7., ,  Upangani 8
U8, .4  Bbasa Raga, 96
S8, S Bibhasa Raga. 20

S L . Anter Bha,sa

'~. '. ; Ra,ga. . 4

Rag&ﬂ current in his own time, 13
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'J-12 Bha,sa.nga.m in hls own tlme,:._;f_-’_'_

- Bhasangani. - : ST R
13 Kriyangari. m hls own tlme’ﬁ';;-;.’.:,.."_"-
0 Keemgem. 8 0
© 14, Upanga.m in hls own tlme, Upan-"_. L \\

_ _ Tota.l No of Ragaf. ";"-.264
He d1d not men’olon the prmclples or the P

: ba.sm on which he had accepted Qhe Ragas, Upa.-

o Raga.s and also the number” he had mentloned L
" in his - work. He has desenhed the Ra.gas in -
 detail and furnished e’very information regard- .
- mg the same but that too withont showmg any - .-

. cause. However, a general information as ' -
' regards the hga. with the ‘rules for its: smgmg: "

.. are given, m\us text, - Thls was commented by |

B - Pt. KollNath a scholar of & latér penod which

p is geﬁera,lly known as “KOLLL NATH MATA” o

o s@e times in the 14th and 15th centuries A.D.
" The author of HANUMANNMATA has des-
» cribed the followmg snc Ragas and - thuty = ”
" Raginis as the Bharyas or wives of the’ same ‘= - o

- ‘Name of the Raﬁa Rag:ms attached toit.
1 BHAIRAVA RAGA Madhmadi, Bhairavi, Ben-
e gall, Barath1 and Samdhav:. -
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2 KAUSIKA RAGA * Toidf, Rhanbhabati, Gouri
Sl - Gunakati, and Kukubha.

X mNDOLA RAGA."_ ‘Belabali, Ramkiri, Desh-

. DEEPAKA RAGA. = Kedari, Kamoda, Desi, Ka-
S .oe... .. - nadaand Natekaly'
. SHREERA"GA . Basanti, Malavi: Malasree,
C 'Dhannaslka\ »and Asaberi.
t?i MEGH RAGA Mallan\Deshkan Bhoo-

A pah. Gurjan and Tankl

‘:'m'ar ﬁ&ma f‘é—q‘fa‘t Hrwear
- s?rtrfﬁ S §S} gEwEAn |l

| v R Swe TE 0
ﬂamu%faﬁﬁwﬁzﬁwaw

ARG SRTer Taen i
m@wm qEde | o
N a&mq%mm%*%’rwmw I
%ﬁlﬁwﬁﬁm%aﬁwyw B
Y ey Bt dr warar v
_maﬁmﬁr%‘amsﬂﬁaam"rm B
gL R S R SR TOgen )
\-;.ﬂ@lﬁ%&'ﬁlﬁ_‘l‘ﬁ?ﬁﬂﬁfﬂﬁml o

amﬁ' tra'q"rmrﬁﬂtqu‘fﬁa [

- ﬁaawq%tﬂmﬁtﬂr

_akhajfa._ ‘Patamanjari angi\
Lalita.  * = 7 &
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The suthor of RAGARNAVA MATA has
o quoted the follomng Slx Ra,ga.s and thtr’oy ER

| _-._Raglms accordmgly —

2. PANCHAMARAGA. Lalita, Gur;ar:. Desi,

__\“

Name of Raga - __: . Ragmxs attached to xt. o :
1 BHAIRAVA RAGA “Bengali, Gunakm. Madh- 5 .'
e - yamadi, Basan’t and -~ 7

Dhanashfee \‘

Barad: an& Ramkrltz

3. NATA RRGA - Natd' Narayana. Gandharal-'

5 j?natak

Salag, Kedar and Kar-___

o MALLER RAGA " Megh, Maller. Maikauns. .

aarshaﬁr‘ g3 mﬁmﬁmsn
a%a‘rgsrﬁ%aﬁ JUGY T | .
WAy T e rrwz{r-n

- _Patamanjafz und ASa—l' '

5: GAUD MA\L . :Hindola. Tribana, Andhah '
e : ;_ Gaum and Patahamsika, o
_6 DESEIAKAYA Bhodpah, Kndayee. Natﬂ: '
-, and Belabali. i
. ENOR n@rt‘fzﬁewa 1 o
- '.-..u\ %mwﬁrm Sﬂ-a?r a"lmf%rwa'r'
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F@mm '1:3 TIPS TR |

- W AR 49 araamr ||
:‘ﬁmﬁr&aﬁr oo e S S |
S smrtRs RRer T weRE A
F&‘v{‘raﬁﬁ‘q'mrﬁ M T wERE A
ST M T AR %rf‘mr@u
__ -:ﬂr&ﬁ T FEEAT B i qur | |
S %arara"rm ﬁrﬁm T %m@ﬂwn u
_'-:"_:CONCLUSION N\ ST
“7+ Bir William Jones a grea,t soholar of musio
both of the Fast and West says that “Every .
~branch of knowledgein this country has  been
. ‘embellished by pqetlcal fables,and the inventive . -
" talents of the, (Grecks never suggested a more

_jcha,rmmg a.ﬂegory than the lovely - familics of
the six Ragas, named in the order of seasons
'_exhlblte\d below, Bhauava, Malawa, Shn-Ra.cra )
Hm sla, or Deepaka and Megha; each of whom
.__18 ‘g Gemus, OT Deml -God, Wedded to five
.Ragmls or: Nymphs, the father. of eight little
'Geml, called his Putras . or sons; the fancy of
;Shakespsare and the . pencxl of Alba.no might
‘have boen: ﬁnely employed in giving speech
nd form- to this’ assemblage of new. aerml
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bemgs, Who people the felry Iand of Indxa,n-i-'f"

_' lmaginetlon, nor have ‘the Hindu poets and -

‘painters lost. the’ advantage, W1th whloh 80 -
beeutlful & sub;ect presented t;hem ' '

It Beems probeble therefore, that the author 9

\

of the Ra,ges and Ramms having composed a,_'_'g-'.'.
eerba,m number of tunee resolved to fqrm some
: sort of fable in Whlch he might inttddizce them -
_allin a regular geries. For thigJpurpose, he

pretended that there ‘Weroy e}x Ragas, or, a'_f

-species of dlwmty who premded over as ma.ny' -
peculiar tunes or melodlee and that each of .

~ them had, agreeebly to Hanuma.n, ﬁve, or as '

Callmath says, six wives who also preelded eaoh ¥
. one :over her tuﬁe Thus hevmcr a,rbltra.rlly R
and . aocormng\\to his own fancy distributed
“his’ composxtlons amongst them, he. gave. the'_ 5
na.mes Qf »those’ pretended dlwmtles to the.- .

e§ Tbis a,lso pleoba.ble thet the “Pootras” S
a.nd

Bheryae are not the compositions of the .-
‘same but some eubeequent genius who, appre-
hendmg that their . number ‘would be greatly -
- inereased by. the additional a,cqmsltlon or drea-.

- ding an innovation in the number. established - -
by ueege#euﬂcontrwed ‘the story ‘that . the-"_ "

" “Ra,ga.e and Ra,gmls” hed begotten chﬂdren
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'l‘hat the names. of any. one of t,he Ra,gas
nd Bagmus was arbltr&rlly asaugned hy the
. author to any one «of * his composltmn,s, 18 a8 {
__ proba,ble ag the often whlmsma} names given
by our country da.nce and reel “composers to
 their producblons Thls is further’ proba.ble
from there hemg very little ‘or nq almilanty
" petween &’ Raga and’ ‘his’ Ra,gmm Phe disparity .
~is so grea.t that sometlmes thQ\Hmdu authors
disagree | W1th regard to., th} Raga to which
. geveral of the “Ra.gmls S “Poot,ras” or “Bha.r-
L yas” belong o . S '
It can: be safe}y condluded here that the
Imusm of Indla\has been derlved ‘from the
- Vedas. Sa.n 6 writers. alwa.yssay as.it is a fact
“that our musm ha,s been chleﬂy derwed fromthe
. Sams Vsda., but. unfortuna.tely they never took
-the trbub!e of showmg the conneetlon betwgen
tﬁb muslg of the S&ma-Veda a.nd t,he musm

fwhxch is aetually sung o day, " N

A Big:»iﬁ’_?ﬂ _Ghanted in- mqnqtona, 3 Gatha.
“ " in two notes,a Spma in_ three motes, a scale of
o . four swaras- a.lso seems to: ha,ve heen used ang
' was. ca]led “Swara,ntra, -In what relations of

piteh the nqtes ’BtOOd in’ the last three cases, is
1mp0881ble to Bay S .
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2. Shree-Raga.
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Dr. Prabhakar Bhanderkar :says . “We
are also ignorant of the stages by Whleh t,he
three  notes of the Sama Chant rose to the
number seven, nor can we say with any cer- _
tainty what relation these seven notes bore t6.)"
. the well known seven notes of the later muskie,
_The former were named, “Kristha”, “Prathama o
Dwitiya”, «Tritiya™, ¢Chaturtha” ff,Ma;ndra,” :
and Atiswara”, It is certain thabt“‘these are
~ in descending order of pitch, butan what exact
relation, it is impossible to say\ Moreover, the
names of the Sama notes'_seem to have varied -
from time to time and in different parts of the = -

country. The enumemtlon and notation by the -

. first seven numerdls is more modern (Vide
page 162 Indlan «A}nthuary dJ uly 1912)
: AN

It is a well known- fact that the Jatls na,r-_.' .
rated by Bharata and his predeeessors and the
" Ragas~ descrlbed in Ra.tnakar are deﬁned in -
* terms of Murchhanas. ' It would-remain indefi-
' Lgte so long as the Sudhdha scale remains un--
“\explained and indefinite. So that until there is - i
"a congensus of opinion as 10 the right value of =
Shruti and until it becomes possuble to deter-
° mine the Sudhdha scale of Natya. Shastra,other .
’ .Works and speclall y of Sa,ngeet Ratnakar these L

h -
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orks Ié.re 'bound to remam sealed books Thls

outs_ude the sPhere~ of study of - the ordinary.{
music. student a,nd enters tha.t of the researgh
scholar I '

he grea.t dliﬁculty whlch a student”of these ‘
books ‘meets with at the very. outset is that of
correctly . locating the position of the" Shrutis,
a,_nd the Swaras ‘of those ancxe‘@t treatises, In
the absence of a satmfactory solution the re-
maining pormons of . these Works rema.m per-
fectly unmtelhglble Q¥ ' |

__h:e Gra.ma.s,\Murchhanas, J atls and the

2,248, have{@ to be evolved; as We know from -
the Sudhdhe - and Vikrita swara.s whleh a.ga.m

epend'upon theu' shmtm




Chapter H :

!-'-Durmg the - two hundred yea.rs, a.fter Sha,-'
... rangdeva that isthe 14th and 15th ¢enturies
A, D.; the actual changes that . had taken place’
_.;f"__.both in the - theory and practice*of music are
- today the basis of our, system\ of music. * The:
- gradual development adchtmns and. a,ltera,tlons
Cin different aspects’ of \music ‘are not properlyf"
recorded clther ‘duelto the - constant foreign.
-+ invasion in the ccuntry or ‘the. lack.of proper-
| attention of . 8 scholars.” Consequently the ..
* available: mf\ﬁnatmn is only through the his:. .~ -
“tor: 'y of that partmu.lcr penod and’ that is' also
:_.::'111 genega,l Lo '

= fEhe opmlon of some cf the ea.dmg hlsto-

o ""ma:ns of the anclent Hlndu perlod, 18, th&t m
_;_indxa., -musie “had reached ite: _greatest helght
g 'durmg the ﬂounshlng relgn ‘of the Ma.urya dyna,sty R
~and it remamed so till the end of the Mahcmedan Daed
_coriquest. Mr, H. A Pcpla.y in-his book named
__-"“Thc Musw of Indla.” sa,ys that “The fourteenth- R
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usm Tt ~was the tlme of .the Mahomedan
:conquest Many of the: Emperors did a great
“deal to extond the. practice of music and most
" of them had musicians attached to theip-dourts.

-/ -From this time « dates the introduction> of Per-
sian models into the music of Indis. » _

The Ma,homed&ns, as a ruhrg nation, came
in contact with the people of {India for the first
-:;tn:ae in the '11th. century ¢ and since then the
fsystem of music of the gdnntry had been under-
going a change. The Mahomedans did not
encourage the theory of the art, but they pat-
ronized practm&hmusmmns and were themselves
mstrumenta,l\\n composing’ and “introducing
several sty[es of songs and devised new forms -
of musital instruments. - It is also related by
TIMa,h&meda,n historians of ‘that age, that, when
'D&ca. was mvaded by Allauddin Khilji in 1294
D, and: the eonquest of South India was
aceomphsbed in 1310 "A. D, by his

_genera.l Mahk Kafur, music was- m such a
.ﬂourlshmg ‘condition  that the musicians. and
their Hindu. preceptors ‘were | Patronised - and
mployed in_service and they settled in the
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HAZRAT AMIR KHUSRU—-the celebra,ted B

_ Persna,n poet and musician, came’ to: India dur- -
~ing the reign of Allauddm Kh11]1 and is reported
" to. have divided the then current Ra,g&s of v
~ India into twelve Mokams, which were subgé: __
quently sub-divided by - Mahomedan musicians . |

' mto twenty four -.“Sabhas" a.nd fo;'ty e1ght

NAYAK GOPAL was a.lso 2 contemporary -

of Amir. Khusru. He was a.c]ﬁuowledged by all, -
" to-be the master in hlS ‘att. ‘He had & good - .
. number of - disciples. The fame of his perfec- -

| B tion and consumriate sklll in music reached the
- ears of Sultan ABguddin who, invited him to. .
" his court . to, ‘g\re performance there, It ja

~ ‘apparent thﬁt in Northern India the Ma.home

- dans proved to be great patrons of fine arts and o
'Speela.ﬂy of music in itsreal- value and sense.

R Tl\ey brought with them the music of thelr own

: t'e‘o}mtry which was' assimilated with the musgic

) -~ of Incha. Thus new - melodles, new styles of |

N/ mterpreta.tlon, new: types of songs and new |

' :_“Ta]as were 1ntroduced

Let us now start W1th the eommon hterature of .

RS music tha,t was in. vogue then SANGEET DAR‘
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PANA - was Wntten by Pundlt Damorler Mlsm,
who ‘was a su¢oessor t0 Sa,ra.nga. Deva and a.pre-
decessor of to Pt. Lochana of the 15th century.
The a,uthor ‘of Sangeet Darpans lad only fol-
lowed the basic pm}clples laid down by Saranga
Deva . a,nd mtroduced the' system of classifica)
tmn ‘of Ra.gas in h1s own way. Thxs system was

current in’ India for more th&n a centnry a.nd
i known as. “SHIVA MAT R

o s p0331ble that the aut@or n:ught ha,ve |
tried to introduce his own ¥iews in the name of
“SHIVA” the - magter Qf the three fold art of
music, _whom almoa’o every Hindn worships. He

might have done all ‘this with the object of
h’amng a w1de sprea.d of the. system of Ragas

and Raglms ﬁ:fbroduced by him. It is also pro-

bable that.he might be an ascetic or Yogi so,
Ha;tevgr he has realised’ through his medita-
tio he mlght have mcluded in his text for the
betiefit, of the lovers 'of music in’ the name of
“Slmra,” so thaﬁ the people may not ha.ve the




The Ongm of Raga

Shree Raga, Balanta 3. Bha,u'a,
4 Punchama, 5 Megha Ra,va. and 6 Bm__
ha.nna.ta..;_' - ' . SIS

s aﬂm‘rsa ma%r Hom Wwa
irsm'iﬁ asma q%%gvsqr@m. I8

o 1 Malashree,. B, Tr1b1n1.3 Goun.\'-l Kedan'
' '.'5."_.5 ‘Madhumadhavi, 6 Pahadlka. 7.: ‘Dest; 8, Deva-"
. gir,.9. Barathi, 10. | Todi, 11. i Lalita) 12.  Hindoli
- -0 13. Bhaitavi, 140 Gurjan, 15, R\amkm. 16. - ~Guna-:
Z'_I_"'.'-klrl 17. Bengall “18. Salndhabl. 19, Blbhasa. 20,
Bhupali,: 21, Kamatl 22 Badahamsﬂ:a. .23 Ma]au,’ﬁ

24 » Patamanjari: .2 Mallaﬁl Sorathl 27,
::--'-'Savé'n' "28 Kaﬁs1k1,_ 29 Gandharl 30 Harasrm-i.
o garay 31 KadeI. 32, Kalyam. 33 Abhm 34_;'
L '-":;Sarangl, 35., Na&ta-Hamblra. 36 I\atta-Narnyana -_::

S ,.3-1W3ﬁ m‘q’@ ‘ﬁf’f At Wgﬂféﬁ:ﬂ
Lh o ety ﬁﬂr st Fugt Il
L efURERRY 99 3o difker aan
e s R m:aww%w 1
Ve g mﬁai’r TR T
?ﬂﬁrﬁ dreret 9 aamﬂmﬁr ||
- T sy ﬁqﬁﬁ HTE TEERAH |
o wE 'zanmm. akar agE
e IR ST G T A
rrrar(”r awgm i}atmw ?ﬁT‘TEI. i
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.._.__.He has also ela,sszﬁed the Ragas and Ragmls N \
‘which he Wlshes to be Bung in different hours~ o

?:-I_.of the da.y &nd mght The follomng R&ga.s’
-_Efa.nd Ra.glms are ‘to be sung “early 'at dawm,
mornmg, ab noon fql:'enoon_ _ _&_Ilf_?a,-\il_l - the,
_._.'evemng : SETERERA O AN
Morning R

gas :__—"

_ Madhumadhaw Desha.khya, Bhupah Bh&]- N
-:raw Bela,beh Malla,m.. “Ballari: Soma. Gur-

- -._33,3:1 Dhanashree Ma:lava.shree Ma,gha.—Ra.wa,

j}-.Puncha.ma Deshka.rx Bha,lrava. Lahta. Ba-,
E PR . \ :-. : : -

Hgtmsr?ﬁﬁ ﬁfﬂ'ﬁﬁ#ﬁﬁﬁﬁfl
YRR Wl e @ﬁauat"rn |
i wﬁﬁamﬁw ﬁwm m#.l,
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o 'ﬂﬁﬂﬁﬁnma aﬁﬁ flatrg‘('h '

@ et 97 Sl Tt
ﬁuﬁamrﬁmnwwﬁﬂﬁwu

Ra,gas t0'be sung at noon : —__ St

era.th1 Tod:ka Kamodi, Kuda.yl Gam

dhan _-_Naga.sa,vdl DeS1 Shankarabharzma,
ST Afewr A7 FEE T AT

. - :__ TR ARTIEET = Ao R fﬁ'i’fﬁfﬁ l
o wmm‘r nzﬁ F’a”m Fritfi‘aﬂf !l

Rag&s that are 130 be sung i1 afternoon — i
 Shree Raga ‘Malab.¢ Gourl Tr1ban Nata-
- Kalyan. = Saranga. . Nata Kedari, Karnat B

. Abhen Ba.da.ha.msa. - Pahadi. A
L Sy AT iTIfTﬁIWBf%IWI

AT agaﬁqv}rirama GIEAH - Y
Fp3 e FAT TG T, |

\a’ew"x qars;ﬁ%r qa“ma-:raw 1.

\Ql‘he author agam gwes a. detaaled descnp-:

’bmn of the following ‘Ragas and their plctona] o

\ "N ﬂlustratlons Whlch are a.dded 1n thIS text — ;o
o mwwm’\ﬁqaﬁwwm o

dve: g fagal 'él'q’ﬁfﬁ'iﬁﬁﬁ?r. |

ﬁ%ﬂ"r 'qa?i’r Rl wna'q'. q&ﬁrﬂa n
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T W’T A w@:r tnrs'a‘f w1 -
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The system laid down by Nara.da,, Hanuman -

and Shiva is altogethe’r a different thing from -

that by Bharata a:nd Ka,]lmath Mention - of

‘Hanuman and R@garna,va. mata is found in the
text of “_Sh1{e<_ -mata,” but both these authors -

- disa.gree with the system of classification of the -

- Ragas and’ Raglms that has alrea.dy been ex-
h pla.mea‘ . N :
Thls proves that Narada, Hanuma.n, Shwa- '
and specially. the author of Ragarnava mata

~ have borrowed every thlng from older works _

_ _which are . not ‘traceable now, or all of them
. '-'-n:ught have intended to include their own views
o 'regardlng the same, whlch could easﬂy be done.
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* as there was ample scope for it: Due to the
- lack of record of the prmclples or basis on which
the aforesaid system of Ragas and Raginis was
" formed and- also dus to the- disagreement of the
- different authors” of different time and placei),
" That is why the authors of a later period &x-
~cluded. this system from' the music litesature -
- ‘and included in their respective Work&the sys-
‘ tem of Janak and J anya or Mala- R.a.ga,, which
s, currenb even to day. o \\
) Da,moder Mlsra, was of the _opinion tha.t
'-Bha.lra,va, Raga- is Oda,va,~—0dava,, Rishava and
~Punchama are omitted In ascent and descent,
- -but.in the opinion of late Pt. V. N. Bhatkhande
_and. accordmg 16)'the current practice it is a
‘Sampurna — Sﬁmpurna, Ra,ga, Gandhara and
. Dhaivata Q,re ‘omitted while ascendmg This
. goes to/prove that the medieval Ragas and the
:__j.'_'syste\xg of their classification were going out of
"-vp;me and. so, the scholars of the later period
did not follow them and consequently these old
matas were mneglected and overlooked by the
educated students ‘of music who' were also in
_:'sea,rch of a better method based on sclentIﬁc_
lines. P N s
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The . Works of Na.ra.da and Da.moder Mlsrax' ':;'
should be studled by each and every student—': e

of advanced: music. These works deserve a détadil-
ed study - and research. - They" bave referred *

. ‘many other scholars ‘of the by-gone-age whose

' ‘names. are ot generally found in any other

©o texts on music: P ..t-‘-_.’ > ¥

—-—

' Damod&r Mlsra 11as quoted i his téxt fhe _' E |
© verses from Hanuman, Ragarna’va, and Sornesh-f_"_ -
. war Mata as the E‘uPPOI'teI'El of his theory. These - -

o quotations prove thatdhspite of the difference -

o -of opinion and d1sag'reement on the. pmnclple —

" of classification of Ragas and Raginisstill all of __
them unanimonsly agreed to that very system ..
that was- cu\'}ent ‘then. Almost all of them =

: ¢ NG

- accepted six main Ragas’ and thn'ty six Ra,guus'

B except\the author of Raga,rnava Mata, who, L

_'_'onQ( accepts thu-ty Ra,glms and 8ix Ragas'_-j_".-_
’d1ﬂ'erent from others . - e

The author of Someshwar Ma.ta is of the -

o 0p1mon tha,t each” Raga. and its Raglms should D

be sung in- the specrﬁc B6asoN of the year for.
example R N el



46 o The Orlgm of Raga
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' That is he meana to say that the Rag&s a.nd
Ra,glms are to be sung in the followmg Way =

1. Shree Ra.ga. and its Ra ;fns are to be
- sung in the months of Janudry and February
_. ‘that is'in winter season, (Mfi'r{)

: Ba,aanta Raga gmd its Raginis should be
' sung in the months of March and April, that
s in the spring seaBon ('q"‘E{"cT)

3 Bhaxrax. Ra.ga and its Raginis are sung

Jin- the mom'}hs of May and June that is in the
. :'summel"‘seasonﬂ (ﬁm) '

-_.:1_4§ Megha. Ra.g& and its Raglms must be

i Quﬁg in the months of July and Augnsﬁ that is
3 in- Ra,ms (ﬂ’qﬁ '

5 Pa,nehama Rag& and 1ts Ra,gmls are to
be sung m the months of September and Octo-
ber tha,‘b s in autumn ('\’Tl_%')




. Regulations for the Government of Hmdusthan
by Abbul Fazl Allaml, tra.nsla.ted by Francl_ c
Gladevin (vide pa.ge 7217.) ) L

.
\
\

_ Na.tta. Na.rayana. Raga. a.nd 1t3 Ra-gmls
musﬁ be sung in the months of Novemb_er and \

December that is in (é:ﬂ*d)
© This also found in Ayeen Akbery or Akb;er 8"

- “Singing was invented b lﬁ‘aﬁhadeva and'_
' _Purba.ty That the first haf( five mouths from
each of which’ issued &, musmal mode m the'

L _followmg order _ ' ' el

Shree Raga 2 Basant Raga 3 Beh-_._ B

rown Raga 4, P\nchama Ra.ga. 5. Megh Raga.

. To these theﬁdd Natta Na.ra.ya.na which they
-aftribute 46 Purbaty. ~ This six modes - they

~call Ra?ga. and. each has severa,l va,rleties, the :
- follemg six are mosb common . '

I Va.rlemes of Shree Ra,ga, —

Malaw, 2. Trwem, 3 Ga,lm 4. Ke--_;-f
da.rl, 5. . Madhmadi, 6. Vlhan or Beha,n '

2, Vanetles ofBasa.nta. e R R,

Desi, 2. Deva,gln, 3. Vauam, 4 Todl, -

" '5'.' Lahta,, 6. - Hmdola. )

O\
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3 -Vanehes of Behrown —_

Madhyama.dl, 2. Bha1rav1, 3 Bengall
4 Varatlka 5, Samdhaw, 6. Puna.r]neya. or

.\"\

7N N

: _ 2 Saurastrl, 3 Agaverx, 4.
2 .. Saura.shbn, E 3 Asa.verl '

'.a,modlz\2 Kelyan 3 Ahm, 4, Sudh-
-_‘:.5\\$a’la,ka. (Saluk) 6 Na,ta, Hambir.

Deshkaf é,nd Sﬁdh;ihé.-Nata

: Abbul Fazl generally follows the a.uthonmes
accordmg to whom 8 _aglms are. a.smgned to
sach. Raga But the Ra.glms tha,t belong to
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3. Raga Basanta. |

| a’agﬁ_‘[ﬁﬁ a'émttf’r g'ana-
3@@(%&[?& qead genT: i |
L —a wﬂa ]
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Bhairava are given with exact order of the list -

of Hanuman according to Whom ea.ch Pua.ga,

h&sonlyﬁveRagmm _ N

It iz more interesting to know that the

-author of Sangeet Ratnavali of a later Perlod . L
supported the system laid down by“Saranga. .
Deva without the Ieasb [dlsagreeQeznt in th;s_ )

 connection. : \ ¢

) ¢ 3

It is p0831ble therefora bhat the a.uthor of :
the book has either fo]iOWed bim ‘blindly- 01‘*"--":._.';'_
borrowed every matekial from "his Work So

this book does not ,qtand in need of any mmute v
observatmn \Q" . o ; S

PUN DIP LOCHANA—- The author of “Raga. 3 =

- .. Tarang@”’ lived in the district of Mithila. The f_
. exact@ate is - more or Iess doubtful——stﬂl there . .-

s a.mple evidence for it. ~As the author hm*seif o .

mguotes from another- poet named “Vldyapatl

“who, lived about the end of the fourteen‘bh_ﬁ. o
cenfury. Moreover Lochana. mentxons -in, hls__')-‘_'- "
- work the Ragas like “Yaman” 'and “Fardost”"._"_. |
that were introduced by’ the - ‘Mahomedans. .

. '_J_}herefol'e ltv i cert&ln tha.t “R&g& Tara»ngml .:
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_must have been compiled some time in the

- fifteenth century or by the end of th_e,lé:th

;__-eentury and before 1660 A. D.
- Lochana for the - first time left behind thé

: :'..'old tradltlons of “Grama”, “Murchana” And

"\

“Jati gayana” and gave place to the ‘fJa,nyé- '

 Janak” or “Thata the Mela” theory. Hﬁ'i}ecards
. the following “Thatas™ to be the pm‘ent scales
"and'then classifies his “Janya. Ragas"——num-

bet ed seventy five only unde{ them, and totally
-'. omitted the - poetic theory’ of “Raga and
< agini”. Pictorial 1llustmt1ons of such “Ragas

. %a.nd “Ra.glnls” 48 1magmed by the then artists

--tmcrs and ske‘pﬁhes -

'::pounded by Lochana :—

(@) gl (e S
':' Bhalrava P ’l‘odl :-:- Gaixn' 4 'Ka‘rné.t
B Kedar 6 Yaman . Sara,nga. 8., Megha.
9 =,_.Dha,nna.sree 10_ PurVa, 11. ‘\’Iukha.rl a.nd

_'_'.'_ea,n be gathered, from medleva] hterature, pain-’
. .The fe]%wmg are’ the twelve Tha.tas ex1

A S, () A (3) A, ('a) m%z (a} AL
“(8) . (o) T (=)%?{ (&) 'Ermﬁr (?o) ‘ﬁ’?_
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He next clasmﬁes “his seventy ﬁve “J‘ln‘?a-'- :

.j_;.f-.'Ra.cra,s under the “Th&ta SyStem
.: ..'fbeIOW —

-‘-'-quoted
-N&me of the Tha‘sa Ra,ga,s derlved from 1t R
. Bhalraw f_ Bha.1rav1 a.nd Nﬂanfbem

Fﬁararﬂ wr ‘iarr u‘{q”r a:rr-fr@ reaa‘an
AN
y N

" 2 'I‘od1 .:'_.Todi';
'Sra”r gtrﬁrq?r e:arn;f zzmam -'?fa @f’raﬁ i
3 Gourl

: '3'] ’H&ala,b Shree Ra,ga,, Chatl_ ;

. “ GOII‘.{‘I Pahadi- Goudl Desi

L "‘\ - Todi; DPSlkarl Goura _' poal
NG Trlba.n “Multani, - '_Dha-':-_-f, L

_' 'y-"na,shree Basant . Bhai:

. irava,. Blbh&‘i Ramkah_; P

U _._.__-"..{Gurjah Bahull, - Reva, . "
' :._'.tha,tlka,r Khat Ma,lab-"._’-'_"_-'-' E
- Pancha.ma. Ja,lthsree e

“ Asaveri; - Deva,ga,ndha.r-__f"

i 'Smdhl-Asaven, ‘Gunakari, .

W WW .'aﬁnﬁ"r ¥ %ﬁﬁm
e "Q'éﬁ' Tﬁﬂ ﬁ?lTIHSI‘T’m"I q@*ﬁ'ﬁ'ﬁ'&ﬂ gﬂ' [
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4: Ka.rnat . Kamat xBa.getshwa,l'l, Ka-
. - machy O Sorath, Paraj,
Mag‘u, J aijaibanti, ~ Ku-
"kubha., Kamode, Kedar,
S Malab-Kausik, Hindol,
¢\ Sughrai, Adana, Gara-

\\ - Kanada, Shree Ra,ga,

maaearat‘rtm“r Yt Fremfmm)
wﬁ»aﬂ T AR g uRirn
s_gﬁq\rrs WS WR SqEd g ww |
o TPASTT T FENT: TR AR |1
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B Keda_,r. : Kedar-Nata. Abhlr-Na.ta,'
' - '~ Khambhabati, * Sankara-- -
. veranam, Bebagra Hamir,
" Shyam, Chayanat, Bhui>-
' pa.h thmpa.la.m, Kausrk
o - ' Ma.ru S
'-_mﬁtﬁraﬂrmaﬁvﬂmﬁawrt zl" |
:_:_tararara'iaa‘r qaT gETERar [
- fagmow TR TR .\xrrawa‘fa? TR
L gevEm qAel B0 swewtaw | oo
R - lf Rt are wr feEEd
oo B _‘__E_a._ma,n. \ Ya,ma,, Sud_hdha,-Ka,Iya,n-

. \\‘ N Puna, Jalt Kalyan

%natamwﬁr g@m éﬁ:a | |

g ﬁﬁs:ar ClEz ST T T n
% Sa.rang&. Sa.ra.nga, Pa.ta.-man]an, _
‘ \ . . Brindabani- Saranga, Sa- -
<07 . . 7 manta-Saranga, Badaham-

L gl AT R qeEE s
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. Group No 8 T1vratama Gandhara.
L ' Madhyama.and Nis- _
" hada. . Hridaya Rama.

wﬁmﬁs&mﬁaﬁqﬁz O\ |
Rl e gramfE@EER 0 O

Group No 9 Rishava Dhaivata Ko- ~.f

: mala with Tivratara™ \
. Gandhara . and.gl}s-
'hada LAY Gouri

.'E.G‘.'OI';F'D_. No.10. ' Ati Trlvatama Gan-.
o dha x;ﬁ * Tivratata:
: Dhaivata Madhya--
ma “4nd Kakali Nis-
\hada . .~ Saranga.

- qer\&ﬁf T AR e AR |

\ﬁﬂg@ﬁwrﬁ'« A AR AT aqri)

> ks aRrEy w9 AR A F |
?E[r:[ mﬁrwmm W"{ n

T:vratara Gandhara O
Madhyama Dhaivata o
. and Kakah lehada Purva

%mat msxr?r ﬁmrq'wam%:r -

_roup No 11




N by Hrldaya N&rayama. Deva. in, hls text

N

o '__:_"_;'_az_a‘mrm trﬁm’t mfr a?rreﬁ—vrm?r aar |!

_'frhe Origin’of Raga' -

Group No 12 Tivrétafé 'G;zﬁdh;;r.z{'.:
Madhyama R;shava SN
' '_ and Kakalx N:sha&a Dhanashree..=_' '

o Trme'ﬁaaﬁ qa&%ﬁ%’rﬂawﬁl |
- fReE: T, qgn'emwﬂaa A0,
. R et v AR mw%&n
o gy Wy deeE %ﬁqa. u
- . war Fem Te e ﬁ\ﬁ?ﬁ LU

The followmg Ra,aas have been descrlbed'

‘1, Samdhaw\B Kukubha. 3 Bha1rav1, 4 .Nll""'

_-:'amberl 5.. Katnat, " 6. JI]abant: 7. Saurastra, 8.
" Sugharai, '\:f(ambde ‘10, : Adana, 11." Bageshwari; .
120 M kharl 13. - Todl, _14 ‘Kedar, 15 Shyams 7
_ _Nata,%lfi Khambavati, 17. Hamtr, 18, ‘Shankara- o
. varaham, :19.- Jayat- Kedar. '20." Putiya Kedar._ 21
B‘ehagar, '22,~ Ahir-Nata; ;23 Maru, 24 Bhlmna-'_3__f‘-
\\{aSI 25. “Chayanata, -26.. Kedar—Nata, 27, Malkau-";'_'""-._':-_.-:_
sika, 28, Bhoopah 29 “Yaman, 30.- Purlya Ka]yan.
31 Jait-Kalyan, - 32." Sudhdha Kalyan, 33:" Megh,. -
-_.-__34 ‘Sudhdha-Nata, ™ 35 Nata,_36 Devagm 37,
_‘Gaod-Saranga;’ 38.. Alahiya, 39. Deva-Bharan, 40.. .
- Desakh, 41... _Gaud Maller, 42 Suhab 43 Madh—
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yamad: 44 Maller. 45, Hridaya Rama, 46 Gauri,
47, MuItan-Dhanashree, 48. Shree-Raga, 49. Shad
Raga, 50, Chaiti-Goure, 51. Basant, 52. Jayashree,
. 53, Rawkall, 54. Paraj, 55. Panchama, 56, Garis
~dhar, 57. Asaveri, 58. Desi-Todi, 59. Bhairava, €0,
" Bahuli, 61, Gurjari, 62. Gaud, 63. Gunakaz) 4.
© Desh-Kala, 65.- Malashree, 66. Bibhas, 67. JEribani, _
68, Sarang, 69. Pata-Manjari, 70 Samant:. 71.
Bada Hamsa, 72. - Purva, 73. Dhanashree '
- S, e, D, sl FgAn S L, FRE

@mi, T, HSEA AT, @srrft &iEgl, IR,
- A, I, G, AR, SRR, i
%Fz'r( IR, HETE, e WIHIaE, §HME, 38R
W, :rra%*m zggra“r o, gt FE, TATHTINT,
. GE AW, AT, G, T, %aanr :?rt AR, BH-
f‘aar, TR N

o wa, ﬁ@mﬂt, T, mmq'} TET, FIATH,
| aﬁt”r qAG, Sra, ST, SSIE, N, ThE,
: < azrsﬂ,\tm%”t O, AT, I, A, Y,

S T, TR, A, TR, Wm,m&raﬂ faare,
o, arsT, e, AT AR, @, A,
Rega,rdmg the “Raga Deepaka’ '~ which
‘was related by Lochana had been precluded by
‘Hridaya Narayana Déva. It is therefore pos-
‘sible that in his time “Raga Deepaka” was not
“ourretit, that is,. ‘why he n:ught have dropped
1 from hls text CE
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The most m:lportant trea,me of the 17th._'- .
century is Sangeet P&I‘ljat by Pundli: Ahobala. '. e
It is beheved tha.t he Was a South Indlan. S
Pundit but he had come in contach with the N
Vorthemera and had  settled there. His wox{g\_
~ shows that he. has dealt -mors with the milsié

= of North Indla.. a,nd less W1th the %uth, Tndlan S
muslc . _ R _-;."x\\_ S

* The system expounded by lcum in hls text.-. .
“ig on the North Indian music. Tmt several Ragas o
that are popular even to- day. in South Indian -
- music have been mentmned there Bir W. Ousley- -

“in hls Orlental (,oliecis;ons Vol I'? sa,ys that
Sa.ncre,et Pam]at wa.s tra,nslated into . Persmn o
by Pundit Deva.\ Nath son. of Basudeo in the

- year 1724 \Q\T) Thave myself seen a copy”
‘of the Pergian translation in the :Rampur State_-: B
~ libraryNThe copy bears theseal of the curator .
cof Emperor Mohammad Shah’s hbrary We
kn%v that Moha mmad Shah ascended the throne. R

_ of Delhi in the year 1719 A.D.. Parijat i is freely

| \ " quoted- by- Bhava Bha,tta, Pundit, in his well "

' known - Work c1ang&c,et- Anupa Vilas. “Bhava e

" Bhatta's fa,ther, was  in the: servme of the Em-

peror Sha,h]ahan, and he hlmself was attaehed

-to the court of Ra]a Anupa Smgh of Blkaner, T
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who was a contempora.ry of Aurangzeb There
is reason therefore to believe that Ahobala had
gome - acquamtance with the famous Southem
trea,tlses e U : ' o {

N

‘Raga Vﬂmdha. was Wntten by Soma Na,ﬁh
in1610 A, D, These facts would go td prove
that Sangeet Parijat was compiled some
time in the latter half of the 17¢h century,
Referencea made here and theré %y Soma Nath
for certain Ragas, in eonnectmn with the system

of “Mela,” i8 enough to p:o‘\re that in his time, -
the method of cla,sslﬁcatmn of Ragas under

“Thata” was provalent. He himself has des-

_er1bed about one hundred and twenty Ragas in

his text and ka,s mentioned in detail the notes

that are used . in them, as for example, the

Aroba (ageent) and ~Avarchs (descent), the

Gra.ha 8}1(‘1 Nya,sa and also the Murchanas,

\ ihe verses that are commg next will form
o 1dea, about the same. -

_.'Wéin?aw'm e T
¥Ry YorERl = mﬁsrmmniz?n
F"“T%.%‘@W”ram”tmmml S
a__rtrqm‘r foures samtar &% g% gyl -
ﬂﬁfﬂ’tﬂ'ﬂfmﬁmﬂ w"rmm
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sraatmtma\r@ﬁ FEE TaFT nr-ag?au
AIFAERATCT ﬁ'm‘l‘c':"ﬁ gETER )
TR @i adT e havsn o
G R T SR, ll?wkn-_ﬁ._._-._i;__-'- o
- gEreRl AT W FEAIE SFOEA
aregY 3T aFaRy W Yafif T ||%3€u
RUFRIST AT W T G G
oEEd T BfREr n?{“ta{ma q ll?(zMI
SHATN AT TOW: - @ABAT FURERY

wd T witae RdeEtEer I|?<8=ii
qEETEAGT T A Eﬁtrwgﬂ T
ARl g G HETE: ll?dfs,lt
gt faeger T wwERd @mms
e A wa:arﬁaera e lﬁaou

B A G T A H VT aats crtm
fﬂzwm wRaE= - mﬁﬁ n-wn
T SR e TETAEAT T 1
v%rtmn witara. ZRANEOa | umu -

o mra? FaeTa wE GEEeT ) e
ﬂ'%arrsw:”r gard T A afeamar nmu
El'emﬁmmi‘ﬂ"rtrrﬁ TR |

AV e WY o srm“r{wa‘?nu%agn
Eﬁa‘(m*a‘m;r"zﬁ trersrra’i T IEa
Hr?ri’rtm ﬁar @rw ag@r&’r umn

It is Ahoba.la, . who for the ﬁrst tlme gwes a
very clear expresswn about the Ragas he had
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actually dealt with, and the verses quoted from
2 \h1s text aré the evidence for it :—

L e ¥ YA £ | \
© AT e gt s s tinEn (O
o sl A AR oF gest fgglan i
’%UQ']EE'.’QEI% I G AR TR FE: WRisl! \
T IET m‘f ATEFGET

SHRINIVAS PUNDIT ~Ts,the author of

Ra.ga. Ta.tva. Vibodha. Tt i i a\small but inter-
B esting text. on the theory of North Indian music )
ooof the ﬁrst half of the elghteenth century

L He has. dealb Wlﬁh the shrums Swaras and

e _Murchnas ih- tbe\begmnmg of his hook which

'shows - the: d{ﬁerence of opinion' among the

';'_-:musmla,ns ©f :liis. titne, - Then hé defines the -

L eMela Y “Thata” and - puts it in his own

= m1m1ta:ble style Here is a verse from his text
fi V]dence :

"ﬁammﬁ wrmar—mw%nm
| ' _H@W%’Tﬁau

Tha.t 13, a \c[ela, oF Thata is a senes of notes
or collec’mon of notes--that are capable of pro-

- duemg Raga. “He puts the ,,Mela” into three
: forms_ na.mely =t
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4, R;a.ga Megh

| Wge oF B mra"rg:gra'qaﬂa‘r qa'ra ;
éaweqrq‘r&rmew w%g ?a?ﬁaﬂgg n |
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gﬁ@i‘mﬁm A R |

ofy: areT Ty wqaﬁat@a I
ue 3@ fear sy [awasm @ife)

He means to say that when a “Mela” takes
~all the Sudhdha Swara or note it is calledd
“S8ampurna”’, when it takes only six notes’it
is said to be “Shadava’ and when it uses only
.. five notes, it is known as “Odava’; In the
- following verses he again enumer:{tcs the exact

‘pumber of possible Ragas :— &

gmaﬂm AT ¥, am'ﬁ :
a8 AR, TS qgf%er'ma
LR mzr Bt |

" That is, “Su@ﬁhha.-Sampuma” Mela bas only
. -one form, with ‘the omission of one note at a
- time fromGhe “Mela”, only six varieties are
N availa.blé, if two notes are dropped together
L ﬁfte@x varieties are produced, for example ;: If
Nl, Dha, Pa, Ma, Ga, and Re is omitted one at
4 time, then six varietics of Shadava Ragas are
" produced. Similarly, when the following pairs
- of notes are dropped in succession, then only
- fifteen different forms are available, namely : —

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

et oo
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Dha-Pa, Dha-Ma, Dha-Ga, Dha-Re.
Pa-Ma, Pa,-Ga,, Pa. Re.
Ma.- Ga, Ma- Re a.nd Ga- Re

N

O
. Tt has a,lready been accepted by all t.he pre-
vious authors of the medieaval permd ‘that a

'Ra.rra. is derived from the “Mcla \n\r Thata”
which, with the omission, of ore\or two notes

" ata time, and also with the..'\ﬁaia of Arohd and

“Avaroha {ascent and desueﬁtj becomes Riga it-

self. This is only possiblé when the system of
' “’Sampurm Shadavay %nd Odava is followed
;. mention of w}nch Has been made ere now.

o It can \gencluded here that throngh math-
. -_"ema,tlcal alculation four hundred and eighty

_ '- o _'four Ragas can be derlved from the “Sampurna
 "Meld?" It should be noted here that producing

ol ,R&ae from a mela by mathematical calcula-

- \tion as pointed out above is the current princi--

" 'ple on” which the South Indian, that is, the
- ﬁlKa,rnatlc music is based and aecepted by all.

- 7 Thus it is, that thls process “Jaid ‘down bv
both Ahobala and Shrinivas regarding <“Mela or
Tha,ta” whlch is only & series of notes: produces
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Ragas; A stoka verse from their works wil]
suﬂice to lllustrate — S . D

:‘?r&*f iy H‘L@« WTWoHE{'—RﬁHHi AN

The functlon of “Mela,” is only to put th'eu__
: r1ghb notes with the exact “Varjya Avar;ya, '
rule for the Raga intended to be sung, Where
‘a8 the Murchanas added . the reqmreﬁient of

- “Aroha.” and - “Avaroha”, thus Rq.gas are pro- e
“duced. - In the present sysbem \of music which -
is commonlv known as the’ Hindusthani- Sangeet
Padhatl the term Murchhana has lost all the -
“aneient or- mediea,val mgmﬁcance . The Mur-
- chanas. comcldmg with the Mels beeomes undis- |
tmgmshable fromﬁ; That the Mela dlrectly pro-.
“duces “Rr«wa.”\by the process of < Aroha’ and -
- “Avaroha’, ca.n be’ strono*ly asserted a8 some of
the Mahomedan professmna.l ‘arbists &re known
to nsel the. tenn in “the . sense of a kind . of -
' “Ga aka” “In the Southern mumc qystem -
Qven ‘now, 3_“1\f_’[urchhanas o merely ‘mean_ the
\ Y “Aroha” a,nd' “Ava.mha émd nothmcr else

CONCLUSIO |

= It can be sald here" obvmusly tha,t the
musw of Indm in® _the med1e&va1 a,ore was m
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a- ﬂounshmg state. 'The scholars of that

.- _age, leaving aside the old. legends, which
- .were full of controversies, introduced so many
.. new things and added to the then current music ,

" of the country; and that very system has been
S 'followed by the modern scholars.

_ Ahobal& Shmmvas and Hrldaryanarayan
* located the actual place of each note Both sharp
- and flat of the octave, by means of measuring
~.the wire of the Veena—the popular and most
- ‘common stringed instrumend.“of those days.

" This process has made the works of these

" “authors very valuable $us to fix the different
o notes used in dlﬁ'erent Ragas of those days.

" Also the system of “Mela” or “Thata”, classifi-
ca.tmn of “Rggaa ’ “Ra.ga, Lakshna” and the

- exact number ef Ragas through caleulation is
B "--'W'orth appreciation. . L

_ E%ery one of the above mentwned schola.rs
;h ‘offered unique ideas of his' own—which has

JNenriched the literature of music of the mediea-

. val age. Not only the theory but also the
"' practical side of this art had reached  its zenith.

‘That is why most of the historians say that the

. arb of music had reached 'its climax during the
: relgn of the Moguls, ma.mly, tmder the pa.tron-
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~age and Royal support of the  great Emperor .
Akbar 1556, A. D.. to 1605 A. D. During this B
- long period of six hundred years many new
Ragas which were chleﬁy borrowed from the("
‘music of Persia, Arabia, Syria, and Mesgopo: -
tamia were- mtroduced a.nd then asmmgl‘ated
- with the music of Ind1a, N

 Various types of songs in d]ﬂ‘efént rhythms -
or Tala such as “Dhrupada” *Dhamar” , OF
“Hom”,"‘Kneya,l” “Ta,ra,na\, _“Chaturanga.
: '-_“Bha]a,n ete.,  were mtroduced by the great
‘musicians of - the - by-ﬂoneage "The current

'_ _3 ‘music of these da.ys ine., “Hlndusthanl musie”
Cis a beautlful monument of the fusion of Hmdu o
L ::and Tslamic cu}ture of the medleaval age

The Ra.o\as na,mely, Yama.n, Bukha.r, lea,ph

L '_ '-I_'_Sa,za,gm, Sarparda were mtroduced by Amir
- Khugra when he was’ ‘attached to the court of -

Qllauddm Khilji. Raja ‘Man Singh of Gwalior, | -
\Sultan Husain. Shirqui of Jaunpur, Mahomed )

Shah, Mira Bai, Tulsi Das and Sur Das were the .
~ ‘creators of d}fferent types  of sougs a.nd melo—

dles that are stlll sung at present by the lovers o

Mlya.n Tan Sen 19 sa.ld to hold the hlghest _'
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e iposmon in- the sphere of music and commanded
- an'unchallenged reputatlon and respect for his
o exhaustive knowledge. Ragas namely “Miyan-
.- ki-Maller, “ Darabari Kanada ”, “Miyan-ki-
Saranga” etc., are the br1g,:ht examplea of h,lg\
g masterly -compositions. . These Ragas are\ B0
sweet that they became very. popula:r Yand
| are sung toda.y even by the experts,, of\the pre-
: sent age .

A

"'-f' It has been told already $liat in Ancient
- India “Jati Gayana” was 1n vOﬁue and “Raga
,',:'(xayana. wag introducedt by the scholars of the
. medieaval age—whmh ‘was altogether a. new
’::'-"thmg to the forelgners Through long persever-
. “ance they were a'bie to assimilate the music both
of the orient \nd foreign and give ‘an umque
'sha.pe to \t whlch is current at present



'--'_'KHANDE-—whose monumenb@l‘ “works on the :
. -'Z_system of 'present day mueie ha,ve removed aﬂl_
o - 'dissensions- and - put’ before the musm lovmg‘
peOple the - whole theory of this artm 8 very__i ;
. Tucid way. The, method is solentlﬁe and appro- :
. priate. One of hqs works in Sanskrit entitled
. “Lakshya San@et” deals entu'ely with the. theory .-
~of music., ‘Th1s is “the ‘only work Whmh we.

o pOssess tha,t answers alimost all the quenes tha.ﬁ e

SPECIMENCQPY
T H E

ORHGIN OF F\’AGA
Chapter HI

Revercd Pundlt VISHl\i U NﬁR&YAN BHAT

o _-'-'ma,gamse in the mind ofa begmner anadvanced. .

. - student and also’ the person,  who, 1s mlsle i by"""_
@uch, who, as himself possesses only a Sma.tt or- T
f.»mg knowledge of t;he sub]ect _

E[e has a,ocepted the system expounded by R

: hlS predeceesors of the: medieaval age and puts o

“* themn in a more easy, . ‘soientific and rea.sona,ble_" S

e way He begms W1th the, followmg Verses o
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: _*.a:rrrrﬁrmra—ar a:tdmﬁftarl
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C mgemar wH ek kit S N

TN | F i WS drem
e i mﬂﬁ“@f‘m |
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In these Sh‘lokaé Pt Bhatkha.nde refers to
the a.nclent system of Gra.ma.——Murchha.nas ‘and

* Jatis and the ten types of Ra.gas deplorm g the

_ 1m@331b1hty to- day of explammg them (a detail-

. edhaccount of these a.lrea.dy has ‘been made in
‘t,he ﬁrs’s and second chapters of the text),

o After descrlbmg the theory of “L\ada i, e,
' l"_;"‘l_'_aound in detail the author takes up the actual

_"'_notes that “are _used practlca.lly both in vocal
G and mstrumental musm, _a.nd keeps aside the
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:"rema,mmg ten' “Shrutm” "o’r mlcrotonal mtervals _
T lof sound-——pra,ctlcal use of ‘which: entn'ely
-_.'._--:".::'j"depends . upon- - the skﬁlfulness of the: begt
o : - artlsts ; .

i He had. aeeepted the beven sudhdh&-—-—a:nd_
' ':':'___'-ﬁve Vikrltas_—-notes in an’ octave The~ follawmg-
" verses quoted: from h1s text explam : be idea of
: I.'_'the grea.t sehola,r e

' i.'fé%*’m’fﬁql@éﬁf maﬁwﬁ?‘
- GH garear 99 g Higar iar(r. |f?<ﬁ
HmEaraay 3t aqwﬂ”raﬂ‘r%m
T wr#mf“a@’i’r ‘GFEWT gEE u?awl
{!@'r GH @ &Ef{aﬂl‘ aﬂ«“’mqr 1
g arw.\g:g‘-r@a. GBI u%:u
RIETFATL By g g'errf?r
iR, gedaa. gy
aa a@f#mw‘w g Ea‘(rﬁqar

| —a“ﬂwﬁa (ga ¥o) |

-~ He says that when, out of these twel ydeg-
roes of the’ ‘Complete '__'_Ga,ma,t one Vamety'“ea,ch: nE
f the “Oha.la.swara. ;




Swaras arranﬂed n-’the;r proper ordcr IoWest
_Ighest_ orm a Mela or That"t. “Thus &
e _umber of dlﬁ'ererat. Ihf,la‘a (‘dh be producw'
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8 How ma,ny “Mela.s are in pmetmal use
.fer _the eIeSSIﬁeatlon of the current Ragas L

_ I’s was Lochana.-»—w ho, after a mmu’se obser-
_vamon of the then current system of “Ra,ga.”
:'.'_'&nd “Rdglﬂla a of his own tlme--reallsed thatf.:
the Raga: Ramm system was | fanta,stle a,nd- )
bsolutely untenable ‘So'he adopted the’ system

- of “Mela’.: which: was alrea,dy prevalent in the -
“South havmg been, for the first time ] mt'roduced :
“by: Ramam a,t,ya,' _author of S&ara'"MeIé._ -"-Kala-
:1dh1 Loehana. found thls system of Raga
cla,ssaﬁcatmn to be more proper and helpful to -
he ‘students of Tousig;" an easy #nd ‘scientific

‘method for the’ begmners, as ‘well -as for such
- persons, as ha,d gome . knowledge of the same. - |
. Therefore,: thé\s\ystem of : “Mela” introduced by ~
“him, proved %0 be ‘ more . useful and important i  ::'_

“as it i gasy to underatand and easier to follow,. ..
“That(§s why. 8l his’ SUCCESSOTS followed 'b}llS_.
g syetkm mthout the least ob]ectlon. SR L

. iu the end of the 1113'!1 century there was ;{ _
By grea.t dlﬂ'erence of opmlon, no doubt, regard--_:‘r_-ﬁ; i
“ing the exaet number of - “Mela.s” that could be"
'_ebta,med 0u+ of the twelve notes ' tha.t are con-
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CURRENT MELAS AND RAGAS DERTVED
¥ FROM THEM.

] A South Indian Pundit named Vyanka.t&
- 'Mllkhl placed before all interested people, the'
" exact” number - of “Melas” which he hddy

"\

calculated mathematically. O\

- -In his opinion only seventy two’ “Melas
'__--can be derived from the twelve fiotes of the
" octave. An objection may be ra\ued here that
the author was a compiler of musuc text on the
* Southern system and not 9fvthe North, but it
:'--;-can be easily answered, ﬁha.t the basic princi-

_ples, such as, “Mela” and “Ra.ga,” formation are
“-¢ommon to both,. the systems. Therefore the
'_f:'_propomtlon laid-down by him, which is, abso.
. tutely based hir purely mathematical calculation
*may safelg>be applied to both the systems
‘equally(well. He was so confident about his
f_'ow research that he says . with eertamty, that
‘thevnumber of “Melas” worked out by him
'ban nelther be increased nor décreased even by

,"-Ma,ha,deva, hlmself the master of the art of
--muslc L Lo

: _It_ls the opmmn of alI the a.ubhors of music
f these days, that, only seventy two Melas or
‘Thatas can be derwed from bhe twelve notes of




el the octa.ve and only ten out of them, namely
" Bilaval, Kalyan, Khamach; Bhairava, Purayi,
'_'_-"';.".-Ma.rwa,, Kaphl As&verl Bhalraw and - Todi are,'-':-
-more important than the resb Quotatlon from.':-
_“Lakshya S&ngeet” 111 Bupport Of the same; <

_Wwa'cfm. g tm@aagzr-_,_.
L qﬁm@rﬁr g e
ana; - e A \aéma’:r
:rem“r %Ra"} ﬁa‘f 'ar

music system are “derived from the Thatas men.
tloned above, beca.use they generate all. the
current and\?&re Ragas descrl bed in. the l1tera.-"’"':._'-:.'
ture of music both of the medleaval and modern .
age. The basm prmelples and the’ essentaal con-. -
drt{ons ofa “Thata” “which-. every student of
usw should know are quoted below T
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3 Ib is not essential for a “Thata’ tohave
\ the qua.htles of pleasmg the listeners. '

S _ RAGA Cay
It is now elear to all that the functlon o,f\B\

“Thata” is only to produee “Raga.” This wery
term stands as an intricate question thativery
often creates a situation of mere confzisidn The
term “Raga” may be defined in-yarious ways.
But the root meaning of this v@rﬁ is as follows -

e Pt AR T |
t‘q?r @ zsfmw{"{rrr HAAAAR_ 1} |
- | ——fﬁﬂ%@r (28 =9)

Thatlxs, ) “Ragﬂ. must he appealing and -
plea.smg to, a\,ﬁ‘ Ma,3,0r1’oy of the authors have

deﬁned th\e term « R&cra.” thus py—

zftsa‘-‘r aﬁ'ﬁnﬁi’tqg rer('q'qrmzfera a
ﬁrﬁ ﬂﬂfimmra &l {FT TIIET: IR=2

-—T’i’ a‘iﬁ (EE' ©g)

amfams.@ﬁ;‘mmm '-?_;-| |
Treast URE TETEFTAT ST el
. --Em"mmm 8K (‘m%a) :
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m‘emﬁ o et |
—iira qifisa (79 Be) ~

arsd Faﬁﬁfﬂﬂr@ @y o v O
r@f%“r s Bt @ O Teaw ga: g
_@'ﬁazﬂa (53 &)

That is, in shorb a Raga is the c()mbma.tmn

 of different notes that are coQtamed in an
- octave, with’ “Vernas that plmes the listeners. -
The followmg are the essentml CONDITIONS '

. for the productlon of a.Rafra

RAGA JATI ﬁND ITS NUMB t’R

'1'. A “Ra.ora.” i8 derwed from some “Tha.ta. '
11 seven, 8ix or at least ﬁve notea

a.nd may co

"ther a.t the BAmo’ t:m
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Thus by mere mathematical calculation the
total number of Kagas that can be produced
from one single Thata by the Varya—avarya
process comes to Four hundred eighty four. - If
- all the aeventy two Thatas of Pt. VyanKaeta
Mukhi are- accepted and used practlca.lly then
34834 Ragas are obta,med for exa,mple S

Ra.ga. Ja.tl ._:-:ﬁ ' Exact Nnmber

1. Sampurna.—Sampurna. Raga. 1

2. ~Shadava. " O%, 6

3, ,, Oda,va, ’:}’:f. . ,”'-..'. 15
-4, Shada.va ba.mpurna..-__' Y

b, Sha.da.va. ., - 38
6. - Oduva. .90
1. Odava,-Sbothurna T
-8 _ Shada.va n 90
9. §~,: Oda.va, '-"22_5 |

B .'1‘01:&1 Number of Ragas 484 L

-{q%.agm‘fg mrc{ %ﬁ:&?ﬁ wi
- qemiETET T St % !f%:ll_.__'f"'{'--.
HaigTHaTy mmﬁarn‘&r R P
e wfegd pErmmEET afism imln_,;ﬁ_-;_.
SreTYEE A QT ree: g
='Eraﬁ‘ﬂ€ﬁmﬁ u‘q% ﬁw‘rﬁﬁ' HB’OII
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5. Raaa, Malkaus._ '." : - :. .. "

SchadaE U A grmrﬁaé”
ma%'m zi%r mﬁﬁ rtw‘ﬁ'm Mg
_ — T an"ra )
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redigaieret  wake: wndfean |

- deguemn v R oRegd e ml
- sngm‘ts:awr GqUT HIUEY -

9 g SEUR GHagaa g Rl
AlgTedgm FEw. weEwmEa 1 o
s Sf N adeeaREAAt WA (N

HigAg IR MCHAF: VAL PR
—aww"m (a8 Fa)
2. If both the forms: of the same note, flat
and sharp, oceur -in a Raga.-—*wlnch however
happens rurely—it is as a rule\ ‘that the sharp
notes are usually used in ascendmg and the flat
notes are used while deseendmg, in such a Raga

but there are exceptions:”

_ Almost all the twere notes of the octave i.e.
gharp and flat h?we now come to.use in the
Raga.s Bha;raﬁ"and Pilu. Itis allowed in these
two Ragagonly under the rules of “FEY -

-fami RO Feay ga: Le. the effect of a Raga
muxg -bo pleasing to the ear. These two Ragas
a.re conmdered to be the most popular and
.(Ocommon among those, even who, do not know
/any thing about music. People like the bullock-
cart drivers and the Tongavelas of the United
: ;E’fovinces usually sing these two Ragas when
.they are in mood.
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~ Both the Madhyamas are used in “Lalit”
just one after the other. It is permitted in this
‘Raga, only because, without the use of both

“the Madayamas, the Raga cannot be recog-
" nized and it will also remain undevel()ped Thl*

. main characteristic of this Raga depends upon
. the Madhyamas, o :

" The other forms of the same noteg are uaua]ly

' used in a Raga as a “Vivadi’'note, i e, to
beautify the Raga. The folkjw\mg verse is an

" excellent analogy regarding‘ ‘the same given by
- the modern scholars of mfisic = -

 frafid &) s qﬁﬂ@ﬁ'{kﬁi -
g a%amsf%ra:‘mr%m SREiLet u
o gAY R Fa‘aT%rffT gifes:
| -_‘qi‘f ‘eﬁ:rr—r gueaafafasar n |
- \ | TG (99 o¥)
3« ARaga must have the “Vernas” tha.t -
- ls &}vent and descent.
Y e 10 @ agd e
mrﬁ’raaﬂa"r T AR )
—TRIENNE (TF Go)
: Tha.t is four kmda of “Vernas” namely
:_EZ_.__"Asthaaee”, “Arohi”’,  “Avarohi’ a.nd  “San-
cha,n _are - used when a Raga is practxca,lly
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. 'sung ‘or played.. The funetmn ef all these ; ‘: '::.'_:
- ‘afore-said ““Vernas” is so 1mporta,nt in the dev- -

| _'elepment of & Raga that without these a Raga. o

 cannot - be sung: properly and ‘well., "Besides

- these there are four kinds of “SWa.raB "more

'generally ‘known as’ “ Vadi” Sama,va.dr )
' “Vwadl” and “Anuvadl , . '
| a@'f&-«zr Pk GBI b Fq'amw s
sfgarra"r S| g mi’m TGTEATN
: - —ﬁ@i’l'fﬁﬂ ( EE \92 ) .
S T‘hat is, the “Vadl” ngte is just like the -
kmg or main tnote. in . the Rag&, where as the-_-__:.
E “Samavadi’ noteis. ]ust like the minister to the. |

« _king, s0 to say the.next in 1mporta.nce to the . - -

3 _:-“Va,dl” note.. ']:hq} “VlV&dl” is the’ enemy note,"-..".
. becanse When }t\ls used in any B.a,o'a, improperly

it produces ardmeordent sound or . destroys the = .

':":"_'iha,rmoux of the Raga. - The note “Anuvadi” i is

'-"'__Ii-]ust\lﬂce the servant or fellower wﬂahout a.ny-. o

o :mciportance of his own

- The notes namely' “Va.dl a.h& "‘Semeir&& o

'.:'--are very important in a Raga ‘ecause they dis-

cla.ss of the same and,’ secondly, the txme When..-_ |
__11: IS to be sung or Pla}’ed R SR

K charge twe main functions. Fmstly they deter- .
- mine the 1dent1ty of the .Raga and alsothe



™~
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Now the . a.uthor quotes the Lakshana
(slgns) through which & Ragh 'is to be judged’

~ and recognised, It refers to the anpient system ,

‘of ‘developmeént, and does not apply to the
. musié of the Lakshya-Sangeet. It is an &vi

- dence to stiow how systematic the Rag& deve-

lopment used to be in ancient musfe’and it

- would better; if, some such rales: Were formed

for the Ra.rra development
) RAGA GAYANA

rwra wwiER e FURTAT: IR

B s e i
U it Azt Rt @ |
oy Grezmrweﬁ age T A |

'- i*f_,_.'_'-ﬁﬁmna \aﬁmf%r Tt FEIETRN

—=igs TeaH )
The scholar has also mentioried the points

re r.d\hg a Raga through whleh it is to be iden-

' dified, namely, “Graha”, “Amsa”, “Mandra”,

o “Tara. “Nayasa”, “Apanya,s . “Sanyas”,

,\...

_~.:"' “Bmyas “Bahuttva - Ifall these points be
- ‘compared with ' ‘thoge glven in ‘the rules of
“Jatl Gayana." :it ean be ascertained here that

~‘the dbove said rules regarding the Raga " are

= chxeﬂy“ burrowed: from  those ascribed to “Jati-

Ga.ya.na. of the ancierit times. - Tt is also pro- .
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bable that, when, “Raga-Gayana” camé in
- force-all these rules that -were essential for the
fulfilment of the “Jati:Gayana” were a.ttache—d

to “RAGA GAYANA”

B>

S &
- ﬂ@wﬂtﬁm Wﬁmﬁ LI
- =fy geyrafemar g arqaraa u \* . .
| TEFEATANIY @ Ay Sy kO
_mﬁaﬁ%\‘ m“rl‘ﬁ n@:m“rw l

_ M&]OI‘I by of the a,nclent ﬁichola,rs say 'uha.t'
- “Ra.ga. Gayana. is the fourth ‘type of current
geetas or songs of - those ‘days ' chiefly derived -
- from “Jati-Gayana”., 2The following statement'
from Bruhaddem supports the. SAME ;= S

gqm mmwfﬂaﬁa‘rm v
ﬁm“rzqﬁ,\ T e zﬁa u
@'}m et §7 TEiReEgIT |-
L \w«:q’r’r g frmar n”na% wzﬂ aur n
P \\ . wrmfifagavd @y a9 awl |
A awrel s HY EI $Y ST,

It is now evldent that the' mode of smgmg: g

' “the’ Ra,o-a,s, is- mam?y ‘derived from the ancieny

" Jati-Gayana’l, which' isin dis course of time .-
e fblended W1th the muslo of Per&na, :" “bl& SW““ -
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. Sangeetacharya. Punidit Vadi Lal bhwa.ram]l
Qf Ahmedabad, one of the best and leading -
' “cholars of musie, who, is considered to be the .
_':.'f."']wmg encyclopaedia of the literature of music™
“ says, that, if the present Ragas are sung pm-‘
- petly then it is the most difficult task even for
. __=the top most artists of these days to Bing any
- Raga more than a, couple of I_nmute% But he
" farmly believes that the purity<of Ragas as
. they are in the present form’\éhould be very
: -'strmtly followed by evely Jstudent of music.
" The followmg verses qlmted from Chaturdandi
Prakamka will  give™ the exact sense of
'_ .“Racra Lakshana’’,
o dembag iT"-ﬁF"ﬂ‘ﬂ {mrf?rwa?mr I

TR T AN 2 |

SN ARG T ARG FAT)
o o FeaTEaRara TgEE A
i \ g A WAt g
;,--A' common rule that was aiwa,ys followed__
by both the ancient and medieaval artists, is
hat; they had to begin the “Geeta” that is
song from & particular note, which is known
.88 “Graha” and they had also to make an end -
of the song- on a. deﬁmte note named “Nyasa’
___The promment note in the song is sa.ld to be




The Ongm of Raga

‘“Amad. Swm:a.*’ | The pmper “use of the former;\___'_;
‘two notes is not in cornmon- pracmce but the .

" present “Vadi” note ig the modified form of the

““Amsa bwara of the by gone age For ex-_."-_f"
- ample ; R o QY

R i m{rq?r S Hﬁi’f ﬂa ‘c‘r{a .
U wiqeaTaESET T aTm“ngaT W
L gy e A @ 9 wzr%l
S ﬁtm%‘ﬁr SIELTEN Eﬁ-t@'ﬂ -
SO '.gig-‘;“ WW‘I g ﬁ'ﬂmlﬁ'\ﬂm i
amqrf‘mwaw W gﬂf&ﬁrr n

Rega,rdmg the term “Ma.ndra.” and “Ta.ra, S
they arein the- mmg ‘order of pitch known as. - .
..'_-":'_;.“Mandra, Madh‘va and “Tara” Sthana. But'.-l’-"-
i .'_the words na@eiy “Apanya.s", ‘ESa,nyas” “Bm w
" yag”, “Bahbttva” and “Alpa,ttva” are purely
._..._;'._techmcai‘terms absolute]y meant . for the hlgher
: _'-_'f::'studenfs for their hlgher sbudles in musie. -Se-
' ‘th&e terms -can " safely - ‘be avoided here dndis: -
~enssed—as they are not" much connect:ed Wlth_ -
_he toplos of t;he present Work LR S

Now let us. Iook a,t the tlme ta.ble of Ra.ga.s
’ :'_-“Ishat is the rules showmg the: proper times at
= 'Whmh dlﬁ'erent Ra.oa,s are: to be sung o pla,yed ) 9

i cannot be denied that each Raga has 1ts own'." 2




88 .The Origin of Raga
- emotion or feeling and also mood or passion.
In order to encourage the same and also to have
_ the full advantage of it the' artists are habitu-
- ated to sing & particular Raga at & specific»
" hour of the day or night, Narada the autbor
‘of Sangeet Makaranda has also expressed\hiis
~own views in t.hls respect in the followmg
‘verse .

mﬁmﬁamm et ?ﬁﬁl |
oy srrgam@s‘ew R

e fed o g

srmxrﬁzma zﬁﬁa wmmmr R

: 99 3%

Tha.t 18, one\who Blngs a.nd also those who

hea,r muslc ttrtlmely not only destroy the ‘beauty

. or ha.rmony of the Raga but also. lose their

’ own ].Qres | | | :

Wor the purpose of determmmg then- tlmes

:;"i of singing Ragas have been classified into three

. groups according to the notes used in them,.
for exa,mple — . ' .

“o+ . 1. Sandhi - Praka.sh Ragas 2 Purva. or

: P_urva.nga. Vadi. Ba.gas a.nd 3 Ubt.er or Utta-
—ranga Va,dl Ragaa. SIS




. :Tﬁ'é ”';Orlgln'

SANDE[I -_-PRAKASH RAGAS _are stch, ag
E '_are usuaily sung or played at tmhght thatis ]uat_
.':_;'.a.n hour bafore and after: “the sunmse and sun-;
" set; 1 €., between5 A M to?A M a.nd 5 P, M.
to 7 P. M The cha,raeterlqtlc of these Raaas '1&
'__'_'entlrely based upon the notes” used m the'

Koma.l& Rlsava,——ﬂa,t D1 is essentla,] both -'forms
'of “M&dhyama” that 18 ﬂat and sha,'r may ba'

:Sud‘ldha-—sha,rp Hele 13 a, baautzful quotatlon
;_from La.kshya, f)angoet ‘pas’ 74 that gives an

--_wmg Gifas? Sfase a‘eﬁ{ﬁm (E
@ f*(sm"rfarssr Fﬁﬁ'?f afrerEa)
;T"-Tﬁ' .ff:llﬁd-lu ﬂact{gadﬂ
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. The Ra,gas ‘derived from Bhairava, Puarvi
~and Marva Mela or Thata can be placed in this
- group ' _ 4
_ PURVA RAGA —Ragas that are sung after
o “Sandhl Prakash Ragas” and before the inid-
o mght and also mid- da.y are said to be, the Purva
_ or Purvanga Vadi Raga. Thatis! t‘he “Vadi”
- or predominent note of these R:tgas are always
~found 'in - any ‘of the no}es viz.,, “Sa”,

CSRe”, “Ga”, “Ma” or “Pak > Tt is sung between
- 7 A M. and mid-day a,nii"? P. M. to midnight,
_ The Ragas derived from Bilaval, Kalyan and -
~ Khamach mela ox ‘thata which take all the Sud-
" hdha or shar ,.Botes of the octave and also
. Tivra Ma'dhy\a.ma in. the case of Kalyan and
Komal lehada, which is penmtted can be
. .placedm thls group

ika,gas Wlth komal Gandham and Nishada
-\gmd a,lso R1shav'1. and Dhaivata in both the.
_forms are known as Utter or Uttaranga Vadi
. :Ra.ga These Ra.gas are sung a,fter the “Purva
;_\.'-_Ra,gas” and before the “Sandhi Prakash Ragas”,
“say between mid-day to 4 or 5 P.M.and alsobe.
tween m1dn1ght tod or 5 A. M The V&dl notes of
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all these Ragas genera]ly s’mck to any one note

. ‘of the second  half. of the octa.ve that is “Pa.”,'.:';’f___

- _“Dha,"- “N1”,: and top “Sa’l, Ra,gas derived :

- from Kafi,- Asaveri, Bhairavi and Tod1 are eon-. K

- eudered to belong to thls group S __‘_ .';“-} f_
'l‘he foﬂowmg quo’ﬁatmns from “Abbmava.

P

. Raga M&n]arl will give a’ clear. 1dea Of\ﬁ': -"

| ”T--ﬁtﬁwvf"ﬁr %qzerq‘r Tt 5 —qarigar.
s g mrsnmn'm%ziéa&\u =
rtﬂ%ra”m:sr CAE 'q*ﬁfiﬁ AT l
Co EfaEERE fizar o, Tafm® 1
L oy fagan @ wifvevee Attt | -
S saged mﬁ%ﬁat At n
L ST FOE T T L G R
ﬁ'ﬁrﬁm@ ‘it an’r[\n R
o e w g EEJIT@HT(E!' | |
L qﬁ%‘i’aﬁ{wmtmnﬁmmﬁﬁ. R
_\"a*cz{ra T T WA Hfﬁaﬁ?#r?r I

It is to be noted here that the two ma.m
'.._'ela,gses Poorva and Utter Ragas are formed from '
" the Vadi and Samav&dl aspect and not exactly
| frOm the ﬂat and sh&rp note point of view. .'L >

Poorva, R&g&s Régas havmg theu' Va.dl m
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Poorva,ng are sung during 12 noon to mid- o
_',.'ffmght “Similarly Utter or Utteranga Ragas
" ‘having their Vadi note in Utteranga are .
/ sung between midnight and mid-day. These
- Ragas may be classified into the following, two
'._'i'_-_'groups accordmg to the notes used. as Va&l in
W them 5 :

- w'\'\'
Grour L S

K7
(a) Vadiin Poorvanga ("

: (_b) _Time during 12 q{é&"ﬁn and midnight.

'_.(a,) Vadi n(U“btera,nga, _
tb) T1me between rmd mght to mld-da,y ie, -

ccordmg %0 Swara,s (notes) Sndhdha and |
Vikirta (flat’ and sharp)-.‘..-_. R S
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(a.) Santh Prak@sh — both mornmg and L
‘evening  Swaras requued Komal Ri-
- shava and.- Tivra Gandhara (Flat “D”.'__.~' \
o and Sharp “E” ) : Cetne

{b)' Madnyama if Tlvra, (sharp) a.lone or more- e
~prominent Where both the: Madhyamas
' ‘oceur,. denﬁtes evening tmhght.‘ For. ex-
Jr. ample, Poomw, -Shree, Purlya—Dhana-

"'."'_shree and Goun If sudtiha, Madhyama’
. oceurs  alone . opn(ore : promlnent-‘:'
__-;jWhere both the Ma,dhya,ma,s are used..

....;._the Ragas berlang to mornmg tw1
- light” group\ “For-: example, Bhal_"&v.&,
fQRa.mka,h, Laht and Kahngda,-; L

o --._-_'Students a,\:é adwsed to note tha.‘t +he pro
" ‘minence of Pivra Madhyama (F sharp: inany " -
e group, e{enotes night - time : or. ‘evening twilight -
:;:;and\Suddha, Madhyam& (Flat - “F”) ' denotes
i .-m()'r\nmg time or morning twﬂlght For example .
_.‘i‘bhe Ragas, na.mely, Basant Pa.ra,g, Laht Sohlm, :
‘-".:"'--.Kallngda,, Bhalrava a.nd Ramkah are ‘sung”
;i-_bet,ween 3 A M. to 9 A. M., whereas the Baga,s';-_
Shree, Puram, .:.-_'__:';-_'_Purlya. Dhanashree, “and.
__Marava, are: -"sun" in- the 4th uarter: of. the :
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'._d The Ja.tl of the Raga is Sampurna.

e, Purva or Purvanga Vadi Raga.

_f:- Tt is sunﬂr in the evening tha.t is between

ﬂﬁmwaqa srtazxmh%rcﬁ %ﬂ i
- HaiTeeR qruﬁw%mm .
| SEASET Mg e Erits frdias 1y
,ésresm;r g}@rczmmmf e,
‘?«?rm%’t ﬁﬁ'ﬁ'l‘ T "

Uttar or- Uttara.nga Vadx Raga,
&Eil _“Dha.”, Sama.va,dx “Ga”' Vivadi-
: - remamlng notes are




ORIGIN or RAGA- i
8. Raga Hmdola,

m«ur*\nﬁaﬁam‘t ra-q"fa‘r a”mw a. | |
e maqﬁzi’rsﬁ\r 'ermaﬁ‘t agana: || e
e —-El'ﬁﬂﬂi'ﬁﬂ!. e
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£, Thls Ra,rra. is sung in the mornmgl e.-
betweenGA M t09A M

g The ca.tch noﬁds of thls Raga, a.re
PaDha—- NlSa LR
siwrTR B e
- gty woy o AR aET i ]
.____'-._-:._maz*ﬁra’?mmﬁaﬂm aﬁ?fl O
L srat‘r% Tame weard FRRA
L g wermerE Iaa"sﬁ“rscq%'ﬁi‘{l
- SETEERARAT G A mn
S -g@am’kﬁwmﬁr%ﬂ
o m@r Hﬂ%ﬁfﬂ RS f‘n’i‘m"ruaqn SRS
R TERTT 'ﬁ‘__.'j-- '__=_'—a~z=1€m'ta(‘z§&x)_;-f{_-'
‘3. ;.'_'r'_a.. _ Raga. Khmm\tlch i8 denved from “Kha.' =
b Ascent -—Sa Ga..Ma. Pa Dha. Nl Sa. SO
_ Desﬁent -—Sa N1 D.ha. Pa. Ma, Ga. Re Sa .
}.[‘he Jaii of this Ra.ga. is “Shadava Sam-.'_--
_purma”, . “Re*? is-omitted i in ascendmg
9 .a"__l“tlsa,Purva e
e “Vadi®' Ga ' Samevadi | “Ni® Tzvra.
_Madhyama, andat times Komal Ga are . . -

;used as Vivadis a.nd the remammg notes_ S
are “Auuva,d1” : "

Purvanga. va.d1 Ra.ga




" The Origin of Raga 9
f This Raga is sung at night between9
' P. M. to mid.night.

g The catch notes of this Raga are, “N1
_ Dha—, Ma Pa Dha—, Ma Ga—", )
| WAISARISES AT g A
qifraEs e AT 9sad )
ArarisT WAy arEy dardy Prgah w3 |
e | WA Fgaﬁwsﬁ S5 T
B —\ﬁwﬁa(gg fos )’
" 4 a. Raga Bha.lrava is ¢ derxved from +Bhai. -
oo U rava Mela’,
" b. Ascent: —-—-Sa. Re Ga Ma Pa Dha Ni Sa. -
7 Descents ——Sa Ni Dha Pa Ma Ga Re Sa.
6. The {am of this Rao'a, is. Sa.mpurna-
Samb.lma. _ b
- d. »Itis a Sandhi “Pra.kash Raga. . ,4
e&\Va,ch “Dha”, Samavadi “Re”, Vivadi
AN Koma.l ‘Nxsha.da” and the remmmng |
' notes are “Anuvadl” -

| f Thls Ra,ga. Is sung early in \ the mommg,
o ab least one or two hours before and
after. the sun rise. '

g_,:__ The catoh’ notes of t}:us Raga. are, “Ma,
(Ma) ReSa. Troe :
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o hmmgﬁmamﬁrnmm |
ey FraE she des addE:
. da gaar amdl vt et AR

L e gEngse o wskalEE |

R zzwrcrsr Hare Aaafifidg

O mifrad g enlRaaifi daew Ke e

| g A Sre S abmrEa: N
'--F(sm"f{a'ﬂzﬁ TR A GO
o _ '"——a"qw"ra(gg:ggg)_
: ."5." A Raga. PIJI'VI 13 derlved frbm “Puram .
| -~ Mela”. NS : :
b Ascent —8a Re Ga, Ma. Pa. Dha. Nl Sa. o
 Descent:—Sa Ni: Dha, Pa Ma Ga Re Sa. "

" 'c'.'-.:_' The Jati of - this Ra.ga. is" Sampurna.

. Sampurnacs $ _
T o de This a Sﬁ:ndhl Pra,kash Ra,ga o B
-"-__".:-'-_e'.':.'-'.Vach “Ga.”, Samavadi “Ni”, and the .

S r@@&mmg notes are “Anuvadi”, o

-': f I‘b is sung in the’ evening, ab lea,st oneor ..

\ two hours before and after the sun set,

) g The cateh notes of this Ra,ga, are, “Nl—— '

/' 'SBaReGa—, ReSa—".
RERR iy RiarTs T3 WI’E{;’T g@?rﬁ?ﬁl :
o Eg wEdEs 9T aw g _' -
-t dadr el faey dhgeawsy 0 -

" AR RIS ﬁ{ﬂ'l'?l'sﬁ{ﬂ?l\\'ﬁ'(ﬂ;li o




The Ongm ot Raga |

m‘ff.[-.. .WTS'T @z T wa 7|
_gq&%; CE wrf%r tﬁsarﬁﬂ‘rswﬁ’r

g Ea (9 =)

. ::Marva. Ra,o'a. is denvcd from “Marva

- Mela”,
., Ascent:—Sa, Re Ga Ma Dha Ni Sa O

\\

- _:.__-'.Descent; :—Sa Ni Dha Ma Ga Re Sa.

e Tt i is a “Shadava.-Shadava. Raga. » Pan-
s chama, is omitted from nt\

. _' It is a “Sandhi Pra.kash Raga.
8. ‘Va.dl “Dha’, Sa.mava,dl “Re”. The re-
; ma,lnmg notes: are, “Anuvadl”

£ _' This sza is sung in the evening that i is
‘one or, :ﬁv}o hours befora and after the

sun g\fs

The catch notes of thls Raga. are, “N1 ;

\RB Ga. Ma. Dha-- Ma Ga Re-——”
maﬁaﬁm AT aﬁ‘ﬁﬁa ar l

CmrE SR sty qa‘}m‘ AT HATU

U T W At e SR
s glatad srear R ag;(f%sw i

. ataie wEyshan, sine @ BT |
m’ﬁm Eﬂ?h'l' STTIRITET 799 ]

i"-a‘a wﬁa (g'a ?a¢ )

N\



_.The Orign of Raga

B ‘? a. Raca K‘Lﬁ is derwed from “Ka,ﬁ Mela.” s
b Ascent —Sa Re Ga, Ma Pa. Dha. Nl Sa: o
o Descent —-—Sa Ni Dha, Pa. Ma Ga. Re Sa.. »

.' c The J{m of thxs Ra.o'a, ;s “Sampuma-\f- ™
Sa.mpurna. ' 2 o

_. d It isa Purva. or Purvanga. V&dl Rza,ga- o

el Vadir “Pa”, Sama,vadl 3g7% Wivadi -

“Sudhdha. Gandham or, lehada.” a.nd:_.':
e the remammg notes are, “ﬁnuvadf’ -

A '.['hm Rao‘a. 1s aung a.t m1dmghb. ORI
j g The ca,tch notesare, “Nt Pa. Ga.——-Re,’_’_.__

:-aﬂﬁtntaxﬁ%'?s%?f a"&s:r éz-"rf‘wf“nm |

SrjEager: Tl awfE w

LRy HRar et e ) AewEEEs 1

\*ﬁT Fisroge T qmaa‘r&w. w

mm‘fﬁlﬁ’r ﬁa‘t e ﬁfﬁié‘ma n
&




The Orlgm of Raga -

e The Ja,‘u of this  Raga s “Odava Sam.

0 purna’.

.. “Ga” and “Ni” are omitted while ascen-
~ding. Tt is an Uttar or Ut;tara,nga

_ Vani Raga, o _ O

"o, : Vadl “Dha.", Samavadi “Ga”, ‘and the

" remammg nates are “Anuvad;\‘

I. This Ra.o'a. is sung in the\ mormng, i. €,
between 9 A. M. to 12 n;\on

. i___';[‘he catch notes of t{lls Raga are, “Sa—
" Re Ma P Dha-Pa®’, ' : :

WY AR gl T |
T et @98 Al g |
. AREEREEET waEat am: |
i Affeae SRR it u
S HEST mEARY SAE ey el
. \'qﬁ armmﬂ‘qﬁf fadiaszy Ra
- —%T ETa (9T fus )
Raga, Bhalra,w is derived from “Bhair-
ravi Mela ' 2

3 b Ascent Sa Re (‘a, Ma Pa. Dha. Nl Sa.
S Descent -—ba, Nl Dha. P& Ma Ga. Re Sa

The Jati of thls Raga s “Sampurna.-
3-Sampurna” ' _
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C d It is an Utta.r or Ubtara.nga Vach Raaa,

e V&dl. “Ma.” o “P&” OI' “Dh&", Samavadl
' “Sa" “Ga." 3 VlV&dl Tlvra. Ma.dh- O\

yama and “the: remammg notes a.rq_":-
.Z “Anuvadl -. N T S T z :‘_ ¢ ’

f _I‘hls Ra,ora. is’ sung in the mommg, beb
WeengA M to. 12 noom. (30T

s ZZ The ca,tch notes &re “Ga—- Sa. Re Sa.”: ':
' ot “Dha—l\'ﬁ Sa. Re Ga_ Sa. Re Sa. -

U o arm“rr@ami’ra"r Eﬁ«'ﬂ‘ser ﬁtﬂ’r&a
;"-,-srwﬁ#amg'tmr iG] Err"fﬁaﬂar II
L wa{a'rq"r Fibeasad %&‘d. W

'%art‘ta\mai’r%sﬁ H'{ﬁ!’! @A -y

L R ( ™ fax)

\ Todl Raga. 1s denved from “Toch Mela.” |
""";”-Ascent -?Sa, Re Ga Ma Pa, Dha. N1 Sa




104 ' 'The Origin of-R;ga
" maining notes are “Anuvadi’,

" f. 'This Ragn is sung in the morning that is
~ some time between 9 A.M. to 12 noon, |

8 The catch notes of this Raga are, “Dha.- _
_. v Ni Ba Re Ga,—-Re Ga—, Re S& )

AR feEal e &g f&gﬁ{a.
U o & G QR w&ﬁ:ﬁq i
S era T WY Sfew g4
R ey T egn @
o S oy v Tty sifrge: |
IR W”lﬂ"ﬁf B wiseh 0
T —ow R (98 1%)

" tug B



Geeta xs a combmatlou of nntes that is 'pleas:ng to'
__-the mmd It 1s of two kmds *—Gandharva and Gana

i andharva 15' that mustc wh;ch hke the Vecfas d:d -
not ongmate from - man’ and -was’ sung by .the Gan-
dharvas and which always - almed at thesgttamment of
’ “Moksha that is,. salvatmn '

. 'tsed by the Iearneck men. and” Whlch rwas.used in
" Deshi Ragas aftes  hoihg . classified, and Whlch aims at'_
'-pleasmg manklnd—-sucb muslc 1s Gana Wl

?{gaﬁﬁﬁ T tﬁamFm 1
X \%iﬁtmﬂi'gsf’rmqa T S, "
T‘h; commentator of Ratnakaz. Kallmath ldentxﬁes_.f
~Ga'ndharva and .Gana - w1th Marga' and Desi’ sangeet’ '
respectwely Because two ‘different .names ‘have’ been -
‘used for the same thmg Marga is an’ obsolate form of
‘music and so needs :no  place. here ‘Desi“music -
;as in-useé even ia the tlme_ of Sharanga Deva, but the:
‘Desi music of his time was A 1
:;that of to-day




ii

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

N

WA o ALTEAREISEA, | D
TR T AR Fed aF TR W

© . Inthe days of Saranga Deva, Kheya!,.I;‘)frfupada and

other such forms of music were not\in ’prat:tical use,

" Prabhand Rupaka and Vastu etc\\ swere supg. Pra-
* bhand has many parts which wé\te known as Dhatus.

. The names of these Dhatus ate glven in Rat nakar and

| _-'as follows :—Udgraha, Mllapak Dhruva, Antara and

- Abhog. Now a days .P;abhandas are not sung any

- where so we shall notdeal with these ancient Dhacus.
- -'_'__These Dhatus are /sitmilar to those of our present day

music namely,: —eSt aie, Antara, Sanchuri and Abhog.
- Numerous ex\nples of Prabhandas are given in Rat-

“ nakar aqd}t is clear that those types of songs are

“included\in the Nibadha Gayana., Sharanga Deva
mentm}xs Alaptigana as a part of Ambaddhagana and
é{y be cailed an Alap,

Some shght difference i is recognised between Alapti
“and Alapa, though both are the examp!es of Anibad-
o dhagana. S .
ma'—qﬁraa Cely ﬁmrq-crgao kR

T arghwia gl |

'- amt«fe’f'aé’ﬁraﬁ ﬁ{a-qfrmfﬁ&a:r 1



Thc exp051t10n in- whlch the ten essennals of a Rad
—Graha, Amsa, Mandra Tara, Nyas. Apanyas, Alpatva':f"
- '_:_Bahutva Shadavatva and Oudavatva are clearly mani-
- _"1ested is known as Ragalap : . -

: 'sr—qqawr qg—«m qrgermeﬁtrq‘
-aﬁré:ma = q trﬂraa;r:s, 3%?._1?;.

: audlence all these essantxals of a Rag by whmh a Ragé 'ﬁ:

could eas:ly be reccgmsed and whlch h@ve been men-z"'l
= ! Tne .

words '—Graha, Amsha Nya Shadvatva.? i
vatva have been explamed befcre '

.Mandra and Tara mdlcates the hm1ts in the octave-.__'_
of the Raga.- Tn anc1ent days there were rules that a"'
Rag’ could £0 down upto a certam note in the Mandra. -

- Saptak and rise Q\a cartam pltch in- the Tara sthana-‘ 3

: Apan as, Sanyaq and _meas were the ca ENCES. or'_--._
pauses occurrmg m the course of a song and they were: ;
-generally known as _Vldan "The’ Dhatus of 'a Geeta:
falhin the Vldarl clas -'='-Later. ‘however, Sanyas and .
inyas were- mcluded i Apanya¢ :So “that_is- why " .
Apanyas has to- be very ciear}y demonstrated in- the. e

: full development of.a Rag.




iy

"+ ted with the Raga Mela that is with notes permissible
- “in a Raga, :

g Bahutva of a note in a R;ga can be manifested.in®
" .two ways. One by Alanghan and the other by Abhyas
+ ;. Alanghana is the denial of Langhana, (omission). and
- - where the Langhana of a note was to be shown in 2
I -R;ga."_ The slightest use of a note by, gifving it the
" .. least importance by using or at an insigaificant place to

. it. Abhyas means the repetition of ashote which could
':.'be done in two ways +—1. By repeating the same note
consecutwely or 2. By usmg jt at intervals, other
* notes coming in between, Tbxs ‘Bahutva has only been
_given to the Vadi and Samavadt notes of a Rag. If
" the Bahutva has to belgiven to any other note ofa
e ‘Rag it could be donévonly with the Puryaya—Amsa

- note, or a note which was made Vadi, for the time
: being Alang 5; therefore, of a note means its use in
8 Rag in a\very insignificant position, when such 2
_note is, qrdinanly. to be omitted from the Raga.

L wdemen e g (e wae )
) \ - ferd q ikt o
'-Alpatva can be explalned in two ways:—(1) By
langhana and {2) Anabhyas. The meaning of Lan-

ghana and Abhyas has been explained before, so we
-need not deal w:th the same here again.

| eyee < B SYGRREARET G |

mﬁwwﬁa T e



_ The authors mean to say that If the Vlvadx note ina’ y ; 2
song is very rarely used in a Rag, then -it gets AIpatva
- .. The readers are aIready advised to' use the Vivadi nqta.
‘in _a Rag at its. ptoper place and tlme very rarer. O\

ﬁﬁ’rf{“t ﬁﬁwm”t?ﬁfa‘rfﬁw. A
EETAE A FAN S gEERn
- ETA i e w
qTE R fy wmEt aﬁﬂm‘r u

L Wﬂrmgarﬁﬁrqaaﬁ? LESLL T

-_-_'The Vlvadl swaras can also be used to a]ter the. |

cadence of a Raga and m 'such case the notes should

be given Alpatva So far we have ‘dealt with the opt— .
nion of "ancient | amhors and the aim - was to get the
..'readers acquai\n\ted with the manlfestauons of the Alap
singing of af R.aga Perhaps the readers now understandi
-that allebe dlstmgulshmg features of the Alap singing -~
:of a Ra}a have been taken from the -ancient and medi-- ‘: :
eyalliterature=on music;’ It has- ‘already._been men-: .-
;noned that the J ati Gayana was in vogue before the- R
'_Raga Gayana was mtroduced BRI

fnmamq?rﬂ‘qwmﬁam
-.*_srrcra?zrmmra’% Syges <ol a_-ct. It
| GAFGRCHIN Y |, QARG sfag i1
- wreighiR m’\ﬁmr@ﬁq"rw "



vi
_ ',f_When Jan Gayana was dropped and Raga Gayana
: becafie current then all tbese essentials came in to use i

I-m the Raga Gayana. -

a r*rqf%a il Qe aET |
e g a a0

Rupak-——AIap _ : G\

Rupak alap is another variety of the anlent Alap a
Gayana, ahd so all the characteristics of Raga Alap
_apply to it also. But there 1s one thing which distin-
;"gu:shes It from other kinds of Alap\

| B g I gamm f‘aqr&w I

At In Rupaka Alap the musn:lans had to demonstrate
';clearly all the parts of the Alap like the Dhatus of the
'-Erabandhas and thel last cadences of such divisions
were known as Ap}nyas . Kallinath defines the
dxfference betu?s\én the ancient "Alap” and “Rupak-
auap as follaws --  _

_ ‘a‘r F ffesa i%rf‘-sm NTHIFET =ﬂa wand ..
‘qf%w?erf% | TRy srﬁ'('-'q w&m EEG]

T | | ?srq—qmg ﬁ'{‘v‘ﬂ m(ﬂr SIEJET
_ Erorn th1s it is reahsed that to the aud1ence of the
(ﬂd days Rupaka ‘may be the vanety of a song—in B
hach__words were -hot - at all used InaRaga Alap,

| 1c1an had to show-tothe aud1ence what Raga he
by means of brmgmg before them all the




fc:'ha.l.:"ac'feﬂsttcs that"._hafé been: 'deﬁlt' with" under ‘the:
", “caption of Alap Rupakalap was like Prabandhas, but .
St lacked in wo:ds ‘and” “Tala etCy. Rupakalap was
'more extenswe than the Ragalap. in.; other --'words'.’
.":-_:,'Rupakalap was a step further from Ragalap

ALAPTI /

_.__Alapn was an- advanced form of Alap smgmg ' I'

Alaptl szngmg the Raga has to be vcry clearly explamed
w1th all the srgmﬁcance In addition I{!\h)at, the ‘musi-/
cian had also to show” the Avlrbh}va and, “Tiro
bhava whlch Is clearly explamed below S

- -AVIRBHAVA AND TIROB E—IAVA

.. _;---It is already_ said- that tany Ragas “can be derwed "
‘from a’ Mela or’ Theta 7 While a musu:mn is deve
;'Iopmg hls Raga bS(maam of d1ﬂ"arent combmatmns o
--notes,. it is ]ust probable - that the ‘dudience feel that=
: fraemencs c‘f\Ragas ‘which a are almost’ s:m:har to it-are
combmed\toaether.: Fér same combxnatlons of Swras_
of nn\\rlar Ragas are bound to- occur ‘and they may g:ve
to, ?the audlence an 1mpre531on of dlfferent Ragas bemg‘E
mmbmed A clever ‘musician h0wever, often places:
éome special or 1ndepe_ dent passages of his Raga ata’
~suitable. place and thus removes the donbt ‘among the
_ ":'."hsteners when & Rag is. thus hidden and unldentlﬁable, :
_“the situation is "known as - Tlrobbava -and when the.
- :Ragis again: mamfested it. 15 to be ‘Aviibhava’, These
Bhavas are. very mterestmg i
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